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CAPIT®L

Last night I dreamed that my life and perhaps even the lives of others had
been rearranged into some kind of circus.
Strangers and all my friends were walking up and down the sidewalk, staring at
those, Juggling and performing on stages rising from the paving.
An artificial landscape varying in height with fountains and platforms of
synthetic grass,
‘come one, come all’
A person, who tells me they are a friend from long ago, dressed in a mask and
uniform was selling balloons from atop a stage, emerging from the landscape,
whilst others juggle around him

And there was an elaborate pathway
curving out from the landscape into the sidewalk, inviting one in.
from the landscape columns rise, some perforated, some highly reflective.
Ones body and face seen in many proportions and distortions.
People stare at themselves, coming to an understanding,
many were saying Eeek, at what they realised.
At one end, a large archway rises into the sky, casting a shadow over the
landscape,

Then they disappeared through the arch into the building
with what they had just seen on their mind
and when they thought about it they were laughing

In this dream there is a balloonist,
selling colourful balloons on bright sunny days.
for those that are overcome by sadness,

A clown cartwheels as pedestrians pass,
A stilt walker follows them into the building
The choice of where they enter is theirs
Through a display of costumes and imagery
Or into the arena where they watch a wirewalker poised on a rope
Or a trapeze artist swinging from an arch.

Come one, come all.

The only thing that binds me, to the pedestrians, them to each other
And those passing by is the Capitol.
which is interpreted by each individual differently,
the people and noise and sounds and shouts.

This tightrope made of feelings open to interpretation.
People becoming a detective of their thoughts.
Remember us is all we ask.

And if remembered be a task forget us.

Remember me is all I ask.
And if remembered be a task forget me.
But in the Capitol we all realise something and remember something,
Whether future, past or present, it does not matter.

Remember me is all I ask.

(adaptation of Laurie Anderson ‘Tightrope’)
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Extending the Skin(s) is concerned with the adaptive re-use
of the Capitol Theatre in the Pretoria CBD. The reinjection
of energy into an existing building which has been abused
and neglected, not only gives the building a new lease on
life, but brings about the rejuvenation of the surrounding
areas too. The design attempts to blur the boundaries
between interior and exterior, and to extend the fantastic
nature of the interior out onto the street. In this way,
the original function of the building as a theatre becomes
more accessible to the general public.

The theatre as a whole becomes a mysterious fantasy realm
drawing in passers-by, and thereby functioning as a platform
for performance. When people enter the space, they become
performers in their own right - their performance is mapped
out by how they interact with the spaces and each other.

The existing character has been reinterpreted allowing the
Capitol to regain its former elegance and sense of mystery.
The Capitol is brought into the here and now; the same but
changed; a new energy for an existing building..



Prologue

Definition of, and approach to, the profession of interior architecture
(Carl Ascroft and Jason Wiggin)

The broad term of ‘architecture’ can be defined as any purposeful intervention into
architectural space, and thus includes the various architectural disciplines of architecture,
interior architecture and landscape architecture. The nature of these interventions is not
necessarily a physical one, or permanent, although it is through them that the world around
us 1s interacted with and understood; given meaning. When the term ‘architecture’ is used
within the document it is usually in its broadest capacity, as outlined above. Interior
architecture is a discipline that is difficult to define, being both young in age and wide
in scope, as well as striving to differentiate itself from the practices of interior
design and decorating. Critically however the practice of interior architecture strives to
interrogate the relationship between space, user, and object.

The interventions of interior architecture contribute to how a space, within an envelope
of architectural space, is understood and occupied. It is a combination of spatial form
leading to spatial effect that encompasses structure, form and materiality. It creates
environments that provide for the functional and emotional needs of its users. It is
experience constructed by form, but understood through effect. It is therefore important
to recognize that form is not the endpoint of the design, but rather a side-effect of the
process of the design. This view posits architecture, landscape architecture and interior
architecture as a process of inquiry that endeavours to establish a laboratory condition.

The very nature of interior architecture, being less temporally bound, allows for more
dynamic and fluid interventions than traditionally perceived as architecture. It is through
these interventions that the users’ sense of space and place is heightened and they are
engaged in the actual experience, and production, of space. Traditionally, the designer’s
work begins after the content of the project has been decided, thus deciding how things
are said rather than what. Through extending the role of architecture to encompass critical
interrogation, architecture begins to engage with culture more directly, producing not
form but content.

The production of said content can be achieved through a variety of means and scales and
it is here that interior architecture displays its versatility and freedom, being able
to intervene through branding, product design and spatial design. As such it needs to be
cognizant of the fields outside of architecture including, but not limited to, graphic
design and art. Indeed it is perhaps in the overlaps and collaborations between disciplines
that the role of the interior architect can be more fully explored.

The intimacy of scale inferred by the space-user-object, necessitates careful consideration
of the interface not only between one material and another; but also of the more ephemeral
aspects suggested by the term ‘connection’.

One of the most pertinent applications of interior architecture is the adaptive reuse and
redirection of energies within existing spaces and structures. This aims to extend the
lifespan of existing spaces by reengaging the relationship between user and space, either
functionally or emotively.

This approach aims to manipulate perceived boundaries between disciplines and proposes
architecture as frame; a frame for questions, for activity and interaction, for conjecture
and speculation. It is thus grasps at a more difficult and tenuous thing...

An Incomplete Manifesto for Growth in Interior Architecture
(with apologies to Bruce Mau, 1998)

In 1998 Bruce Mau set down the beliefs, motivations and strategies of the Bruce Mau Design
Studio. It is produced here in an edited format that can be applied to the practice of
Interior Architecture.

1. Allow events to change you. Growth isn’t something that ‘happens’, it has to be engaged
and produced. The openness to experience events and the willingness to be changed by them
is a prerequisite of growth
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3. Forget about good. Growth is not necessarily good. Real growth is an exploration of
unlit recesses that may or may not yield to research.

4. Remember the bad.

5. Take everything you can. Learn from everything.

6. Process is more important than outcome. When the outcome drives the process we will
only ever go to where we’ve already been. If process drives outcome we may not know
where we’re going, but we will know we want to be there.

7. Love your experiments. Work as beautiful experiments, iterations, attempts, trials,
and errors.

8. Go deep. The deeper you go the more likely you will discover something of value.

9. Capture accidents. The wrong answer is the right answer in search of a different
question. Collect wrong answers as part of the process. Ask different questions.

10. Make mistakes.

11. Ask stupid questions. Growth is fuelled by desire and innocence. Assess the answer,
not the question.

12. Study. Anywhere. A design studio is a place of study. So is everywhere else.

13. The necessity of production is an excuse to study.

14. Take field trips. Explore the internet, the movies, the TV, but never forget that
the bandwidth of the world is greater than that of any media. Explore the city, explore
spaces; open doors and climb through windows.

15. Drift. Wander aimlessly. Explore adjacencies. Lack judgment. Postpone criticism.

16. Daydream. Imagine the spaces where design isn’t. Explore the possibilities and un-
realities of paper. What if gravity wasn’t?

17. Harvest ideas. Edit applications. Produce a high ratio of ideas to applications.

18. Slow down. Desynchronize from standard time frames and surprising opportunities may
present themselves.

19. Don’t be cool. Free yourself from these sorts of limits.

20. Collaborate. Every collaborator brings an entire world more strange and complex
than can be imagined. The space between people working together is filled with conflict,
friction, strife, exhilaration, delight, and vast creative potential. Worlds folded on
worlds, neither being the same again

21. Listen carefully. Listen to the details and subtleties, needs and desires, ambitions
and goals. Listen to everything and everyone, regardless of status and image.

22. Design is Design is Design. Let everything influence and inspire you: film, music,
automotive, graphic, product, art, gastronomical, nature, theatre, dance, material,

clothing, designers, exhibition, event, conversation/dialogue

23. Stay up late. Strange things happen having gone too far, been up too long, worked
too hard, and separated from the rest of the world.

24. Go to bed early. Sleep has its uses.

25. Work the metaphor. Every object has the capacity to stand for something other than
what 1is apparent. Work on what it stands for.

26. Repeat yourself. If you like it, do it again. If you don’t like it, do it again.

27. Creativity is not device-dependent.
P
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28. Use and abuse tools. Tools amplify capacities and reveal explorations, so even a
small tool can make a big difference, whether used appropriately or inappropriately.

29. Explore the other edge.
30. Think with your mind.

31. Stand on someone’s shoulders. You can travel farther carried on the accomplishments
of those who came before you. And the view is so much better.

32. Don’t clean your desk. You might find something in the morning that you can’t see
tonight.

33. Make new words. Expand the lexicon. The new conditions demand a new way of thinking.
The thinking demands new forms of expression. The expression generates new conditions.

34. Scat. When you forget the words, do what Ella did: make up something else..

35. Imitate. Don’t be shy about it. Try to get as close as you can. You’ll never get all
the way, and the separation might be truly remarkable.

36. Don’t Copy. Have integrity.
37. Break it, stretch it, bend it, crush it, crack it, fold it.

38. Coffee breaks, Road trips, Film breaks, Shopping breaks. Real growth often happens
outside of where we intend it to - take notes.

39. Avoid fields. Jump fences. Disciplinary boundaries and regulatory regimes are
attempts to control the wilding of creative life. They are often understandable efforts
to order what are manifold, complex, evolutionary processes. Jump the fences and cross
the fields.

40. 5 + 1 Senses.

41. Kipling’s five faithful servants. Who, what, where, when, why, how

42. Pay attention to the details. Small things amuse small minds... but perhaps some of
the greatest things are built on the smallest details.

43. Scale. Consider scale, assess the situation, and provide a relevant intervention.
Depth of experience, graininess, how scalar changes are understood and perceived.

44. Global and Local.

45. Sustainability, Inclusive Design, Branding and Way-finding.

48. Initiate.

49. Temporality, Ephemerality and Lifespan.

50. The Art of Looking Sideways. Alan Fletcher.

51. Have fun.

52. Remember. Growth is only possible as a product of history. Without memory,
innovation is merely novelty. History gives growth a direction. But a memory is never
perfect. Every memory is a degraded or composite image of a previous moment or event.
That’s what makes us aware of its quality as a past and not a present. It means that

every memory 1is new, a partial construct different from its source, and, as such, a
potential for growth itself.

53. . Allow space for the ideas you haven’t had yet, and for the
ideas of others.
&
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PART 1

Problem statement

Figure 1.1 Digital Collage illustrating
thesis ideal
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1.1 Introduction

Most buildings start decaying before they are finished, like our bodies which start to age
the moment we are born. Just as one can manipulate one’s body, adaptive re-use gives a
building a chance to be clothed in scaffolding and re-injected with new energy, allowing
it to continue its life successfully.

The theatre is a space in which the human form (and mind) is removed from reality and
displaced into the realm of mystery. Delving into this haptic realm allows one to heighten
the senses. Such a space exhibits what the ‘human body is, what it does and what it is
capable of’ (Shepard, 2006: 1).

Atmospheric theatres around the world have sought to cater for modern society in the early
twentieth century. With the development of cinema, the theatrical performance aspect of
the atmospheric theatres began to decline. Eventually specialised cinema-houses were
erected, leaving many of the atmospheric theatres redundant, vacant and waiting to be
demolished. The scenario is the same for the Capitol, situated in the heart of Pretoria.
Still standing as a result of public outcry, the theatre caters for the odd function, but
essentially remains vacant.

The objective of this thesis is the adaptive-reuse (pump-planning) of the Capitol theatre
into an innovative platform for performance. This can be achieved through the analysis of
various forms of skin - the human bodies own, garments of clothing, and the architectural
‘skin’. This will result in the reuse of an existing space through the implementation of
a contemporary tectonic, which may be pleated, folded, wrapped and suspended within and
outside the theatre. This tectonic will make use of the building as inspiration and shell,
removing parts, but respecting the memory of the structure. The intervention will result
in a space that challenges the way in which the theatre is perceived and experienced.

1.2 Problem Statement

The current condition of the Capitol theatre is not representative of the stature it once
held as a social hub, thereby rendering it inconspicuous within its current context. This
has resulted in a missed opportunity to embrace the possibility of pump-planning the
theatre through the manipulation of its skin.

Figure 1.2 Touchstone, 2009.
Illustrating intention of thesis.
The proposal of an intervention to
be implemented by manipulating the
buildings skin(s)

extending the skin
12/
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1.3

1.3 Research Questions

How can the proposed intervention be implemented as a performance space whilst
retaining the integrity of the existing building?
L]

o

What is the relationship between the human body and an architectural space?
o
L]

o

What is the relationship between various forms of skin and their parts?
How can the existing building be manipulated and re-injected with a new energy in

Does the extended skin become an enabling prosthetic?
order to re-establish its presence.

Through the manipulation of the skin can the interior be revealed to the
exterior and vice versa?
1.4 Hypothesis

The Capitol theatre has the ability to function as a platform for performance through the
manipulation and extension of the skin.

1.5 Assumptions and Delimitations

Assume that the future plans for the Pretoria CBD
will commence as planned. This strategy aims
recreation and entertainment.

(Inner City Abridged Strategy)
to establish the CBD as a centre for
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Digital collage
illustrating the design strategy for
Extending the Skin(s)
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1.3 Research Questions
. How can the proposed intervention be implemented as a performance space whilst
retaining the integrity of the existing building?
. What is the relationship between the human body and an architectural space?

o What is the relationship between various forms of skin and their parts?
o Does the extended skin become an enabling prosthetic?
o How can the existing building be manipulated and re-injected with a new energy in
order to re-establish its presence.
o Through the manipulation of the skin can the interior be revealed to the
exterior and vice versa?

1.4 Hypothesis

The Capitol theatre has the ability to function as a platform for performance through the
manipulation and extension of the skin.

1.5 Assumptions and Delimitations
. Assume that the future plans for the Pretoria CBD (Inner City Abridged Strategy)

will commence as planned. This strategy aims to establish the CBD as a centre for
recreation and entertainment.

extending the skin
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Chapter 2 - The Greater Context

Figure 2.1 Digital collage illustrating positioning
of Pretoria

extending the skin /6/
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2.1 Introduction

Pretoria is a bustling CBD with unlimited potential.
From nine to five, music blares from stores, vendors
line the streets, pedestrians dodge one another and
many people hand out flyers or take ID photographs.
Within Church Square people gather around the
plinth of Paul Kruger to listen to a discussion or
even take part in a debate, some may pop into Café
Riche to listen to the music of the quartet. The
opportunities are endless - one can even buy flowers
on the way home from Church Square. Anything could
be around the next corner, and ‘chances are always
that something surprising might be seen, or that a
beautiful or interesting place might be discovered’
(Pienaar, 2004: 1). Any paying visitor would be
disappointed if it were any other way.

One such exciting place waiting to be re-discovered
is the Capitol Theatre on the south western corner of
Church Square; a building which poses an opportunity
to rework what was 1into something even Dbetter.
This thesis therefore attempts to re-capture the
grandeur of the theatre without restoration, but
rather through adaptive re-use. The resultant
design attempts to draw passing pedestrians into
its intrigue 1if only for a couple of seconds on
their way past. It is for this reason that it
has been designed as a platform for performance,
thereby setting the stage for an experience never
to be forgotten.

Figure 2.2 Digital collage illustrating street
activity around the watchful eyes of the statue of
Paul Kruger in Church Square

/7]
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Figure 2.3 Digital collage of Map of Pretoria(na),
2009.

extending the skin /8/
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2.2 Non-Physical Context - a brief history of
Pretoria

Around 1840 J. G. S. Bronkhorst settled alongside a stream
in an area called the Fountains Valley. In 1854 Marthinus
Wessel Pretorius bought the farm from Bronkhorst. The
growing community of Elandspoort and the valley petitioned
successfully for a ‘kerkplaas’. The kerkplaas was the
place where the travelling dominee called at intervals
to celebrate nagmaal and officiate weddings and baptisms
(Allen, 1971: 8). In 1855 the kerkplaas became the town
of Pretoria named after Pretorius’ father. Incidentally
Andries Pretorius is also represented as a hero at the
battle of Blood River. Several versions of the name were
discussed and the name Pretoria Philadelphia was agreed
upon. However, the second part of the name was soon
dropped (Allen, 1971: 8).

19/
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Figure 2.4 Figure 2.5
c1850 c1870
2.3 Development of the city
1. In the article Urbs Quadrata (1989), Gerrit Jordaan identifies principles that

played a key role in the layout of Pretoria’s inner city as well as universal aspects that
further define the structure of a city.
Pretoria is located in a ‘classical’ landscape between two mountain ranges. The
ridges naturally delineate the northern and southern boundaries of the city whereas
the Apies and Steenhoven rivers define the eastern and western boundaries.

Figure 2.6 Figure 2.7

c1885 c1890
2. The decision to establish the city in this area was based mainly on the availability
of water as well as protection against natural forces. The centre of the city coincides

with the junctions of two primary movement routes from neighbouring farms. Accessibility
to the church was of major importance. As a result, Church Street and Paul Kruger Street
(previously Market Street) were created and Church Square was established at their
crossing point.

3. The mandala, a primary cosmic ordering principle, was used as a generator for
defining the city centre as well as subsequent layouts. The spatial layout of the city is

Figure 2.8 Figure 2.9

c1910 1950

a result of the Urbs Quadrata, based on the Roman grid system. Within this system, urban
settlements are quartered by two intersecting axes.

4. From the main structuring axes, each quarter of the city was further divided into a
hierarchical grid system of roads and streets defining the city blocks. The natural layout of
the landscape obviously influenced the extent and direction to which the city developed. The
spatial relationship of Church Square set a precedent for the further placement of public
and institutional buildings. Religious, commercial, banking and governmental institutions
were amongst the civic structures that gave rise to the architectural development pattern
of the inner city that we see today.

extending the skin
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Figure 2.10 Artistic impression,
water colour of Church in Church
Square 1949.

Figure 2.12 Image of Church Square
circa 1920, Tudor Chambers in
background.

Figure 2.14view of Church Steeple
from Church Square
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Figure 2.11 View toward east of
Church Square in 1905 including Sammy
Marks fountain and Tudor Chambers,

Figure 2.13 View of Paul Kruger
Street from Church Square circa 1895.

Church Square became the heart of Pretoria, the ‘focal
point from which it all grew’ (Allen, 1971: 22). The first
church was built in the centre of the clearing of Lewis
Devereux and William Skinner. The square became the
commercial centre of the town where markets and auctions
were often held. In addition, it also became the social
core where people worshipped and met. The Hole-in-the-
Wall, the first bar in Pretoria, was situated on the north
eastern block of Church Square (Allen, 1971: 23).

/11/
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Figure 2.15 Church Square 2009.

Bruwer, J. 2009

extending the skin

The urban fabric of the CBD, in terms of the city grid is very
rigid, whilst the social fabric of the city is fragmented.
As a city, Pretoria has a mixed identity. The fact that it
serves as the administrative capital of the country imbues it
with an authoritative role, which surpasses its social role/
identity. Within this social fragmentation, most businesses
and places of interest have repositioned themselves to the
east of the city centre (do Vale, 20078: 33). This has had
a major impact on the city. By day it still takes on its
authoritative role, the bigger half of its ego, whilst at
night it recedes to its more introverted self. This city,
with all its potential and historic importance has reduced
itself to a mono-city; a fact that has impacted on both its
social and urban fabric.

Church Square plays a significant role in the social identity
of the city, but has to an extent lost most of its previous
cultural importance. This thesis will therefore attempt to
employ the re-use and restoration of the Capitol Theatre as
a catalyst for the revival of Church Square as a cultural
hub within the city. This space should become a place for
both travellers and residents to pause, be entertained and
become entertainers. It becomes a space that, through the
exploration of the proposed framework, SchizoCity, will link
to other public spaces, thereby creating an open spatial
network that will extend to include cultural and artistic
institutions throughout the CBD.

/12/
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Figure 2.16 A World of Capitol Theatres, digital collage.
America: Oregon, Ottowa and Washington respectively. South
Africa: Pretoria. Asia: Singapore. Australia: Sydney and

Melbourne.

/13/



IVERSITEIT VAN PRETORIA
RSITY OF PRETORIA
ESITHI YA PRETORIA

Figure 2.17 Randolph Street,
Jack Siegel circa 1950.

2.4 The Atmospheric Theatre

The atmospheric theatre was developed by John Eberson in the 1920’s. During his
architectural career, five hundred atmospheric theatres were designed around the
world. The atmospheric theatre gave the impression that the audience was seated in a
great open air amphitheatre in which architectural scenography converged with natural
topography in a liminal exchange between interior and exterior’ (Bruno, 2007: 49).

The majority of these theatres were built between World War I and the Great Depression.
This was a decadent era of flappers and Fitzgerald’s Gatsby. At this time the cinema
became well established, and atmospheric theatres showcased both live performances
as well as screened shows (Naylor, 1981: 14). These theatres not only provided
entertainment but became the heart of the nightlife in cities, providing relief
during a difficult time. An atmospheric theatre is a haptic phenomenon in which a
constant play on surface exists. Whilst in the theatre, each spectator must lose their
individuality in order to fuse themselves into complete unity with the setting as well
as the performers (Bruno, 2007: 47).

extending the skin
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Figure 2.18 - 2. 21 Digital collage
of atmospheric theatres including
Granada Theatre, original artwork
by Bruce Sharp and Coronado Theatre,
original artwork by Russell Phillips.

The atmospheric theatre becomes an extension of the urban fabric. It is however a
mysterious realm as opposed to the reality of the street. Street users are temporarily
removed from the sidewalk, becoming spectators within a theatre, architecturally shaped
by extravagant decoration. It is ‘a place of excess and excessive space to be enjoyed
whilst strolling’ (Bruno, 2007: 48).




2.5 Physical Context

Figure 2.22 Digital Collage identyfiying
Captiol Theatre location in proximity

to Church Square
extending the skin
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Figure 2.23 View of Church Square
from the Traansvaal Provincial
Administration. The roof of the Capitol
Theatre auditorium is visible in bottom
centre, 2009
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Figure 2.24 Cover of opening pamphlet of Captiol
Theatre Pretoria.

“The Capitol Theatre is dedicated to the Citizens of Pretoria,
to their Wives and their Children in the hope that within its
walls they may find relief from the cares and worries of the
everyday world by passing through the magic portals into the
world of Make-believe.” (Opening pamphlet, 1931).

The Capitol Theatre was designed by London architect P. Rogers Cooke in 1931 for
African Consolidated Theatres. The theatre is built in an Italian Renaissance style
and is described by Cooke as an ‘atmospheric theatre’. When being designed three main
purposes were borne in mind: the presentation of perfect ‘talking’ pictures, dramatic
performances and instrumental music. The early days of the theatre were marked by
public admiration and the palatial auditorium was a realm of wonder to get lost in.
An army of ushers, wearing buckled shoes, silk stockings, satin knee-breeches and
monkey jackets would lead patrons to their seats (Fourie, 1994).

extending the skin
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Figure 2.24 Central Area of Pretoria. Including
the Capitol Theatre as it stood in 1949.

Figure 2.25 The Capitol Theatre Exterior with
Transvaal Administration foyer addition circa
1970.

Figure 2.26 The Capitol Theatre Interior circa
1970. Cinemasouvenirs.
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The foyer and auditorium contained frescos,
busts and striking chandeliers enhancing
the grandeur of the Capitol. The theatre
was intended to be supported by the Capitol
Hotel, which was never realised. During the
depression the grandeur of the hotel started
to decline and in 1955 it was bought by
the Transvaal Provincial Administration. The
intention was to demolish the theatre and
erect high-rise buildings (Fourie, 1994).
This however was never realised as in 1971 it
was found that the TPA building stood on 23
different unconsolidated blocks and in 1989
the scheme was cancelled (Fourie, 1994).

In November 1981, the Capitol was renovated
into a parking lot. Initially, this was
intended to be a temporary measure until
the Capitol and the Poynton building were
demolished. This demolition never occurred
however, and the parking lot still persists
today. In 1985 it was reported that the
theatre was to become a museum for provincial
affairs, and in the same year the Wurlitzer
organ was returned to the theatre (Fourie,
1994). Most recently the Foyers of the
theatre were converted into a nightclub, for
which the auditorium provided the parking.
It is rumoured that the nightclub was closed
and re-located due to damage caused to
the interior of the foyers which had been
restored five years prior.
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CAPITOL

f PROGRAM

1. Voorspel op die Wurlizzer-orrel ‘e ** Light Cavalry ™ A Suptd

T

2. Mej. Aimee Parkerson sal sing “ Land of Hope and Glory.

3. Trompetgeskal.

4. Offisicle Opening deur Die Hoogedele Generaal J. B. M, Hertzog, aan wie oorhandig
sal word die Goue Sleutel van Die Capitol-Teater deur Mnr, I, W. Schlesinger,
Voorsitter van African Theatres, Beperk. Sprekers: Sy Edele Die Adminis:
trateur J. S. Smit, introduseered deur Raadslid F. Dey, Burgemcester van Pretoria;
Mar. P. Rogers Cooke, M.S.A., Argitek, African Theatres, Beperk.

5. Die wereld se jongéte gebeurtenisse in beeld en klank
Pathe Sound News African Mirror

6. Kwartet vit “ Rigoletto,” deur die wercldberoemde opera-fterre van die Metro-
politan Opera House, New York.

7. Geillustreerde verduideliking en instrumentale uitcenserting van die geweldige
Wurlitzer deur Max Bruce,

8. "0 Boereplass,” 'n beskrywende sang-rolprent gesing deur die bekende Afrikaanse
Kunstenaar, Mnr. Chris Blignaut. Opgevoer deur African Film Produétions,

Beperk.

9. Komedie.
POUSE

10. Scleksie op die Wurlitzer-orrel.

IL. ’n Skitterende weergawe van klank, taferele en harmonie

. “THE CITY OF SONG,”
UL met Jan Kicpura, Betty Stockfield en Hugh Wakefield in dic hoofrolle.
- SLOT
i Manager ; Crcn. Hivrysr-Tuorne, Assiftant Manager : T. M, OLIFF.

1 1
] |
Figure 2.27 Original opening performanace
program, Capitol Theatre 1931.
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= B
PRIETORIA
D[ )
PROGRAMMIE
1. Overture on The Wurlitzer Organ 5 “Light Cavalry ™
2. Miss Aimee Parkerson will sing * Land of Hope and Glory.”
3. Fanfare of Trumpets. N VNN
4. Official Opening by General The Right Honourable J. B. M. Herwog, who will be 'i
presented with The Golden Key of The Capitol Theatre by Mr. I W, Schlesinger, i
Chairman of African Theatres, Limited, Speakers : His Honour The Adminis- i
trator, The Honourable ]. S. Smit, introduced by Councillor F. Dey, Mayvor of i
Pretoria; Mr. P, Rogers Cooke, Architeet, African Theatres, Limited. f
5. The World's Latest Events in Sight and Sound : !
Pathe Sound News. African Mirror. '
6. Quartet from ** Rigolerto,” by World-famous Opera Stars from The Metropolitan ,||
Opera House, New York. g
7. Piftorial and Ingtrumental Exposition of The Mighty Wurlitzer by Max Bruce. ’:
[
8. “ O’ Boereplaas,” a descriptive song film produced by African Film Produétions,
Limited, featuring Chris Blignaut. !
9. Comedy.
INTERMISSION
10. Scle@ion on the Wurlitzer Organ.
11. A brilliant presentation of sound, scene and harmony,
3 “THE CITY OF SONG,”
featuring Jan Kiepura, Betty Stockficld, Hugh Wakefield.
FINIS el

Projectionifi : A. E. Prauc. Honse Engineer : R. H. SHutT.
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Figure 2.28 Plan of Capitol Theatre
highlighting Entrance Foyer and Grand
Foyer

2.6 Capitol Theatre as building

The Capitol Theatre consists of:
The facade

The Entrance Foyer

The Grand Foyer

The Balcony

The Auditorium and Stage

g W N

2.6.1 The Facade

The theatre auditorium was not intended to have a facade
as it was concealed by the building in front of it. The
addition of the facade took place in the later phases of
construction (Fourie, 1994).

2.6.2 The Entrance Foyer

This foyer projects from the main building mass in an easterly
direction, and was originally supposed to puncture through
the Grand Foyer and connect the Capitol Hotel to the street.
The foyer is a colonnaded space with two secondary niches.
Accessed through glass doors, it is lined with Corinthian
columns. These columns, raised on plinths, have no fluting
and support a frieze, thereby creating the illusion of an
Italian boulevard (Fourie, 1994).

2.6.3 The Grand Foyer

P. Rogers Cooke describes the Grand Foyer as ‘a design to
create surprise. The unusual proportions, the beauty of the
lofty colonnade, the architectural detail, decoration and
lighting have been combined with beauty and dignity, so
awakening a sense of pleased anticipation before entering
the theatre itself’ (Cooke, 1931)

The foyer consists of a double volume articulated at its
boundaries with Corinthian columns. Each column has a pier
and pilaster, dividing the space into equal parts. The
columns within the Grand Foyer are fluted, contrasting with
the entrance foyer. The columns are not load-bearing and
support vase-like luminaries. A grand staircase leads up to
the mezzanine promenade from which lounges and the theatre
balcony could be accessed (Fourie, 1994)

extending the skin
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Figure 2.29 View of mezzanine promenade

stairs in Grand Foyer.

Figure 2.30 View of
Foyer.

interior of Grand
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Figure 2.31 Balcony Plan of Capitol
Theatre highlighting balcony.

Figure 2.33 Illustration of stage from
balcony. Unknown, 1931.

Figure 2.32 Plan of Capitol Theatre
highlighting ground floor auditorium
space.

Figure 2.34 Illustration of balcony from
stage.

2.6.4 The Balcony

This area of the theatre was accessed from the mezzanine

promenade via two corridors and could seat 750 patrons. One

of the greatest tasks in the building of the theatre was  Figure 2.35 Illustration of seating
this balcony which was not permitted to have any supporting ~ °om Petow balcony.

columns. The weight 1is supported by a steel girder. This

girder was erected using over 5000 rivets and carries 550

tons (Fourie, 1994).

2.6.5 The Auditorium and Stage.

It is the interior of the Auditorium where the theatre earns
its title as an atmospheric theatre. The space creates
the illusion of an Italian Renaissance street during the
evening. The skyline close to the stage is formed by a
parapet which is lined with a trellis creating the illusion
of a roofscape, softened by artificial cypress trees and

vines (Fourie, 1994). The domed ceiling of the auditorium
Figure 2.36 Illustration of
proscenium.
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Figure 2.37 Plan highlighting
Facade.

Figure 2.39 Facade of Capitol
Theatre with balcony doors visible

provides the illusion of a clear night sky. The dome is taken right across to the back of
the stalls, completing the illusion (Fourie, 1994). The Proscenium arch was implemented
to provide a frame for the stage, it being the most important component of the theatre.

The structure of the auditorium consists of a reinforced concrete frame which is filled-in
with Kirkness bricks. The dome of the auditorium consists of a lattice of steel girders
which support a concrete roof slab. This slab is covered with several layers of bitumen
and felt. The ceiling is suspended from the girders by a framework of steel ribs (Fourie,
1994) .

Figure 2.34 Plan highlighting placement
of sculptures and water fountains in both
auditorium and Grand Foyer.

Figure 2.40 TIllustration of stairway to
mezzanine promenade in Grand Foyer.

2.6.6 Sculptures and reliefs

2.6.6.1 Fortune on horseback

The, depicts the mythological character of Fortune atop a
rearing horse statue stood at the end of the grand foyer.
Fortune and the horse are carved from white marble and
stand on a green marble base, the statue slowly rotated on
its base to be observed from all angles (Fourie, 1994).

Figure 2.41 TIllustration of water fountains
and sculpture niches in auditorioum.
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2.6.6.2 Roman man
A mass produced plaster statue, assumed to have stood in a
niche on the eastern wall of the auditorium.

2.6.6.3 Woman with raised elbow

Brought along as a pairing to the Fortune on horseback,
similarly carved from white marble with a green marble
base. The statue depicts a Hellenistic woman in loosely
draped clothing which she clutches to her breast.

2.6.6.4 The four nymphs

The main sculptures within the auditorium.
a. Nymph with oenchoe and goblet
Placed within the southern niche of the western wall.
Sheholds a oenochoe in one arm and a goblet in the other.
b. Naked nymph holding drapery
Placed within a niche in the eastern wall in front of the
water fountain. She stands, half nude, covering the front
of her body with a drapery.
c. Nymph with raised with arm
Placed within a niche of the western wall, the statue
depicts a woman covered in a drapery from her lower abdomen
to her feet, with one arm raised.
d. Nymph with broken arm
Placed within the second niche on the eastern wall the
statue was damaged, but remained in place until the closure
of the theatre.

2.6.6.5 Three busts
Situated in the Grand Foyer within the mezzanine promenade.

a. Man looking down
b. Woman looking to her right
c. Man looking sideways

2.6.6.6 Patera
A relief found above all the doorways leading from the
Grand Foyer into the auditorium. Oak leaves and acorns are
used to decorate the Patera, just as the classical Acanthus
has been used.

2.6.6.7 Proscenium Masks

The masks of the proscenium consist of classical Medallion
masks as well as Harlequin masks. Both are coated in gold
paint and are framed by a circular wreath.

2.6.6.8 African Theatre Crest

The crest is situated atop the proscenium directly in the
centre of the arch. It bears the letters ‘A’ and ‘T’, below
the crest a festoon of fruit hangs over the proscenium.
The crest is topped with a royal crown, containing a Greek
cross, and flanked my French Fleur-de-lis.
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Figure 2.42 Advertisment from opening
pamphlet of Captiol theatre.

Figure 2.43 Advertisment from opening
pamphlet of Captiol theatre.

Figure 2.44 Advertisment from opening
pamphlet of Captiol theatre.
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Reserve Investment Building (Café Riche) Poynton Building Transvaal Provincial Administration
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Figure 2.45 Digital model and collage
depicting the north and south edges of

Captiol Theatre city block
extending the skin
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Transvaal Provincial Administration A

Transvaal Provincial Administration

Nederlandse Bank

Reserve Investment Build-

Captiol Theatre ing (Café Riche)

Figure 2.46 Digital model and collage depicting
the east and west edges of Captiol Theatre
city block
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Figure 2.47 Digital model illustrating
vehicular activity of Church Square
N
- 1] H’:f M '-u—-v'___-|
_I — | ]
T | |L i
I ] ]
Ll . J
r [ = | ! 1
N
Figure 2.48 Shadow analysis Summer solstice
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Figure 2.49 Shadow analysis Summer solstice
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Figure 2.50 Digital model illustrating the
pedestrian activity of Church Square
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Figure 2.51 Photo montage of the
Capitol in its current state, 2009

extending the skin
/30/



UNIVERSITEIT VAN PRETORIA
UNIVERSITY OF PRETORIA
Qe VYUNIBESITHI YA PRETORIA

/31/



IVERSITEIT VAN PRETORIA
VERSITY OF PRETORIA
IBESITHI YA PRETORIA

oo

N
NIVE
Qe VYUNIB

Figure 2.52 Photo montage of the
Capitol in its current state, 2009
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Figure 2.53 Original sectional drawing and photo collage through the

auditorium with view toward stage illustrating spatial qualities and
texture.

extending the skin
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Figure 2.54 Original sectional drawing of auditorium and Grand Foyer. The
diagram illustrates the volumetric space and hierarchy of the theatre from
floor to dome.

Figure 2.55 Original sectional drawing and photo collage through the
auditorium and Grand Foyer illustrating spatial qualities and texture
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Figure 2.56

Digital

montage of

structural system of Capitol theatre,

plan

Through neglect the building is no longer what it was. It has been
stripped of its sculptures, and the frescos have been concealed under a
new layer of paint. Its former glory is left only in the remnants of the
theatre’s peeling paint and dust covered chairs. Glimpses of the auditorium
are allowed only through the nuances of natural light piercing parts of
the building. The exterior of the theatre auditorium is ominous in its
appearance, differing from that of the TPA. The vacancy of expression on
the facade acts as a mask for the elaborate interior of the theatre; its
cladding does not seem to yield to a particular architectural order.

The Capitol appears to have an alter-ego. The exterior serves to protect
and conceal the elaborate interior of the building. Upon passing through
the exterior skin of the building, one is immediately transported into the
mysterious, artificial world that is the interior space. No longer used to
enhance theatrical performances and films, the now derelict interior has
not lost its sense of mystery. The alter-ego of the more brutal exterior

highlighting

facade dominant

2.57 The
of the
Theatre

The

Figure
two masks
Capitol
combined.
fragile nature
of the interior
is overpowered
by the exterior.
The building is
essentially two
architectural
orders combined
into one space

Figure 2.58 Existing colour palette
Captiol Theatre, 2009
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Figure 2.59 Texture (haptic) photo montage of
the Capitol Theatre, 2009

protects the fragile interior. It is this combination of two varying orders that defines
the buildings potential; two architectural entities within one architectural entity - the
interior. When one is enhanced, the other may remain, feeding off the ‘other’. The building
does not impose a strong exterior because all the intrinsic values are captured inside the
building (Viljoen, 1990: 31). The interior space, even through the additional layers of
paint, is the authentic entity as it has a specific identity, a sense of place.

Figure 2.60 Light (haptic) photo montage of the
Capitol Theatre, 2009
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“Within in a society obsessed with their own body, the
SchizoCity framework proposes that the Pretoria City be
investigated as a living body. Investigating means of
manipulation the city, and its existing fabric, just as
| one can manipulate the human form.”

Figure 3.1 Digital collage of a roof top in CB
illustration of urban space as an instrument
of social interaction.

extending the skin




UNIVERSITEIT VAN PRETORIA
UNIVERSITY OF PRETORIA
Qe YUNIBESITHI YA PRETORIA

SchizoCity: The rehabilitation/redressing of a body.

“There is a certain vitality present in South African
cities that should not be ignored by practices of
transformation. Spatial practices should not aim to
change or simplify the dynamics of society and their
patterns of use, but should rather aim to mediate,
support, combine and exploit these positive features
to create a new city order” (van der Wath, 2008: 9).

Throughout the world, cities are a constant topic of
discussion. Pretoria is no exception, especially currently
with the migration of city workings beyond its borders to
the East. An inherent problem within many cities 1is the
fact that they are built over time, and as such, comprise
mostly of disconnected interventions, buildings, and open
spaces. The challenge that arises as a result of this is the
juxtaposition of these city workings and how to go about it.

The urban fabric needs to be taken as it is, and manipulated
so as to compliment a contemporary society; its already
established core must be uplifted. “.a new pattern has
emerged: the trek from nowhere to nowhere as an exhilarating
urban experience” (Koolhaas & Mau, 1998:207).

Pretoria is a city with a rich history, both culturally and
architecturally, but it is also currently a city that is
neither here nor there, spreading from its original centre,
faltering and needing to be built back up again.

It is within the wvacant lots and existing buildings of the
city that the potential lies. The route to this potential is

one of analysis and context. The urban fabric of the city |

needs to be idealized, analysed and zoned. The city needs to
be zoned into areas that bring it together into a coherent
whole; districts of sorts. The architectural elements, the
voids and the parks are already in place, it is how they
are dealt with that becomes important. It is about the
contextualisation and the juxtaposition of these places and
spaces.

Contextualism within the city 1is wvital. It 1is not
a case of how it can be expanded, but rather of how it
can be rationalised, so that buildings regain their use,
“the central moment of the contextualist epiphany is the
collision of a projected ideal with empirical necessity”
(Koolhaas & Mau, 1998:283). Through the contextualisation of
the city, its history is regained and understood, suitable
interventions decided upon and thus a future plan of the
city is projected. This form of pumplanning suggests new
programmes, defined routes and the manipulation of the grid
both horizontally and vertically.

“Within pumplanning, the historical buildings
are highly wvalued, though an wupdating of their
use 1is encouraged. It presupposes the city to an
evolving condition, not the result of historical
atrophy. Architectural space is expected to engage
with cultural and social space, so that the road

Figure 3.2 Nolli map of Pretoria

Figure 3.3 Digital col.age illustrating

the privatisation of the city reducing
sense of place

Pretoria as a monocity with a
function.

Figure 3.4 Digital collage illustrating

9-5

Figure 3.5 Digital collage illustrating
roof spaces that within the proposal
become accessible terraces.
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Figure 3.6 Block exploration. A programmatic exploration
suggesting the insertion of new programmes along with
the existing.
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traffic, the advertising and infrastructure are
all considered to take part on the ground. With
pumplanning you work up what’s there with more
complexity, more overt messaging and more covert
seduction. You create a mild psychotic effect with
more layering, more movement, more intensity and
more delirious scale shifts” (Coates, 2003:143).

Within in a society obsessed with their own body, the
SchizoCity framework proposes that the Pretoria City be
investigated as a 1living Dbody. Investigating means of
manipulation of the city, and its existing fabric, just as
one can manipulate the human form.

In developing the discourse surrounding the SchizoCity

framework proposal, 1t was necessary to research the
following:

. existing concepts and theories regarding the
development of urban space

. the relationship between programme and existing

block typologies

The urban grid has been the defacto generator of urban form
since antiquity, a method whereby human civilization is able
to logically define its presence on the earth. This framework
accepts the condition of the grid as a given, but questions
the nature of urban design, denying the nominally efficient
process of planning and =zoning, and instead proposing a
large-scale architectural mindset that 1is spatially and
programmatically driven. Such a mindset should allow for
specific interpretations of context and program without
necessarily being restricted by an inhibiting framework.

One of the more well known urban projects of recent history is
that of Haussmann in Paris, an endeavour that was initiated
and executed between (1852 - 1874) Haussmann’s development ~
of Paris was guided by capitalism, and viewed the city as -
a business - a business that had become cumbersome in the
modernised global economy.

Through a process of modernisation and sanitation, Haussmann
intended a far-reaching improvement of existing living
conditions, transport facilities and infrastructure that
would provide the city with many opportunities for economic
prosperity. He subscribed to the view that the wealth of a
city lay within the wealth of its citizens.

Haussmann’s new network infrastructure redefined  the
notion of the route. He Dbelieved that the hierarchy of
the city was established through the road network and the
facilities distributed by it, which in turn “allow[ed] the
diversification and multiplication of distributive functions
in a complex context with an efficient distribution of people,
food, water and gas, and the removal of waste. Facilities,
in the contemporary meaning, suddenly appeared everywhere ..
[tlhe challenge was to distribute these facilities in the

extending the skin

Figure 3.7 Illustrations of various
approaches to working with a block
typology including Le Corbusier,
Haussmann, the Pretoria approach and
the SchizoCity approach.

Figure 3.8 Digital Collage illustrating
the insertion of new public spaces and
walkways into the existing buildings.
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urban structure and to allow them to develop
and expand” (Panerai et al. 2004:6). It is
important to note however
was reacting to an already structured urban
environment and through a process of limited
intervention imposed a specific spatial model
on the city that created a “new type of space..
not totally dissociated from the old space but
capable of reinterpreting it, to reproduce
or to deviate its forming mechanisms, to
develop them into a more ample and coherent
project” (Panerai et al. 2004:7).

Haussmann’s ambitious project remains the
dominant experiential ordering factor of
contemporary Paris, a tribute to the quality
and depth of his thinking at his time. His
program of networked, connected spaces,
wide sidewalks and a series of aesthetic
and experiential guidelines established the
grain of Paris. Haussmann’s reaction to the
existing structures of the city lies in stark
contrast with le Corbusier’s rejection of
the city.

Haussmann suggests the negation of the city,
an erasure of the existing in preference of
a completely new beginning, including a new
way of life for its inhabitants. Le Corbusier
on the other hand, envisages a series of
vertical freestanding multifunctional urban
blocks raised above an open field of movement
and activity,
— the city reduced to a series of monuments.
His program of change abolishes continuity,
spatial proximity and the differentiated
functional status of spaces.

Globally the city block experienced
a metamorphosis, as the ©processes of
classification, specialisation and =zoning
sought to modernise existing structures

in order to better respond to the modern
industrial landscape that had been generated.
This process removed much of the finer grain
of the city, resulting in blocks that no
longer handled transitions between scalar
places and varying functions.

The ‘efficient’” and pervasive grid that
structures Pretoria’s CBD has to be accepted
as a given condition to react to. This
leads to an interrogation of the block itself
as a formal typology to be investigated and
executed differently. The destructive nature
of Pretoria’s continuous sprawl necessitates
a counter-action that posits the insertion
of a programme and form within the
existing structures of the city. One needs
to implement an alien program that begins
to inform urban regeneration, as well as
formal possibilities suggesting programmatic
interventions.
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Figure 3.13 Tested block typology.

extending the skin

Pretoria itself has undergone a series
of wurban transformations 1in recent vyears
including the Inner City Ring Road Project
and the Church Street Pedestrian Mall. The
success of these interventions will not be
discussed here, but in principle they ignored
the block as an un-discussed formal strategy.

The additional layer of control and separation
that Pretoria has as a result of security
concerns removes complexities of difference
and continuity. The complex interior-
exterior, private-public relationships of
the city, and the influence they have on
spatial practice and ideas of hierarchy and
control, have been destroyed.

Haussmann’s process of strategic rupture, such
as the opening of the block both physically
and experientially creates opportunities for
previously interiorised spaces to Dbecome
‘theatres of collective appropriation’
into which individual modes of expression
can be imprinted. The possibilities of this
previously inaccessible space allow for an
urban tissue of greater depth and experience;
a tissue that forms a framework for human
understanding, and which successfully
supports its inhabitants and their complex
needs. It is the success of this framework
of interaction that determines the success
or failure of the city, and of the life of
its inhabitants.

Jan Gehl, a Danish architect, subscribes to
the aphorism that ‘life takes place on foot’.
However, with the advent of automobiles,
computers and the internet on a massive
scale, the possibilities and opportunities
for chance encounters and interaction that
were for so long an everyday occurrence, have
diminished (Barnett, 2003:17). People have
stopped engaging with their environment on a
variety of levels. Gehl believes that this
situation can be remedied through the design
of a physical environment that promotes
‘optional activities’ (Barnett, 2003:17)
such as lingering in the shade of a tree,
watching a water fountain, pausing for a cup
of coffee, and so on. This in turn promotes
an environment of sociability and community
so crucial to the convivial nature of a
successful urban space.

The investigation of architectural
intervention as urban regeneration, rather
than well-established planning practices,
leads to a change in ideology and mindset,
rather than the generation of stereotyped
solutions that are caricatures of reality.
This process develops from an overall
concern for the context, and possible
future transformations that must include the
amendment of the modern movement’s imposed
structures. SchizoCity is a framework that
questions accepted practices of urbanism;
practices that neglect to address the
complexities of the existing context and
urban fabric.
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Within the SchizoCity approach to accommodate
and simultaneously initiate a change in urban
form, an eclectic programme is introduced to
the urban situation in an attempt to (re)
generate the city. The proposed result of
this action 1is increased density, pump-
planned buildings, alternative connections
and an increase in usable public space that
is sensitive to hierarchy. To accommodate
and simultaneously initiate a change
in urban programme, the form of the city
block and its buildings are interrogated
in an attempt to regenerate the city. This
allows for increased pedestrian activity,
improved density, alternative connections
and increased usable public space within the
specific context.

The intention is not to analyse the city
according to our own desires, but rather
to find answers for questions posed by a
contemporary city dweller. Pretoria stands
as witness to a bygone wurbanity, but if
construed as a system it can easily testify
to the continuity of its urban fabric. Such
a framework, which favours collaborations
between various processes of modification,
will give the CBD meaning, thereby indicating
the diversity of identities, both spatially
and for those individuals that use it.

Figure 3.14 The result of the manipulation of the city
combining tie public and private realm adding more diversity
to the city.
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Figure 4.1 Conceptual illustration of theoretical
discourse influencing Extending the Skin(s) including
the relationship between clothing and architecture,
prosthetics and architecture as well as the theatre
and the body, all various extensions of the skin
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4.1 Architecture and clothing as an extension of the skin

A feature of all human societies the wearing of clothing, in one form or another. Clothing
is a category encompassing a wide variety of materials that cover the body. The primary
purpose of clothing is functional; it is used as protection from the elements, both natural
and artificial. Clothes enhance safety during activity by providing a barrier between the
skin and the environment. Outside of their purely functional purpose, clothes often play an
important social and cultural role. Most societies develop norms about modesty, religious
practices, behavioral appropriateness, social status, and even political affiliations in
which clothes play an important role.

Throughout history clothes have been made of materials ranging from natural grasses and
furs to elaborate and exotic synthetic compounds. In addition to clothing, the body is also
decorated or manipulated through various means such as:

Corsetry
Tattooing
Scarification
Foot binding
Piercing
Plastic Surgery

Some of these methods are however not in practice today.

As with clothing, the function of architecture has grown from simply supplying shelter
which protects us from the elements, to a fashionable addition to a city. Architectural
space, the manipulation thereof and how in turn, spaces can manipulate the body are now
an integral part of the realm of architecture. The disciplines of clothing design and
architecture culminate in the haptic realm. The clothes that we wear on our body, that
we feel and move in, that we care for and become attached to, remind us of the possible
intimacy of architecture. Whether we are indoors or out, architecture has the ability to
imbue certain feelings and sensations which encourage us to move in certain ways and not
in others (Franck, 2000: 95).

In 1898 Adolph Loos published ‘The Principle of Dressing’, acknowledging the primacy of
dress as the basic shelter. It encourages architects to take inspiration from garments,
textiles and materials. According to Quinn (2003: 2), Loos presented this as a means of
understanding the importance and aesthetics of dwelling. Currently, a body of contemporary
architects are placing more focus on surface and skin, compressing the illusions of depth
of an interior space onto the surface or skin of the building and vice versa. Exterior skin
is built up of layers of veiling with figurative imagery, invoking what might lie behind
the surface of the skin. From the various disciplines of clothing design and architecture
the following questions arise:

Is clothing an extension of the skin?
Is architecture an extension of the skin?
How can a body of architecture be manipulated?

Loos described architecture and clothing as an extension of the body that reflects various
layers of skin. If architecture is a skin, and we consider our biological skin to be first,
then clothing represents the second skin and architecture the third. Architectural spaces
and clothing as extensions of the skin become an enabling prosthetic for the human body.

Figure 4.2-4.6
Illustrates the
relationship between
skin and prosthetics.
From our own skin and
bones, a protective
device, clothing as
functional obeject

as well an enabling
prosthetic as an
Figure 4.3 Figure 4.4 Figure 4.5 addition to a building

extending the skin
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Figure 4.11 Figure 4.12

s e . 1 "
Figure 4.13 Figure 4.14

Figure 4.9

Figure 4.16
Figure 4.10

Figure 4.17- 4.27 Illustrate the various layers of our body and architecture, beginning
from the skeleton, bones and structure, through to skin both biological and architectural.
A final layer is added to ourselves and often to existing buildings, both clothing the body
and allowing it to adapt to a different condition. All layers are vital to functioning of
both body and building, and some unable to be manipulated.
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“It all comes down to a question of skin. And bones. This question of skin and bones
is one of hiding and seeking. Is there anything left to hide? Is there any longer
a place to hide? Can anyone continue to hide? Does skin conceal anything or is
everything nothing but skin?” (Taylor, 1997: 11).

In order to understand this notion, two forms of skin need are investigated:

Human skin

The human skin covers the entire body and is continuous at the orifices. The skin contains
the peripheral terminations of many of the sensory nerves. It is elastic and resistant,
acting as a layer of protection for the deeper tissues. The superficial layers of the skin
are modified for appendages in the shape of hair and nails. The surface is smooth to the
touch and is perforated by hair follicles and gland ducts. The primary function of the
skin is to regulate the body’s temperature and act as a form of protection (Cunningham,
1920: 856).

extending the skin
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Figure 4.20

Figure 4.21

Figure 4.25 Figure 4.26

Architectural skin

Generally skin refers to the outer layer of a building. This is the external cloaking
of all the layers within the building envelope. Functioning as a separate membrane, the
external skin is the interface between the inside and the outside. The interior skin of a
building is used to prevent visual and physical contact with the crudity of the hitherto
internally exposed structure (Porter, 2004: 71).

Clothing and architecture both remain constructed extended skins, limited initially to
two dimensional fabrication. Unlike the skin’s continuous curvature upon the body, the
extended skins are initially made from two dimensional surfaces that can be sewn, pleated,
draped and suspended to produce three dimensional forms. Skin wrapping around the volumes
of the body is sometimes taut, clinging tightly to the musculature beneath, and sometimes
slack, draping loosely over form.
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similar to that of caryatid.

Figure 4.29 The Doric order

Figure 4.31 The Corinthian order

Figure 4.32 Woman dressed in
Byzantine clothing. Dress similar
to Brunaleschi dome in structure and
form.

extending the skin
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“Clothing often celebrates excess material, finding
beauty in wrinkles and creases. In architecture, flat
materials are folded or warped to create structures
and objects that are all surface. Skins are woven
through space, from inside to outside, ceiling to
floor” (Lupton, 2002: 208).

Contemporary architecture brings together the complex worlds
of clothing design, interior design and spatial planning,
becoming an extension of the urban framework and a hybrid
of all four (Quinn, 2003: 224). The integration of these
different design disciplines will allow for a host of new
applications in design.

The reference to architecture as clothing may date back
to the time of Vitruvius, who was the first Architectural
theorist. Vitruvius instils the 1idea that architecture
should be a symbol of both power and communal values, an
element of social standing (Figure 4.28 and 4.31).

“These aspects are also equal to the clothing
industry, which too, is often a portrayal of societal
hierarchies. Historic costumes reveal the axis of
clothing and architecture in a period dress, in
many garments that were ornamented and constructed
according to architectonic references” (Quinn, 2003:
2).

The tectonic influence of architecture has been extended
to the realm of clothing for centuries in the form of
corsets, hoop skirts and hats. The ladies of Henry VIII's
court wore headdresses in the form of a Tudor arch (Figure
2.34), whilst male courtiers wore expressions of Gothic
architecture in their hats, capes and padded court attire.
Paxton’s Crystal Palace, built for the Great Exhibition of
1851 influenced woman’s dresses of the period. The designs
were voluminous devices that dominated the fashion industry
for the subsequent two decades.

{ N | I Ly Figure 4.34 Woman headdress
Figure 4.33 Brunalesch ] resembling Tudor Arch
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“Wrap, suspension, dynamic, smooth, shelter, tectonic,
volume, drape, pleating, geometry, cantilever, printing,
fold, fluid, layered, material, border, sleeve, exposed,
translucent, texture, textile, ornament, fluted, fastened,
patch, stiff, cosmetic, worn, reveal, covered ..”

(Miles, 2008)

{Figure 4.35 to 4.38}

The influence of architecture on clothing can be seen in
the pliable metals, membrane structures, lightweight
glasses and flexible plastics usually standard in building
construction, becoming part of garment construction. At the
same time, architects and interior designers are borrowing
the techniques of pleating, draping and pattern construction
from traditional garment construction, to design buildings
that are interactive, inflatable, and even portable (Dexigner,
2006) .

Fashion designers, akin to architects, interpret clothing
according to spatial limitations. Architectural rules have
developed over the centuries, the earliest such set of
rules being those published in Vitruvius’ ‘Ten Books of
Architecture’. Clothing and architecture revolve around
existing form and therefore require an understanding of
both mass and space. Dwellings and garments rely on the
human form to signify their dimensions more than they do
other structures, but typically existing precedents and
paradigms in design, determine their result (Quinn, 2003:
205) . Clothing throughout history has had certain transience
about it; historical models of clothing are mostly portrayed
in the arts, though few garments have actually survived.
This 1is wunlike architecture, which has many historical
precedents, giving it certain immortality.

The questions about skin are profound, not superficial. Where
are 1ts boundaries? What is its status? Is it surface,
depth or both? Skin is the space of flux, of oscillating
conditions. Skin is a surface of maximum interface and
intensity (Imperial, 2002: 55). These extended skins that
link our Dbodies to our surroundings, whether they be
clothing, a table or a chair, can be described as a form of
prosthesis that enables the human form.

shelter

Figure 4.38
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Figure 4.41

Figure 4.42 Architecture as clothing as
shelter for the human form.
extending the skin
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4.2 Architecture as Prosthesis

The term prosthesis was coined in 1553 in a grammatical
sense as the addition of a syllable to the beginning of a
word. In the 1700’s it was used in the medical realm as the
‘replacement of a missing part of the body with an artificial
one’. In its more contemporary definition, a prosthetic is
something that enables the body (Figure 4.41), whether it is
clothing or architectural space (Smith & Morra, 2006: 2).

The borders between fashion and architecture may blur so
much that they can no longer exist without one another;
each having a prosthetic dependency on the other. Like a
building, clothing may become an architectural entity in its
own right, but will remain reliant on other forms of skin.
Designers such as Lucy Orta create habitable garments in an
attempt to address societal issues, such as homelessness.
Current society sees the building as a protective space,
whereby various forms of prosthetic skin may develop into
a protective node such as that imagined by Virginia Woolf.
“Woolf speculates whether someday people might carry with
them portable homes, like “snail shells” (Figure 4.42). She
speculated that they could “lit out houses like fans: and go
on” (Hodge, 2006: 47).

This nomadic type of existence, where your shelter travels

with you, can be likened to travelling circuses. In the
19th century, European and American Circuses would function
according to the seasons. They would travel around the

country during the summer months, performing in canvas
tents, and establish themselves in circus buildings during
the winter. The contemporary circus tent 1is erected in
a time span of approximately three hours, establishing a
platform for performance in almost any location.

The example of the circus architecture as a flexible system
is akin to the practical nature of architecture and other
designed objects which the natural human form cannot
actualize, thus transfiguring the body becomes the quest.
The first instance where the human body was transfigured was
through the development of the dwelling. Human beings cannot
face the elements without the necessary protection. Just as
a prosthetic limb enables a disabled person, architectural
space acts as a prosthesis that enables human beings. ‘..the
body has the capacity for prosthetic extension, a capacity
to 1link to objects 1in ways never conceived before, to
incorporate objects into its daily operations, to become
social and historical in the most fundamental sense’ (Grosz,
2003: 97).
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Hussein Chalayan expresses his fascination with architecture
and spatial dynamics in his garments, creating garments with
completely new forms, shapes andmaterials. These garments, not
unlike a building, define their own space but also transfigure
the body. Clothing reflects many contemporary architectural
construction principles. Clothing has connotations with the
prosthetic realm. A dress can be unclipped from the body and
transformed into a fully utilizable table (Figure 4.41).
Soft coverings for a chair may be unzipped and adorned as
a garment. Chalayan’s vision is to integrate clothing with
their surroundings, thereby rendering a diverse understanding
of the different environments and factors that create these
garments (Quinn, 2003: 122).

Chalayan is inspired not only by architectural proportions
but also by the architectural principles of shelter,
protection and social structuring, while at the same time
maintaining the mobility and flexibility that architecture

lacks. According to Chalayan, clothes are like small parts
of an interior, the interiors form part of architecture,
which is then a part of the urban environment (Quinn, 2003:

122). It is within this urban environment that architecture
is notably beginning to draw inspiration from the clothing
industry; researching textiles, their properties, and how
they can be incorporated into a building. It is within this
urban environment that society is coming to terms with
the realisation that man lives in a prosthetic realm with
prosthetic objects that enable us (Figure 4.44).

Shigeru Ban is one of the prolific architects who is exploring
the integration of textiles into his architecture on a
residential scale. Just as a garment is a prosthetic addition
to a body giving it a dynamic sense of life as a person
moves, architecture is beginning to achieve the same through
the use of textiles. Walls are replaced by fabric, allowing
one to draw them open as one would curtains, increasing the
architecture’s permeability and translucency, and giving it
a sense of life through continual movement (Figure 4.45).
“By drawing back a wall, another is exposed, liberating a
void that was previously disguised. By doing this the visual
perception of architecture 1is inverted, mediating a new
experience for those that inhabit it” (Quinn, 2003: 80).

A garment can Dbe described as a piece of architecture
itself, occupying and affecting space within the built
environment (Figure 4.46). As architecture delves into the
prosthetic realm, the layering of ‘skin’ becomes integral to
how environments are experienced and essentially worn. These
skins need to be understood and explored, and a calling back
to the various structures of skin, as well as an understanding
of the human form. Depicted only as a form of scale in
architectural drawings, the human form is misunderstood and
perhaps misrepresented within the prosthetic realm. These
are matters of aesthetics, ergonomics and sentience’ (Smith
& Morra, 2006: 49. As a place that often defies reality, the
theatre is testing-ground for the prosthetitization of the
body, testing its limits within a space. Bodies can f{ly,
bodies can vanish and bodies can distort, within a theatre:

“There are appearances
Only appearances
How to believe
How to call
Them
Anything?”

(Auster, 1985: 48)
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4.3 Theatre and the body.

The theatre 1is a place that exhibits the human body,
manipulates the body and heightens certain senses. Through
the nature of an enclosed theatre, the stage may not
always be seen directly, thereby heightening the sense
of hearing. The spectator becomes just as important as
the performance; spectators become performers themselves.
If the stage can’t be seen, performance is Jjudged by
emotional reaction on surrounding faces. Architecture can
be created through dance, through movement of the body.
According to Young, (1990: 148), the lived body “unites
itself with its surroundings, but through its movement it
also organizes the surrounding space as an extension of
its own being”.

The theatre 1is a well suited environment for the
integration between the disciplines to be manipulated
and tested. Oskar Schlemmer, Bauhaus architect, explored
the manipulative expression of costume on its occupied
space. How the space informed the costume and the impact
of the costume on the space through the movement of the
body. He believed that costume expressed and masked the
body’s nature through movement. The costumes are rigid
and uncomfortable, interacting with their inhabitants in
disjointed and unstable ways, disrupting space as much
as defining it (Figure 4.47). The Dbody is forced into
movements that seem unnatural and repetitive, but they are
successful in amplifying (and deforming) aspects of human
function and extending the body’s influence. Few spaces
however, are able to exhibit this as well as a theatre,
where focus becomes the movement within the volume.

Matthew Barney, (Spector , 2002: 65), a performance
artist, is of the opinion that a theatre is not unlike a
body. Architecturally it is built in such a manner that
amplification is not necessary. ‘It is not unlike being
in a chest; it 1is sympathetic to the body in the way
that the curves work in terms of the acoustics’ (Spector
, 2002: 65). The interior of a theatre becomes the core
of the experience. In the atmospheric theatre it exists
as a space, which removes people from the sidewalk into
a sensory interior. The interior then becomes a “physic
vessel of containment which can possess both the clarity
and the vagueness required for reflection, fantasy and
passion” (Holl, 1991: 13). Framed by the theatre, the
endurance of the body 1is tested not only through the
performance and interaction with other spectators but
also through the materiality of and movement through the
space (Figure 4.48). The theatre is a place which exhibits
what the human body is, what it does and what it is
capable of (Shepard, 2006: 1). The role of the theatre, in
conjunction with architecture and clothing, is essentially
to manipulate and capture movement and embody both the
spectator and performer (Figure 4.49).

Figure 4.48 Matthew Barney Cremaster Cycle
Part 5
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The Architectural body

Human beings are Dborn into architecture and then
conditioned by it

The body as architecturally motivated

Replaces mind - “what’s on your mind?” can be more
accurately posed as “what’s your architectural body?”

Dispersed but reunitable consciousness or extended,
far-flung, and reworkable bodiness

The body inextricably linked with architectural surrounds
that are activated by it and activate it

Multiply initiated bodily articulation
Body Proper + Architectural Surround = Architectural Body
(Virilio, 1998: 33)

Within the haptic realm of a theatrical space, one can
transform the unfamiliar into the familiar by exploring
the various skins in design, ranging from our own to
the architectural. This allows wusers to guestion the
space, their movement through it, and the sensations
created by their body interacting with the architectural
skins through the manipulation of surface, temperature,
tactility and confinement. According to Franck (2000: 94)
approaching architecture as a manipulation of our own skin
can reintroduce embodiment and lived, sensory experience
into architectural discourse.

Figure 4.49 Matthew Barney Cremaster Cycle
Part 2
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Part 5 Client
overview

circus
1788 -

boswell wilkie Circus
1984 - 3001

Figure 5.1 Digital collage depicting the timeline of both
the international circus as well as the local circus.
Internationally the circus developed with equestrian acts,
some 250 years later, still a firm favourite. In South
Africa, the Boswell Wilkie Circus began with equestrian
n acts and sadly ended with an equestrian act just over
50 years later.

extending the skin
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5.1 Introduction

Currently the Capitol Theatre building is owned by the Tshwane Metropolitan Municipality
and used as a private parking. Public access to the building is limited to the Kariba
Restaurant and Tshwane Cultural centre which both occupy the entrance foyer, and to the
male and female ablutions situated within the Grand Foyer. Public access to the Auditorium
and parking behind the TPA wall 1is prohibited. In order to pump-plan the theatre, a
suitable tenant needs to be chosen; one that can fully utilize the potential of the space.
Tshwane Metropolitan Municipality as the owner of the building will provide funding for
the Tshwane Cultural Centre as well as the Boswell Wilkie Circus in order to train people
in both craft and performing arts.

Tshwane Cultural Centre already established in the Entrance Foyer of the Capitol theatre,
the centre provides a platform for local artisans skilled in beading, sewing and millinery
to trade goods. Some of the artisans affiliated with the centre will transpose part of their
business to the Capitol in order to aid people in developing skills.

The Boswell Wilkie Circus is the anchor tenant of the auditorium, using it as a practise
arena and performing both in the auditorium as well as the extended interior. Suzie Wilkie
current owner of the Circus is to establish a school for those that aspire to become
performers; special interest will be taken in children that are disadvantaged.”Don’t beg,
perform, I have made a few people world-class international performers” (Suzie Wilkie,
2009) .

A design will be developed for the Boswell-Wilkie Circus. Even though the Circus becomes
the resident tenant of the space, the intervention must still be flexible enough to
accommodate other functions such as:

Minor theatrical productions

Car launches

Fashion shows

Conferences

Club events

Music events

5.2 Overview of the Circus

Verse:
When the pill your doctor gave you
Turned your cold to the grip
When a stitch to save nine others
Comes apart with a rip
When the rats invade your attic
And start leaving your ship
Follow my tip - come away on a trip
Chorus:
Just join the circus like you wanted to
When you were a kid
Climb aboard before it moves on and you’ll
Thank your lucky stars you did
Go to bed in Cape Town and wake up in Pretoria
Pack your roll, your brush and your comb
And get-ready to roam
And get-ready to stray
Bless your soul you’ll never go home again
Boswell-Wilkie Circus is here to stay!
Instrumental:

I joined the circus as I wanted to when I was a kid
Climbed aboard before it moved on and you
Bet your life I am glad I did
Went to bed in Cape Town and woke up in Pretoria
Packed my roll, my brush and my comb again
Ready to roam again, show me the way
Bless my soul I will never be the same again
On the day I joined the circus
The famous Boswell-Wilkie Circus
Step right this way and join the circus
Just keep in step and follow the band
And join the circus like you wanted to
Boswell-Wilkie Circus will come your way.
(Boswell Wilkie Circus Program: 1997)

The circus has its origins in England, developed in the 18" century by Phillip Astley, a
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former cavalry Sergeant-Major turned showman. Upon retirement,
Astley used his knowledge of training horses as a form of
entertainment. Astley established a riding school in London,
where he would teach in the morning and perform in the
afternoon. During this time, commercial theatre in London was
developing and Astley would open up the circular arena inside
the school to the public. This arena he termed the circus,
naming an idea derived by other ‘trick-riders’ (circopedia.
com, 2009). The circus ring allowed the audience a perfect
view of the performers (Figure 5.2), as the horses cantered
around the ring. In the late 18" century, Astley, now more
famous for his circus than his school began to incorporate
other ‘fantastic’ acts into his show. From this school,
students became competitors and established circuses in Russia
and America. Performances were initially given in permanent
buildings whose flamboyant nature rivalled that of theatres.
The travelling circus developed in the United States in response
to a demand to make circuses more accessible. Due to the fact
that it is a visual performing art, language barriers are easy
to bridge thereby making it applicable to and enjoyable for
everyone. Early circus companies, realizing this, embarked
on extensive international tours (Circopedia, 2009). This
established a global circus family within a global phenomena
before the concept became commonplace. As the interest in
exotic animal’s increased, zoological exhibitions became
part of the travelling circus, and the exotic animals were
incorporated into the shows shortly thereafter. According to
Circopedia (2009) the travelling circus reached its height of
popularity between the two world wars but remained established
and popular in permanent buildings within large cities.

In 1975, Prince Rainier of Monaco created the International
Circus Festival of Monte-Carlo, which on an annual basis would
hold the ‘Gold and Silver Clown Awards’, an equivalent to
the Oscars in the film industry. This was followed in 1977 by
Paris’s World Festival of the Circus of Tomorrow, created to
showcase and promote a new generation of circus performers,
mostly trained in circus schools (Circopedia, 2009)..

The circus in South Africa is relatively young compared to
that of its international counterparts. Originally from New
Brighton, England, W H Wilkie arrived in Durban complete
with his circus. Wilkies Great Continental Circus took South
Africa by storm, featuring top class international artists. A
travelling circus from the beginning, red and yellow trucks
made an annual tour around the country. In 1972, W H Wilkie
bought the shares in Boswell Circus and the Boswell Wilkies
Great Combined Circus was formed. Due to the size of the
circus, railway travel became the main means of transport
for the performers and animals. In the 1980’s, the Wilkies
son established his own circus and the two amalgamated in
the late 1980’'s. The Boswell Wilkie Circus 1is currently
headed by Suzie Wilkie, the daughter of W H Wilkie. Born
into the circus, Suzie Wilkie began performing at the age of
three and continued up until the circus’s last performance in
2001 (Circus.co.za, 2009). Schooled at a boarding school, she
returned to the circus during the holidays, going to whichever
town they were performing in. Since 2001 Suzie Wilkie has
attempted many performances, but as a result of their location
and the expense of advertising, performances have not always
been well attended (Suzie Wilkie, 2009).

According to Suzie Wilkie (2009), the circus began to decline in
the early 1990’s as a result of: travelling costs, maintenance
costs, payment of international acts, as well as a surge in
animal rights, even though the Wilkie Circus insisted that all
their animals were part of their circus family and were treated
very well. Location also became a problem. With the expansion

extending the skin
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Figure 5.2 The interior of the
Cirque d’Hiver during an equestrian
performance.

Figure . Performer from Beljing
Circus performing for Boswell Wilkie
Circus

Figure 5.4 Suzie Wilkie
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of cities over the decades, the circus was forced to set-up
further away from the city. With the expense of advertising,
many people did not even know the circus was performing in
In 1994, when the no animal Chinese Circus joined the
circus, the public stayed away due to the lack of animal acts.

town.

In 2001, the Boswell Wilkie Circus performed their last show
in Alberton, to a tent full of circus fans. During this closing
performance, interest in the Circus soared once again, as
people realised they might never see the circus travelling
around the country again. The revenue generated, however,
was not enough to bring the return of the travelling circus.
Suzie Wilkie (Figire 5.4) describes the circus as a global
family; that no country has a specific circus tradition can
be attributed to the fact that circus companies have always,
and continue to travel the globe sourcing various acts. In
her opinion, the Boswell Wilkie Circus is dormant and when
suitable it will return. Still part of the international
circus family, Suzie Wilkie continues to Jjudge at various
circus competitions around the globe (Figure 5.7).

5.3 Conclusion

The decline of the circus has reduced its identity to that
of only a thought. Most children know what a circus is, but
have never experienced the actual event. Opportunities for
performers and aspiring performers have also declined. The
need for a social circus in Gauteng is great; one such circus
is Zip-Zap in Cape Town, “but they have sponsorship to help
them aid children, if I could find a sponsor it would be a
privilege to start A Boswell Wilkie Circus school”, (Suzie
Wilkie, 2009). Trainers train children, and some have the
possibility of becoming world class performers (Figure 5.5).
Suzie Wilkie (2009) believes that children should perform,
not beg, although the intention of the social circus is for
it to be accessible to everyone. The Capitol Theatre is ideal
for a social circus or circus school. Boswell Wilkie is the
tenant required to establish such a school. In collaboration
with an outreach programme from ‘Cirque du Soleil’ known
as Cirque du Monde, staging circus workshops jointly with
community organisations that reach out to youth.

“Cirque du Monde is unique since it is based on a pedagogical
approach that brings together artistic expression and social
intervention. The programme calls for the involvement of
circus artists who wish to use their talents from a social
perspective, and social workers who want to integrate circus
arts into their initiatives with youth” (Zip-Zap, 2009).

With its established name, experience and dedicated owner,
the Boswell Wilkie Circus can once again begin to recruit its
staff and also source international acts. Being housed in a
building within the CBD will help establish the school in
the community, not only of the city, but beyond its borders.
The circus school will also be able to collaborate with
the Tshwane Cultural Centre which employs local craftsmen,
such as tailors and bead workers. People can be trained in
these crafts and assist in the making of costumes for the
performers. With its clients, Capitol becomes a
joint initiative to reintroduce the fantastic and empower
people.

various
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Figure South African act from the

Boswell Wilkie Circus

Figure 5.6 Flying Trapeze performers
from Beijing Circus performing for

family
and international acts.
friends
have
international

Circus comprised of local
“I have many
all over the world, some I
seen after twenty years at
circus events” (Suzie

Wilkie, 2009)
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6.6 The interior
the Cirque d’Hiver during
equestrian performance.
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Figure 6.7 Digital collage of Russian Doll
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6.1 Cirque d’Hiver

The Cirque d’Hiver was built for Louis Dejean
as an arena for his circus during winter. The
building is the longest and last standing
original circus building. The building is an
icosagon (twenty-sided polygon), 42 meters
in diameter and 27 meters at its apex. The
building was unique in its time as there are
no columns in the interior, the structure
of the building supporting a cupola. Like
the Capitol the Cirque d’Hiver has had a
tumultuous history, also functioning as a
cinema at one point, eventually becoming a
house for hire. In the 1990’s the circus
was reinstated in the building, much to the
public’s appreciation. Still functioning as
a circus, the building was restored in 2008.

Relevance to extending the skin(s): though
the Capitol was never a circus, it has many
of the traits that the Cirque d’Hiver has,
such as the dome and the resulting clear
volume. The Capitol is similar in height
to the Cirque d’Hiver and with a suitable
intervention, ideal for similar performances.
The Cirque is a beacon of entertainment and
helped reinstate the circus as a form of
entertainment within a permanent structure.
Due to the decline of the circus in South

Africa, the Capitol aims to restore the
public’s interest in this specific form of
entertainment, whilst still being able to

host others.

6.2 Russian Doll
Fashion Designers: Viktor and Rolf
Autumn/Winter 1999-2000

The collections were based more on current
trends rather than current trends in fashion.
The collections were annually displayed in
“extravagant unusual presentations that
are more like works of performance art or
theatrical spectacles” (Hodge, 2006: 232).
The collection Russian Doll consists of nine
garments, gradually layered over another,
forming an extension of the body and offering
commentary on clothing as shelter. A model
stood still on a rotunda whilst the varyingly
decorated garments were layered on by the
designers. By the end of the show, the
ninth garment was cloaked onto the model,
concealing the other eight beneath.

Relevance to Extending the Skin(s): Layering
forms an essential part of the work; garments
achieve architectonic forms through the
building up of the garment. This not only
begins to frame and enhance parts of the
body, but also how the wearer articulates
themself. The Capitol too undergoes a
garment of construction which results in the
manipulation of the space. Through suspending
skins within the spaces or artworks from the
walkways, the means in which the space is
perceived is continuously altered. Allowing
for the building to be layered in various
ways, each experience in the Capitol is
unique.

/61/
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6.3 Cremaster Cycle
Artist: Matthew Barney
Theatre of the Fantastic.

Barney classifies most of his work as within
the realm of the Fantastic. The Fantastic
lies between the uncanny and the marvellous,
between a past steeped in reality and a
future of infinite possibility. ‘Fantasy,
with its tendency to dissolve structures,
moves towards an ideal of undifferentiating,
as one of its defining characteristics. It
refuses difference, distinction, homogeneity,
reduction and discrete forms’. Within this
realm the borders we usually perceive become
what is organic and what 1is inorganic. The
body and its psyche are left susceptible
to transformative experience, including
the fusion of subject and object (Spector,
2003:65) .

Relevance to extending the skin(s): the work
of Matthew Barney articulates the mindset of
the viewer in a theatrical way. The viewer
is turned into an actor or animated spectator
in what can be described as a mythological
narrative with its own unique heroes and
symbols. The experience of the Capitol is to
be the same. As a platform of performance,
each event held within the multitude of
spaces of the Capitol will prompt a different
narrative in the individual viewers mind.

Figure 6.8 Digital Collage of Matthew
Barneys Cremaster 5, set within an
atmospheric theatre.

6.4 The Wall

The Tokyo client commissioned a building
that was to look as though it had been there
for centuries, yet signified the 21°° century.
This was achieved through the pretence that
the Romans had been to Tokyo and left the
remains of a much longer wall. The intention
for the design was to have an impression that
it had been repeatedly reused and modified.
Windows appear to be bricked up and moved
as well as a spiral staircase fixed to the
facade. The programmed spaces are on floors
that are cantilevered from the rear of the
‘wall’. The basement and ground floor house
a club and a cafe and on the top floor an
Italian restaurant (Coates, 2003).

Relevance to Extending the Skin(s): the
addition of a new facade and the insertion of
new program(s) to an existing building allow
it to continue to function. In this case
the intervention is a pastiche of a certain
vernacular, as is the interior of the Capitol
which too represents another place. This,
well executed, creates a sense of intrigue
around the building, inviting viewers in
and altering their mind-space. It 1is this
tension, created by the facade and clash of
programmes that create a certain amount of

Figure 6.9 Digital collage of Nigel Coates The Wall.
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6.5 Exquisite corpse clothing store

Is described as a ‘redolent breeding ground
for daily enactments’ (Lewis, 1998: 26).
Using the 1logical division of the body,
Exquisite corpse is divided into four linked
retail stores: shoes, pants, shirts/jackets
and hats. Each store 1is entered though a
nine meter wide revolving door, successfully
blurring window shopping and entry into the
stores. Change rooms at the mezzanine level
are extruded from the facade, cantilevering
over the sidewalk. Patrons to the store enter
the change rooms and are on immediate public
display for those passing by on ground level.
Tri-Vision advertising on the exterior of
the change rooms rotates, whilst a screen
of vertical advertising allows glimpses into
Figure 6.10 Division of floor levels according to the stores interior. The project tests the
merchandise. interface between public and semi-private
space, whilst allowing for a stimulating
retail experience. (ibid).

Relevance to Extending the Skin(s): Each
store is entered though a nine meter wide
revolving door, successfully blurring window
shopping and entry into the stores. Like
the clothing store, one of the roles of the
Capitol is to manipulate the means in which
viewers can circulate around the space. The
manipulation of the facade and the addition of
- = the vertical circulation and walkways allow
im I the viewer to penetrate through the facade
— o and enter various parts of the auditorium
1 T - — or access the roof terrace. The interior of
; the building is alluded through the exposure
1 r of the dome as well as the abstraction and
= : ? o repetition of familiar imagery.

AL
A

R )
Figure 6.11 'Vllew of Exquisite Corpse Clothing
Store from street level.

6.6 La danza dei pixel (Pixel Ballet)

Design: Jaime Hayon

The Pixel Ballet design revolves around a
puppet, sitting in the centre of the room,
like a butler holding two trays. On these
trays pieces of furniture are displayed, the
rest of the room is furnished with surreal
objects. Around the puppet, a gleaming array
of mostly gilded tesserae is spread across the
walls, objects and furnishings to present a
sort of three-dimensional catalogue of part of
the Bisazza home collection. In this design,
Hayon exploits his background of graffiti,
fashion and industrial design to produce an
explosive experiential space. Hayon comments
that the installation introduces new rules of
fusion between artistic forms and industrial
application. The idea is to suggest the
elasticity of the product rather than to see
it for its own sake (Hayon 2007).

Relevance to Extending the Skin(s): the use
of ‘fantastic’ elements within the space,
such as the large puppet, excites the user and
put emphasis on experiencing the space as an
event. The nature of the space is intriguing
and one will go back for the experience. This

is something that the Capitol brand and space
Figure 6.12 Fantastic spatial character of Ganza dei aim to achieve. The ‘fantastic’ nature of the
pixel. Capitol space is created through manipulating
the floor planes as well as suspended stages.
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6.7 Sycamore Grove Theatre

Located on the shore of Verona Beach in
Rio, the theatre proscenium arch stands
alone, without its auditorium and fly-tower.
the rear wall of the stage has been broken
through, a gaping hole allowing one to see
right through. This frames a view from either
side, allowing either the beach front or the
abandoned lot to become the auditorium for
the stage. This invites people to Jjump on
the stage becoming performers, allowing any
action to play it out. The proscenium and the
‘building’ thereby implied can adopt many a
mask, for any situation.

Relevance to Extending the Skin(s): even
though the building is a ruin, it has many
- - Y of the aspects that give the Capitol its
e view from ‘auditori unigue qualities. Not only in its aesthetic
; * but also in the multitude of performances
that can be held. If an auditorium for the
ruined proscenium were to be added, it would
perhaps only be a canopy. A canopy, or rib
structure is one of the interventions in
the Capitol, forming another layer of the
buildings skeleton. In both scenarios these
are spaces for manipulation and extending
the possibilities of the skin.

6.8 Forum Romanum Walkway

Architects: Michele Mole, Maria Claudia
Clemente, Daniele Surante and Nemesi Studio

The walkway project was devised for the
Museo dei Fori as a contemporary means of
interpreting and experiencing the Roman Forum
as an archaeological park. A new connection,
a pathway, with access for the disabled on
the southern part of the Via Biberatica
lightly touches the walls wrapping around and
through to the Market of Trajan. The walkway
consists of a series of bridges manufactured
from Corten steel.

Relevance to extending the skin(s): as an
addition to a historic building the walkway
respects the original structure by only
lightly touching it. By doing this the
building 1is enhanced: as eventhough the
viewer 1is walking through it, they feel
separated from it, as if looking at a rare
object within a glass casing. The facade on
the Capitol is treated in the same manner,
two walkways rest upon brackets that ‘float’
off the wall. The walkways allow the viewer
to interact with the facade, eventually being
able to penetrate through it and enter the
auditorium.

extending the skin ; : o .
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6.9 Man on a wire

Described as an aesthetic assault on the
building (Scott, 2008), the film documentary
follows the career of Philippe Petit. Having
conceived a passion for the World Trade
Centre buildings on New York even before
they were built, his mission became to access
the towers and walk between them. After the
arduous task gaining access to the building
and illegally suspending a wire, Petit did
not have much time to embrace his fantasy as
the 1ift cogs started turning, signalling
security were on their way. Pointed out to
pedestrians by his girlfriend, the fantasy
quickly became a performance. Described by
police as a once in a lifetime spectacle, the
film demonstrates that the walk between the
towers was an important event.

The first question is answered largely by Mr.
Petit’s own testimony. In his 50s, he is
Figure 6.18 Still image of Philippe Petit crossing between elfin and energ.etlc,. a beguiling comblnatl(,jn
towers of World Trade Centre, America. of showboat, idealist and con man. And in
i his early, outlaw vyears, before the twin
towers walk brought him fame and a measure
of legitimacy, “he combined an exalted sense
of artistic mission with a street criminal’s
sense of serious mischief. The proof is in
the emotions — amusement, amazement, awe —
evoked by those images of a tiny human figure
balancing above a void” (Scott, 2008).

Relevance to Extending the Skin(s): No one
looking up at the World Trade Centre would
have expected to see a man on a wire, between
the Dbuildings. The event engraved itself
into witness’s memories, and will be spoken
about for a long time. Memorable experiences
are an aim of the Capitol. Housing variable
functions and a multitude of possibilities
for events, the experiences at the Capitol
are unique. In order for the building to
be successful, events need to be memorable,
and aside of the physical manipulation of
the existing site, the people who occupy the
building are of great importance. Performers
keep people entertained, and those that
are 1interested can be trained, Dbecoming
performers themselves. Capitol becomes an
intervention of memorable events.

Figure 6.19 Still image of Philippe Petit crossing between
towers of Sydney Harbour Bridge, Australia

towers of f Notre-Dame, Paris
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Part 7 Design
Explorations

Figure 7.1 View toward stage September 2009
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7.1 Introduction

A basic spatial framework was
developed early in the year
for the building as a whole.
This framework concerned the
basic programming of the
foyers, with the main focuses
on an intervention for the
auditorium and the exterior
space. The Entrance Foyer is
to maintain its function as
the restaurant and cultural
centre. The Grand Foyer
is to be programmed as a
gallery. An installation of
Boswell Circus imagery Dbas
well as handcrafted costumes
will Dbe displayed 1in the
Grand Foyer. This space can,

however, also accommodate

her exhibitions. Th
Figure 7.2 Concept model, unfolded western othe e bitions e sPa(.:e
interior facade, February 2009 underneath the balcony 1s

programmed as an audio and
projection gallery.

The initial conceptual models
explore and identify some of
the strategic objectives that
guided the design ©process
throughout the year. Even
though some of these evolved
throughout the process, the
objectives remained. The
models explore the  basic
envelope of the auditorium
and various possibilities
of unfolding and revealing
the spaces to each other.
Initially the objective was
to manipulate the auditorium
and the western facade.
Attention was placed on
opening up the auditorium to
reveal the interior and fold
it out to the exterior and
fold the exterior into the
interior space.
The models explore the
beginning of questioning
the means of entering the
auditorium, whilst retaining
< the existing entrances. These
include an investigation
into a mechanical means of
accessing the auditorium,
such as a carousel or a Ferris
*~ wheel, elevating the viewer
from ground level and onto
the balcony of the interior.

Figure 7.3 Concept model, unfolded eastern exterior
facade, February 2009

Figure 7.4 Concept model, unfolded western
interior facade, March 2009
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Figure 7.5 Paper model April 2009
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Figure 7.6 Plan, western facade unfolding into TPA

courtyard, April 2009 ml’y
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Figure 7.8 Unfolding proscenium, April 2009

Figure 7.9 View from TPA courtyard with repetition of proscenium, April 2009

169/

7.2 Exploration A

This intervention explores
the possibility of unfolding
part of the western facade
into one of the courtyards of
the TPA building. This will
form an amphitheatre between
two of the towers of the
neighbouring building. The
amphitheatre has access from
fountain lane as well as from
the TPA itself. Unfolding the
western faced reveals the
interior of the building.
The proscenium of the stage
is mimicked and unfolded
from the original to the
western facade. The form of
the proscenium is repeated on
the exterior of the building,
framing the interior and
providing structure off
which to suspend, but not
functioning as a fly-tower.
The eastern facade is
manipulated to reveal aspect
of the interior. From one of
the doorways of the exterior,
a glass Dbox projects, a
cantilevered stage in which
a performer can perform.
The brick infill is removed
in reference to the dome
structure at its apex. Access
to the platforms of this
facade 1is from the interior
only.
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Figure 7.10 Model with super structure repetition of beams and
columns in eastern exterior space. Insertion of cranes
to aid in skin manipulation. April 2009
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7.13 Conceptual plan, unfolding

Figure
of exterior and manipulation of
balcony. April 2009
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Figure 7.14 Eastern elevation April 2009
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Figure 7.15 Section with manipulated balcony and eastern facade.
keep vehicular access on ground floor. May 2009
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Decision to

7.3 Exploration B

This intervention developed
from ‘A’ continues with the
exploration of unfolding the
western facade. Cranes are
inserted into the design,
as a process of construction
is explored, the cranes, as
part of the process, becoming
permanent fixtures. Four are
inserted into the buildings,
assisting in the manipulation
of both facade and interior.
The proscenium, similar to ‘A’
is repeated, but this time,
brought upwards, the foot of
the last proscenium resting
on the balcony. The exterior
wall is unfolded into the TPA
courtyard and the interior
wall, wunfolded and layered
on top of the exterior wall,
becoming a stage. The niches
and opening are filled with
concrete and raised, becoming

platforms on the stage. The
cranes act as a fly tower
the amphitheatre in the TPA
courtyard, whilst on the

eastern side of the building;
the cranes are used to ‘1lift’
sections of the exterior
wall, revealing the interior.
Within the eastern exterior
space, the structural grid is
repeated and columns and beams
extend from the auditorium,
enclosing this area.



| Figure 7.16 Conceptual Model May 2009

Figure 7.17 Plan, manipulation of eastern exterior
space
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[ AN/ .7 Al At this point in the
N P ./ ] process the integrity of
M the dome 1is considered. The
openings of both facades are

reconsidered as the extent

e q.l“?'.i;'z@" 7.4 Exploration C

of interventions ‘A and
‘B’ renders the acoustics
of the auditorium null and
void. Exposing the roof

structure of the auditorium
becomes more important. The
eastern exterior space, takes
| preference to the courtyard
of the TPA, in order to
activate the street edge on
which the site 1is placed.
Putting more focus on this
space will encourage viewers
from all corners of Church
Square to enter the space.
Vertical circulation in the
form of spiral staircases
is introduced in this
exploration. A staircase is
fixed to the facade and others
are placed at certain points
of a column grid which refers
to the interior columns of
both the auditorium and
the foyers. Those that are
placed on the grid serve as
viewing platforms as well as
columns to which tightropes
may be attached. The addition
of the circulation not only
the northern facade but also
the Entrance Foyer facade
introduces the need for a roof
terrace. The roof terrace can
then Dbe accessed from the
interior of the building as
well as the eastern facade
and a staircase placed at
the meeting point of the TPA
wall and the Entrance Foyer.
Through this placement, it
is decided to remove part
of the wall, and score its
presence in the ground place,
respecting where it stood. The
thought of single permanent
additions to the interior is
withdrawn and rather a flexible
‘rib’ system introduced which
allows for the manipulation
of the interior space.

m

Figure 7.19 Digital collage illustrating vertical
circulation July 2009
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Figure 7.20 Easter exterior space July 2009

e

Figure 7.21 Plan, curved pathway August 2009 t
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7.5 Exploration D

A series of walkways on the
Eastern facade are explored

as various methods of
entering and experiencing
the facade. The interior

passageway to both doors on
the facade 1is extruded from
the interior and additional
openings placed at both the
balcony and the mezzanine
promenade, allowing for two
more access points from
exterior to interior. This
archway system 1is supported
Figure 7.22 Eastern facade vrtical circulation - L . by the addition of columns
and walkways July 2009 in the exterior space, both
framing views of the space.
. -g 5 The structure of the rib
system within the auditorium
is refined as to be able to
e . "= suspend freely from the dome.
; ) [ Through the addition of a floor
ich | bl F — structure to the orchestra
. ',“ . . pit so as to increase the
. N e e z - floor area of the stage, the
o - - decision to use a hydraulic
. floor is negated due to the
_l : : spatial restrictions of the
\ : = orchestra pit. The pathway
| . from the street through to
the interior is generated
f from the previous seating
— ? - E= — plan of the auditorium,
R curving from the interior
Figure 7.23 Eastern facade vertical circulation through the exterior space
and walkways August 2009 and integrated with the
sidewalk.

—_— L= R -

Figure 7.24 Perspective of eastern exterior space
August 2009
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Figure 7.25 Model of eastern exterior space August 2009
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Figure 7.26 Model of eastern exterior space September 2009
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7.6 Exploration E

The introduction of a mobile
floor system to the interior
allows for a multitude of
configurations for a host of
performance possibilities.
The system can be connected
to the stage, extending it
further, or even becoming
a catwalk. Another possible
configuration is a stage in the
round, viewers seated on the
stage and the periphery of the
mobile floor. The rib system
incorporated a mechanical
winch system to hoist textiles
and lightweight platforms on
which to perform or gain access
to a tight rope. The ribs are
much like a fly-tower. On the
exterior a large archway is
located at the entrance to
the auditorium to frame this
point of entry. The floor of
the interior if extruded to
the exterior and manipulated
according to the grid system.
The vertical circulation on
the exterior is replaced with
hydraulic scissor elevators
as well as a spiral staircase
that wraps around one of the
elevators giving access to
the roof terrace.

Figure 7.29 Section of Auditorium illustrating
rib system and suspended skins July - -
2009 . =

! _p‘i

il

o - Ni— i e, R -
re 7.30 View toward stage Septemberf
2009
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capital' ('kapit’l) n 1a the seat of governmentofa
country 1b (as modifier): a capital city 2 material wealth
owned by an individual or business enterprise 3 wealth

Capitol ('kapit’l) n 1a another name for the Capitoline
1b the temple on the Capitoline 2 the the main
building of the US Congress 3 (sometimes not cap) Also
called: statehouse (in the US) the building housing any
state legislature [c14 from Latin Capitdlium, from caput

head]
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8.1.1 Introduction to CAPITL

The value of CAPITOL resides in the minds of those who
use 1it. Brands may start life in planning documents but
ultimately they rest in the minds and hearts of people, in
this instance that of Pretoria Central. CAPITOL is thus much
more than just a logo or name. It is to be the culmination
of a user’s total experience with the events or service (or
company) over many years. In a wider sense, the brand is
the effect on the user of everything the CAPIT°L does and
how it behaves.

8.1.2 Brand precedent: Change

Location: Amsterdam

Company: KesselsKramer

Mission: ‘do’ feeds off your input. Without the action,
reaction and interaction of the consumer ‘do’ will die.
Persuade people to think and act.

Spirit: get as many people together as many disciplines as
possible to act and do. Then do it all again in a completely
different way.

Values: innovation, social responsibility, sharing by doing.
Products: today ‘do’ 1is a chair that you mould with a
hammer, a vase that you break or a book about worldwide
youth culture. Tomorrow it will evolve onto another form.
Project: ‘do <change’ concentrates on planting thought
explosions in the head of the individual. Through analysis,
example and internet experiment, it seeks to create small
mind shifts in the hope that they will snowball into real,
life-changing innovations, inventions and future brands.
The intention is that the person rather than the profits will
become the deciding factor in the conception.

‘Do Change’ begins with a question: what in the world could
be changed for the better? What can ‘do; provide to give a
solution for the sake of all out tomorrows?

Work:
1 Ask some kid on the street for advice instead of
your mentor
2 Swap workspace with your boss/employer
2 Open your shop/business when everyone else closes

theirs
Home:
3 Use your living room window, instead of the front
door

4 The next time the doorbell rings, answer it naked
5 Avoid using cutlery, glasses, cups or plates.

Anywhere:
6 Leave strange Post-It note messages on the street /
subway / supermarket
7 Don’t avoid obstacles, walk into them
8 Change your name for different occasions
(Soon, 2001: Brand 23)

Relevance to Extending the Skin(s): a unique take on branding.
CAPITL would like to attract people to experience the space
and what the brand has to offer. Such tactics can be also be
used in the advertising of the brand and space, advertising
that makes the public think differently about the space,
daring them to be different. The brand encompasses the
entire project, becoming a beacon that can be seen from
afar and vividly at night. Within the space, viewers can be
entertained by a range of performers; the viewer becomes a
spectator, and may if they wish become a performer. Those
playing in the fountain and on the manipulated landscape are
instant performers.

extending the skin
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8.1.3 Logo Description

CAPIT°L erected on the eastern facade is a contemporary re-invention of the original
theatre, one that also assists in the redevelopment of Church Square. The logo is comprised
of large lettering raised from the roof of the building. Made of White Polycarbonate it can
be internally 1lit, glowing at night. The ‘0’ within the logo has been emphasised with a
different and more elaborate font than the rest of the logo. This due to the fact that the
name is spelt incorrectly by the Tshwane Tourism Council, in both tourism guides as well
as signage to the building. The ‘0’ symbolic of the design, refers not only to the cirque
but also to a kevyhole, similar in nature to how the viewer perceives into the space as
they pass. The ‘O’ in its elaborate nature allows a consumer to identify what service the
brand offers (Branding: Defining brands, 2008: 6). The logo, can light up differently for
various events, the ‘0’ may flash or change colour. The brand and its logo speak a language
that is easily identified within its context (Figure 8.2).

Figure 8.2 Capitol Brand
8.1.4 Brand Strategy

One cannot develop a strategy without a clear objective: that objective is to create a node
of interaction by pump-planning the building. To do this a strong brand strategy is needed.
Brand strategy is the process whereby the offer is positioned in the consumers mind
to produce a perception of advantage (Branding: Brand Strategy, 2008: 6). Strategy is
essentially a discipline of planning, of setting a course for the long term or to achieve
a specific goal. By creating goals to be achieved, a brand, in this case a circus will have
a means of finding a way to foster loyalty from those that experience it.

8.1.4.1 Elements of brand strategy:

In order to choose target consumers for the specific brand, certain questions need to be
answered:
1. Which Customers are important to the market?
Those walking past the CAPIT°L and those in search of entertainment.
2. Which are important to the CAPIT°L brand?
Those that have an interest in entertainment and the services the CAPITL can offer.
3. How can CAPIT°L get more customers or do more business with each of them?
By creating intrigue surrounding forthcoming attractions, as well as an educational
aspect. A place where people can gather and interact.
(Branding: Brand Strategy, 2008: 9)

Targeting the most valuable customers to keep their loyalty, targeting infrequent customers
to make them more brand conscious and loyal and trying to gain more customers 1is an
essential part of the designed brands, branding and one that a successful brand can achieve
through various campaigns such as advertising and generous branding (Branding: Brand
Strategy, 2008: 9).

8.1.4.2 Values

The consumers of CAPITPL support it as their values align with the brands values, it is
vital that CAPIT°L’s values are linked with positive consumer experience (Branding: Brand
Strategy, 2008: 10). This is done by CAPIT°L exploring the full richness of the brand, by
offering the best service and entertainment possible.

8.1.4.3 Brands are important to consumers in terms of:

8.1.4.3.1 Choice

Consumers have a choice over where to gather and spend time within the Pretoria City. That
in itself has created a crowded and competitive marketplace, in which to create a unique
brand like CAPIT°L, which offers the consumers a more specialised service or merely a place
to gather. CAPIT°L will thus attract those that have an interest in the circus, are looking
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to shop and be entertained. CAPIT°L is a brand that helps people decide where to spend time
being entertained or simply relaxing.

8.1.4.3.2 Satisfaction

A good brand reduces the risk of a potentially poor choice and offers the consumer a
guarantee of consistent performance, quality and thus satisfaction. CAPIT°L is thus an
ideal brand, as it is unique to the area, offering people an exclusive experience.

8.1.5 Brands are important to brand owners in terms of:

8.1.5.1 Differentiated

Certain brands have managed to embody certain ideas or viewpoints with which they have
become almost synonymous. Even two competing brands that share a seemingly common brand
identity can be differentiated by diverging interpretations and companion association.
These points of differentiation are sustained by the brand over time (Branding: Defining
Brands, 2008: 17). The CAPITOL brand will be easily identified amongst others with its
easily recognised brand identity, unique service and location.

The producer of CAPIT°L’s role is to create a loving brand that survives within the
community of its consumers. This is done through constructing a belief around the brand
that is unique, its values taking an experiential form. This form is the chosen space, the
space in which to experience the brand (Branding: Defining Brands, 2008: 5).

From this brief description there is a realisation that CAPIT°L cannot be separated along
the lines of consumer and producer. The consumer of the product is also a producer of
the information that drives the existence of the brand (Soon, 2001). It is thus one of
CAPITOL’ s main objectives to make the consumer feel as if they are part of the unique brand
experience. This is done through rewarding the consumer. This makes the consumer feel more
passionate about the brand, and more dedicated to it. This is an exploration of the brand
as a tool for social meaning (Soon, 2001).

8.1.6 Brands are a way of belonging:

The brand must be compelling for the user in the way that they experience the brand and the
space. CAPIT°L represents the brands offered as a whole, not favouring any particular one.
Brands represent the matrix of values held by the consumers and the producers. Only a
successful brand can maintain the support of its consumers. As the popularity of the
theatre once again increases, CAPITPL will become more popular as a venue of interaction.

CAPITL becomes a means of attracting people to the site. The proposed development for this
site is to create a brand that can unify all proposed functions as a whole. This brand is
known as CAPIT°L. Under this brand the development has the following objectives:

Create a spatial link between Church Square and the CAPITOL Theatre

Create node for social interaction
Create opportunities for educational activities

|

CAPTIOD»

=

Figure 8.3 Digital collage of Capitol Brand at night
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8.1.6.1 Means of attracting people to CAPITOL
. Light
Music
Visuals projected onto screens
Eatery
Posters
Parades

The aim of this project is to establish the CAPITPL Theatre as an interactive node within a
contemporary Church Square. Through the formation of this node, a sense of place is created
in which the circus as well as other events can be enjoyed, appealing to the community as
a whole, young and old.

8.1.6.2 CAPIT°L Must work as

Develop a bridge between producers and consumers
Have an influence on consumers

A marketing tool

A symbol of quality service

A trusted trade-mark and landmark

A career enhancer and a method of exposure

A source of added value

A generous brand

(Branding: How Brands Work, 2008: 8)

NO OB WNN =

8.1.7 Conclusion

CAPIT°L is a brand that aligns itself with the consumer, its main goal being to offer the
consumer a high quality product and service. It does this by being a generous and flexible
brand. Through its flexibility (learning from the consumer etc), it can follow the market,
which is dynamic, not static (Branding: Brand Strategy, 2008: 8). The brand strategy is
linked and implemented with every part of the design - from the logo to the uniforms that
the staff wear. CAPITOL is a brand that has a social responsibility to its surrounding
area. As space it showcases a circus, local artists and most importantly it continually
regenerated itself as well as the space, as every performance is unique.
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Part 8 carit®LDesign description

Figure 8.4 Digital collage illustration the
articulation of the masks, resulting in the
Capitol intervention

extending the skin - -
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8.2 Design Description

8.2.1 Introduction

The city engages constantly in an attempt to frame the body,
not only its own body made of buildings and routes but
also the human bodies that interact with it. Church Square
can be likened to the heart of the city, and the adjacent
Capitol as part thereof (Figure 8.5). It is apparent that
the Capitol Theatre is an ideal testing ground for the study
of Extending the Skin(s). The objective is to find a means
by which a spatial strategy can become tangible, in other
ords to identify the basic elements of the building and
tom there, to find ways of extending its skin. As previously
gscribed, the building has an alter-ego, as though it 1is
¢aring a mask. Historically, most masks are a part of the
orld of theatre. If however, you were to go to a masked
pall as someone else, and everyone took you to be that
someone else, would we still call it a mask, or rather a
reinvention. It is this mask then that is to be toyed with,
alluding to the fantastic interior and creating an extended
interior that is transformed into an extraordinary realm
(Figure 8.6).

The Capitol project will be discussed in terms of the
interior space, referred to as the auditorium and the
exterior space, referred to as the extended interior. The
Capitol is envisioned as a means of reclaiming a neglected
space, both the building as well as the exterior spaces. For
this to be accomplished specific aspects are to be addressed:
1. Push the boundary back

2. Entice viewers into the space and encourage activity
3. Provide an infrastructure that can cater for a
multitude of events and scenarios within the neglected

space.
Q%ﬁ’ 4. Create a hub of social interaction
~ c s
< 8.2.2 Characteristics of the space

= 0
- The spatial strategy of manipulating the skin of the building

Figure 8.5 Illustration depictihg the . .
Pretoria CBD as the heart of the city. is characterized by the following:
Hierarchically Paul Kruger is largest, Transposition is described by Coates (2003: 435) as the re-
thus Church Square is of utmost materialisation of a place and its associated gestalt, in
mportance another location intended to empower the subject over and
above the mere adherence to place. The Boswell Wilkie Circus
as the resident client of the Capitol 1is transposed from
their current location in Alberton, south of Johannesburg
to the heart of the Capital (Figure 8.7). The circus is
not displaced, but rather another branch established. This
branch strives to assist in the creation of a cultural
centre, to educate, to create a place of mystery, fantasy
and most importantly play.
The transposition of this dynamic client assists in the
pumplanning of the building. Pumplanning can be likened to
massaging the body but in the case of the city, in which
part of the body is a building, it coerces it into realizing
its potential (Coates, 2003: 217). The building frame acts
as a skeleton, the walls literally a skin, windows like
eyes, and air-conditioning like lungs. These fundamental
aspects of the Capitol are to be capitalized upon in order
to regenerate the building and establish its physicality in
the CBD. Establishing the building as a place again is like
staging an event; staging an experiential space. Staging
sets up a scene such that it separates itself from the
continuous context to amplify experiential potential, such
as shop windows or advertising on a building that imposes its
Figure 8.6 The Alter-ego’s of the identity. Staging can transform a banal set of events into

Capitol Theatre attached to @ resonant one (Coates, 2003: 234). Within a city of many

its desire for manipulation gigns, and not only in terms of branding, the establishment

and spatial continuation of a strong identity draws attention, enticing people into
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the city. Users of the CBD often have a definite destination.
The city centre has very few visitors, those that visit often
drive through on a tour bus, past sights of interest, but
never stopping to explore. Pell-mell exploration of the city
is essential to its dynamism.

Seeing the city as a place of adventure 1is a relatively
recent phenomenon; you don’t know every nook and cranny of
your local patch. A building can be an adventure, not just
once, but every time you go into it (Coates, 2003: 449). Just
like a city, a building site too can be in constant flux;
this however may only be achieved through an addition to a
building, through the manipulation of its skin(s). Just as
a human can have an enabling prosthetic (whether artificial
limb or skateboard), buildings too can have prosthetics,
like the jet way that leads out to the aircraft or a crane
that prostheticizes a building site. “The world is made up
of aggregating conditions and their prosthetics, but what’s
most interesting 1is these additions take over and Dbecome
identifiable forms themselves” (Coates, 2003: 158).

Fashion, as previously discussed in the Extending the Skin(s)
theoretical discourse, refers not only to clothing but also
to paradigms in architecture. It forms a mirror for collective
aspirations; joining together the particular of identity,
with the general, physical and media image. As a whole, it
makes its own kind of beauty as well as frightening marks.
Fashion, physically or as an image can make you want to parody
that image, aggrandize your sense of self, be different and
even cross a threshold into identity ecstasy. In architecture
through the pumplanning of a Dbuilding, the existing 1is
worked up into something with more complexity and more overt
messaging. This creates a mild psychotic effect with more
layering, more movement, more intensity and more delirious
scale shifts. An open narrative is introduced, allowing the
viewer to interpret the space and its programme according to
their individual experience, memories or desires.

Figure 8.7 Digital collage depicting
the transposition of the Boswell Wilkie
Circus. The circus is not rehoused in the
theatre. Through sponsorship of the Tshwane
Metropolitan Municipality in collaboration
with the Tshwane Cultural Centre a branch
of the Boswell Wilkie 1is opened in the
Capitol Theatre. This collaboration between
the three parties will extend to other
organisations who wish to make use of the
theatre. Skills can be gained at either the
circus school or the culture centre
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8.2.3 The Capitol as Narrative

Currently the Capitol Theatre and its immediate exterior
space are a missed opportunity within a bustling route
where people should ideally be able to gather, be visually
stimulated or relax. Capitol makes use of its location
to both draw viewers into it, and attract a multitude of
viewers around it. The psychological aspect of the space is
like a reverie, becoming an individual’s place of periodic
repose (Figure 8.8), inspiring or inhibiting thoughts, but
making one think nonetheless. Within the space, viewers can
be entertained by jugglers, tightrope walkers and people on
stilts; insight, fantasies and imagination are fuelled by
these characters and imagery.

The circus, a vessel of thoughts and memories, perhaps of
things past or even future, can possess both the clarity and
the vagueness required for reflection, fantasy and passion
(Holl, 1991:12). Capitol is a space of confusion, allusion
and illusion irrespectively. From the exterior it promises
to put viewers on the spot. Entering at the coincidence of
its many limbs, the viewer steps as it were, onto a stage,
and only from there do they progress to the auditoria or the

Figure 8.8 Illustration depicting the
crossing of spatial realities and the galleries themselves. The viewer has the feeling of being in

formation of stories in the viewers

ina two scenarios at once, the trick being to make them think
minda.

of some other place.

The role of Capitol as an open narrative is to challenge the
viewer’s thoughts, altering their experience of time and
perception of reality; affecting their mood and ultimately

Last night I dreamed

that my life and having a small impact on that very moment in the viewer’s
life when they experience the circus. According to Taylor
perhaps even the (1997: 55), the imagery invented in the viewers’ mind is

1liv f her h a construction of their own thoughts and memories, and
es © others . ad thus the line between ‘fact’ and fiction as well as between
been rearranged 1Nnto ‘reality’ and ‘illusion’ can never be drawn clearly (Figure
. . 8.9).
some kind of circus . . .
The circus, whether renaissance, regional, modern or
contemporary, 1s a distinct storytelling realm. The term
‘story realm’ encompasses the world created within a
narrative - its content, or the story, as well as the means

Figure 8.9 Digital collage depicting the
retelling of narratives by the viewers to
Capitol. The narrative begins to manifest
itself in the viewers mind upon sight

of the building and continues until it
becomes but a memory

extending the skin
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a virtual space in time: what happened yesterday, last year
or this morning (Potteiger & Purinton, 2002: 138). Access
and knowledge to this realm is through a form of narration.
Within the open narrative of Capitol, interpretation is
encouraged and incorporated into multiple stories by leaving
gaps, disjunctions, ambiguities and indeterminacies as
intentional aspects of the work. This is termed an open

narrative, and comes about as a result of the viewer’s
creations (Potteiger & Purinton, 2002, p. 143).
This open narrative allows the practices of how people

make places and stories to become a consecutive part of
their own experience, interpretation and memory. This is
further emphasized because the viewer then becomes a unique
character within its collective and ever-changing narrative.

8.2.4 The extended interior

It is upon walking past the Capitol and noticing the pathway
extending into the sidewalk, that one realises that one is
crossing over the threshold of two spatial realities (Figure
8.11); that of the street and that of the Capitol. The
concrete pathway has been shuttered using salvaged pressed
ceilings, giving the pathway a carpeted appearance. Like a
red carpet, as soon as a viewer makes the decision to follow
it, they become a performer in their own right (Figure
8.10) .

Currently the TPA wall separates the exterior space into
two parts. A section of this wall is removed and its memory
scored into the manipulated ground plane using the Kirkness
bricks removed from the facade. The section of wall that is
removed is folded back onto the Entrance Foyer facade. This
layer is accentuated by ‘floating’ the tiles off the wall and
lighting them gently from behind.

The extended interior runs from the sidewalk to the
auditorium and 1is situated Dbetween the Nederlandsche
bank and the northern facade of the Entrance Foyer

Elements of the interior are alluded to on the exterior.
The base plane of the exterior is literally the rake of the
auditorium floor that has been extruded from the interior to
the border of the sidewalk, rising up from the Nederlandsche
bank to the Entrance foyer (Figure 8.12). The rake is then
further manipulated using the ‘column grid’ as a guideline,
sections of the grid are either elevated or depressed,
forming areas to sit, fountains and pools of water. The
memory of an intended restaurant is preserved by cutting its
footprint into the existing ground plane, with the extruded
floor rising and falling around its perimeter. The areas that
do not have water gently flowing through and over them are
clad in synthetic grass, forming a permanently green park
within the city. Questioning the artificial is part of being
removed from the reality that the viewer was in before they
crossed the threshold into the Capitol space, transposing
the viewer from one situation to another.

But in the Capitol
we all realise
something and

remember something,

Whether future,
past or present,
does not matter

it

Figure 8.10 Patterned pathway
projecting into sidewalk from extruded
floor inviting viewers in and has same
effect as the ‘red carpet’

Figure 8.11 Sketch illustrating the two
spatial conditions, that of the Capitol
and that of the street

Figure 8.12 The extrusion of the
ground plane mimicking the floor of the
interior

....—'.
: Figure 8.13 Means
r
] or recessing the plane.
MAEFPULETE N
#-o b dreww TURE

floor
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elevated become platforms on which to perform,
recessed become niches in which to sit

of manipulating the existing ground

plane. The flat plane can be strengthened by either elevating

Both begin to define spaces, those
and those

Figure 8.14 Hand drawing of the manipulation of the extruded
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eastern facade of auditorium

main archway, frames
concertina arch and
undeerscores signage

concertina arch system

reflective public toilets

memory of intended restaurant

abstracted Corinthian column

entrance to extended
interior

roof terrace

helical staircase

patterned pathway

\

manipulated ground plane

main foyer entrance

Figure 8.15 Hand drawing of the extended interior and the various
elements contained therein

extending the skin
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Figure 8.16 Figure illustrating

columns increasing in height, visually
leads eye up to the auditorium and the
Capitol brand

Figure 8.17 The
extended interior in their varying
height create invisible roof planes,
forming an implied interior within
the exterior space. It is possible to

columns of the

suspend textile between the columns
creating areas under which to sit

? : i
Figure 8.19 & 8.20 Visual and spatial
continuity at points is
maintained whilst at others
it is disrupted. Many
platforms become platforms
for viewing as well as
performing
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Along with the manipulated floor plane, columns emphasise
the grid of the existing building. The columns are an
abstraction of the Corinthian columns of both the foyers and
the auditorium. Abstracted and rendered two dimensional,
the Corinthian columns become a patina on the steel columns
erected in the extended interior. Manufactured from either
polished or brushed stainless steel; the pattern of the
column is etched onto the surface and has different effects
on the space. Alluding to the interior, the columns disrupt
the view of the building from the sidewalk, enticing the
viewer to enter the space. The columns increase in height
as they progress to the auditorium, the TPA wall being the
intermediary height between the building and street (Figure
8.16) . Visually the columns create frames in the space and
create an invisible roof plane. Cables can be attached to
the columns, a textile spanned between them and a physical
roof plane created (Figure 8.17). Both the water and the
columns act as mirrors in the space.

Through the use of mirrors, the spectator’s bodies begin
to match the landscape as a visual element. Just as one
wears clothing, one begins to wear the space; it becomes
an extension of the spectator’s body, and body language.
The spectators watch each other and begin to celebrate what
happens to them as they walk through the space, exchanging
furtive glances between one other (Figure 8.18).

The pressed pathway curves through the extended interior,
and from this two pathways branch off to two doorways in
the northern facade of the Entrance Foyer. A double door is
used, its verticality accentuated on the facade through the
use of glazing. Set between sections of the TPA tiles, the
glazing extends to the same height and consists of laminated
glass fixed in a mild steel frame, the size consistent with
that of a tile. Between the doorways and with identical
proportions is a water feature which meets with the ground
plane.

Figure 8.18 Reflective columns, distorting
both viewer and spatial bodies.

Figure 8.21 Viewed from the sidewalk the columns serve to

distort the perspective of the space. Not seen as a whole,
it becomes more enticing for the viewer to enter Capitol
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Located on the northern side of the extended interior along
the wall of the Nederlandsche bank are public WC’s (Figure
8.23). The existing Nederlandsche Bank WC, which is located
on its southern facade, has been converted into a public
inclusive WC. On either side of it, and corresponding to
the grid are three more single public WC’s. Designed by
Monica Bonvicini, the WC cubicles are constructed from two-
way mirror. “It is impossible to see into the toilet, which
will be free to use, but the person inside can see passers-
by” (QUOTE???). The southern wall of the inclusive WC has
been removed and replaced with a two-way mirror to afford
the user the same experience. Not only do the toilets allow
the user a unique experience, they also contribute to the
reflectivity of the space (Figure 8.22).

Physical access to the various spaces 1is Dby means of
pathways, hydraulic elevators and walkways on the eastern
facade of the auditorium as well as a spiral staircase
terminating at the roof terrace. The new forms of access
increase the inclusivity of the building, allowing all a
similar experience. On the south eastern section of the
extended interior a helical spiral staircase wraps around
the elevator, providing access to the terrace. The columns,
as mentioned, frame parts of the space. Two of the tallest
columns define the access point to the auditorium facades

hydraulic elevator. Entrance to the auditorium is gained |

through three large rectangular doorways. Brick infill has
been removed from the facade to allow for access between
four consecutive existing columns and the overhead beam,
creating three doors. This entrance is framed by a series
of arches.

The largest arch is fixed to the structure of the building;
it houses a roof gutter as well as underscores the brand,
drawing attention to it. A single luminaire correspond with
the position of the ‘o’ in the brand and may be 1lit in
the evening. The interior of the building is alluded to
by removing brick infill between the top two beams and the
columns, and replaced with glazing. This exposes the roof
structure as well as the dome of the auditorium. The dome
will be clad in a mirror film, reflecting light and shapes.
During the night, the dome can be lit from the inside of the
building, creating a celestial glow (Figure 8.25).

Another set of arches stands free from the facade, also
framing the entrance (Figure 8.24). These arches are
manufactured from angles, slightly offset from the largest
allowing them to fold away into each other, much like a
concertina or a hoop-skirt. During an event or if an event
occurs in the extended interior, the arches may be unfolded
to create a roof plane for the square. The first and smallest
of the arches has a lighting system which can be used for
events. Having a maximum rotation angle of 45°, the arches
are mechanically controlled and secured using high-tension
cables attached to the structural beams of the facade.

Figure 8.25 Digital image of the Capitol branding and the exposure of the dome
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Figure 8.22 Monica Bonvicini “Public
Toilet.
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Figure 8.24 Digital image 'dééic%ing
concertina arch as well as columns
framing both the auditorium entrance
and hydraulic elevator respectively
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Using the vertical circulation viewers can gain access to the walkways pinned onto the
facade. Access can be gained either from the eastern facades’ hydraulic elevator, from the
roof terrace or from the interior balcony. The walkways are constructed from mild steel
angles which form the brackets, and the walkway itself from expanded metal. The transparent
nature of the expanded metal allows the viewer to feel as though he/she may be walking on
a tightrope. The walkways activate the facade, as well as the viewer’s mind and movement
at taking the first step onto the walkway. The viewer is made aware of their movement and
of the materials used, the speed at which they walk, or even if they recede back onto the
elevator or back into the interior. Essentially the walkways must tease and sensualise the
body. The walkways lead from the existing doors on the fagade, to the roof terrace, to
doorways that lead to both the interior balcony and mezzanine promenade.
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Figure 8.26 Digital perspective of the roof terrace. Platforms &
on which to sit and view events happening within the J

extended interior as well as nearby Church Square '
- RN, "V A b

extending the skin
194/




UNIVERSITEIT VAN PRETORIA
UNIVERSITY OF PRETORIA
Qe YUNIBESITHI YA PRETORIA

The roof terrace is also designed using the column grid as a guideline. Plant boxes house
both artificial and live plants. Here the live plants appeal to the senses of smell and
sight, by using plants that flower at various times of year. The roof terrace affords the
viewer fine views of Church Square. From the terrace viewers can watch performances in
the extended interior, have a bite to eat or recline on a bench or at a table. Not all
the terraces are accessible to the public, and most are used for sculpture gardens. The
exhibitions will be curated by the gallery in the Grand Foyer and will host exhibitions by
local and international artists. From the roof terrace the viewer can gain access to the
interior of the auditorium (Figure 8.26). Viewers wander through, building a narrative in
their minds. The network forms a 3D map in the spectator’s mind of the vertical and the
horizontal. The landscape becomes an extension of the building’s interior (Coates, 2003:
309).
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rib system

skylight

niche lighting

proscenium

additional stage floor
over orchestra pit  *

floor system

balcony

infill removed to reveal dome

facade walkways

Grand Foyer

Figure 8.27 Illustration of the auditorium interior
indicating the various elements therein

extending the skin
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Figure 8.29 Perspective of stage
illustrating inverted
sightlines
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Figure 8.31 Digital Collage of auditorium interior during an event.
Textile clouds are suspended from the ribs and 1lit from
below; various acts make use of the large volume and floor
area of the space. View as seen from balcony
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8.2.5 The auditorium interior

Like the circle within a circus, the auditorium becomes
an arena for performance. Crossing the threshold between
the exterior and interior, the viewer enters yet another
fantastic realm. The pressed pathway continues within the
building, curving toward the western interior facade,
towards the stage, and exiting through the fire escape out
into Fountain Lane (Figure 8.28). Walking into the space
the viewer’s mind wanders from the original facades to the
stage. The floor is dotted with cat-eye luminaires that can
flash continuously toward the stage or toward the balcony,
depending on where viewers are seated. Corresponding with
each cat-eye 1is a floor stud onto which textiles can be
attached (Figure 8.29). These floor luminaires and studs
correspond with the sightlines of the theatre. The inversion
of these sightlines allows for the focus to be drawn away
from the stage. Patrons of the theatre can sit on the
stage and watch a production taking place on the balcony.
The stage is no longer the main focus of the theatre as
the entire auditorium is seen as a performance platform.
Corresponding to the sightlines 1is a rib structure that
envelopes the interior.

Constructed of mild steel angles, there are fourteen ribs in
total; each rib is fixed to one of the Capitols structural
columns. The ribs float off the ceiling’s surface using a
threaded rod, which cannot be seen by the viewer, to attach
the ribs to the truss structure in the roof. This prevents the
ribs from having any sideways movement. The ribs, like the
floor studs, are placed according to the inverted sightlines.
From the ribs, textiles, which act as skins, and lightweight
stages can be suspended. The skins are used to manipulate
the interior space for a variety of performances (Figure
8.31). The auditorium can be converted from its elaborate
nature to a simple ‘box’ which can be lit or projected upon.
The auditorium, which has a current pax of 2000 people, can
be manipulated to house even 100 people through the use of
the skins. Mild steel frames and hollow core plastic stages
can be rigged from the ribs for performers. The ribs can
be clad in a nylon textile and lit from the inside, making
them glow. The ribs add another layer of enclosure to the
city. The use of light emphasises the vertical height of
the space as well as the dome. “The building can adopt
various guises and conditions designed for the spectator to

-
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”

embrace them.” The space 1s continuously on the move, and
thus experienced in a variety of manners by the spectator
(Coates, 2003: 335). No seating is reintroduced into the
auditorium, patrons to the space can be provided with a
limited number of stackable furniture for a fee, but are
encouraged to bring their own deck chairs, which can also be
used in the extended interior.

A suspended expanded metal floor is placed in the orchestra
pit to increase the area of the stage. Currently the stage
terminates with the proscenium. Through the addition of a
removable floor, the stage is brought further out to the
audience (Figure 8.33). Various effects can be achieved
through lighting the stage floor from below. The rear of the
stage is clad in reflective mirror which arcs in the centre.
This mirror, like those on the outside, distorts part of the
auditorium, but mostly backstage. Rather than form following
function, the functions are deformed and the stage workings
are distorted in the mirror, making the action ‘behind the
scenes’ part of every performance.

In order to cater for a multitude of performances, a movable
floor system is inserted into the auditorium. Each stage is
three by three meters (Figure 8.34). Held together with
pins the system is used to construct a stage(s) and can be
joined in a configuration of ways, linking to the stage or
forming a stage in-the-round. Constructed from angles and
square tubing, the height of the individual stages can be
adjusted. Stages can be lit separately from below, forming a
checkerboard of light. Like the extended interior, this is a
manipulation of the ground plane within the auditorium and
assists in visually manipulating the scale of the interior
envelope. The niches of the interior skin are accentuated
through the use of lighting.

Previously the niches contained sculptures and water
fountains, of which the sculptures were sold and the fountains
no longer work. The fountains are to be restored to working

condition and the memory of the sculptures respected. This
is done through the use of soft light. A plinth, based
on the plan of the exterior columns is placed into the

niches. Manufactured from polymethylmethacrylate (PMMA),
the plinths have a thickness of 50mm. Using a central light
source, a soft beam of light is projected upwards into the
niches. The PMMA, diffuses the light which makes the edges
of the plinth softly glow within the niche (Figure 8.36).

Figure 8.37 Digital collage of the auditorium illustrating a possible stage
configuration. Skins suspended from the ribs alter the perception of the space.
The interior walls are hidden from view by a tight skin.

199/

'Y

Wy -
rr T iy
TR it

Figure 8.32

Figure 8.33 Conceptual

detail of
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Figure 8.35 Manipulation of auditorium
floor plane using the mobile
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respecting

the memory of the sculptures
that were previously housed
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8.2.6 Conclusion

The Capitol becomes a space of reaction, relying on a collage
of events in continuous transformation to attract attention.
Within the space the spectator is reminded of something
special. The interior and the exterior blur, the telling
signs being the natural elements of the intervention. Columns
form invisible roof planes and ribs, theatrical prosceniums;
the building is 1like the body, clothing itself in nylon
in response to specific events, thereby accentuating the
events. This image may change daily, and although flexible
it becomes a landmark which acts as a catalyst of energy,
often projecting it out into the city. The space as a
whole, including extended interior, roof terrace, foyers
and auditorium, has been woven into the warp and weft of the
site and existing buildings. The Capitol is a place where
the city can come to play.

extending the skin
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Figure 9.1 Result of SBAT analysis,
2009

Figure 9.2 Dome rising from rear
proscenium

Figure 9.3 Conceptual drawing of
northern facade of Entrance Foyer
illustrating fenestration

Figure 9.4 View of Church Square as
seen from roof terrace

Figure 9.5 Walkway on eastern facade
of auditorium

extending the skin
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Capitol adapted SBAT System

9.1 Introduction

The SBAT System (Sustainable Building Assessment Tool) has
been adapted by the author for the Capitol intervention.
The assessment is intended to evaluate the performance of
the intervention setting benchmarks for the project. The
assessment focuses on social, environmental and economic
domains, all of which are pertinent to the construction and
performance of the intervention (Figure 9.1).

9.1.1 Social Issues

9.1.1.1. Occupant Comfort

According to Gibberd (2005: 4) it has been shown that the

quality of environments inside and around a building affect

the health, mental state and productivity of people.
“Healthier, happier, and more effective ©people
contribute to sustainability by being more efficient
and therefore reducing resource consumption and waste.
However the quality of this environment needs to be
achieved with minimal cost to the environment.”

9.1.1.2 Acoustics

The dome structure of the Capitol has been treated with
Sabinite Acoustic Plaster (Figure 9.2); acoustics have also
been enhanced with the electrical installation of loud
speakers. The loud speakers render the sound distribution
of the actual performance throughout the arena, regardless
of how far from the stage the viewer sits. “The audience is
assured of hearing with ease the veriest whisper.”

9.1.1.3 Day Lighting

The Entrance Foyer, where the restaurant 1is situated
receives the most natural light from the openings in its
northern facade. The Grand Foyer receives natural light
in the latter part of the day through textured windows
on the western facade. This space is artificially 1lit, to
enhance the space as well as the artworks and the costumes
of the exhibition. The openings (entrances and exits) of
the auditorium are closed during performances to reduce
any natural light entering the auditorium, and the skylight
can close electronically. The auditorium is by default a
darker space. The stage has skylights which can be closed
and receives good natural daylight. Each dressing room has a
window thereby, receiving sufficient natural light.

9.1.1.4 Ventilation

The Capitol is ventilated mechanically. The current energy
intensive ventilation equipment has been replaced with a
more efficient system.

9.1.1.5 Thermal comfort
The internal temperature of the spaces is maintained manually
and constantly controlled.

9.1.1.6 Views

The flat concrete roofs of the foyers have been redesigned as
a terraced roof garden. The roof space affords the viewer a
good view of Church Square as well as the extended interior.
A walkway system 1is suspended off the eastern facade of
the building which also allows for views of the extended
interior and the roof terraces. From these spaces (including
the walkways) viewers can watch performers. Fixed binoculars
have been placed on the roof garden (Figure 9.4).
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9.1.2 Inclusive Environments
“Buildings should be designed to accommodate and should
be accessible to everyone, or specially designed
buildings need to be provided. Ensuring that buildings
are inclusive supports sustainability as replication is
avoided and change of use supported.” (ibid).

9.1.2.1 Transport

Capitol is in close proximity to a frequently used bus stop
on Church Square. This transport system connects people
located elsewhere in the city as well as beyond its borders.
Parking 1is for patrons of the Capitol are located within
Church Square as well as the basement of the TPA. Parking
for delivery vehicles is provided in Fountain lane on the
western side of the building or in the auditorium itself
depending on height restrictions.

9.1.2.2 Legibility

A well defined entry point to the extended interior is
provided aside from that of the existing Foyer entrance.
Spaces for staff and that for viewers (private and public)
are demarcated. The buildings branding is positioned on the
roof of the building, standing out to those passing by.
At night this signage lights up, establishing the Capitol
within Church Square (Figure 9.7).

9.1.2.3 Social Spaces

The Capitol, including the foyers, auditorium and extended
interior link connect together and allowing for interaction
between space, user, and object. These social spaces become
shared spaces where viewers can gather, relax, watch a
performance and play. Capitol, although defined connects with
Church Square and becomes part of a network of public spaces
within the CBD (Figure 9.9).

9.1.3 Access to Facilities

“Conventional living and working patterns require regular
access to a range of services” (ibid: 5).
Access basic facilities such banking, retail transport and
eateries services are located within a close proximity to
the Capitol project. For special/specific events patrons may
be brought in on busses to the interchange in Church Square.
Within the SchizoCity Framework, the manipulation of the
city makes it easier to access and spaces within the CBD,
reducing environmental impact and creating a more dynamic
environment.

9.1.4 Education, health and safety.

“Buildings need to cater for the well-being, development,
health and safety of the people that use them. Learning and
access to information is increasingly seen as a requirement
of a competitive work force.” (ibid: 6).

9.1.4.1 Education

Information will be provided on the current and forthcoming
events happening at the Capitol. The Boswell Wilkie Circus
School in collaboration with the Tshwane Cultural Centre
will train youths into world-class performers. Access to
support for learning will also be provided for the staff of
the Capitol as well as the users.

9.1.4.2 safety and security

Safety of the occupants and users is of utmost importance.
Twenty four hour surveillance will be employed for the
Capitol. The building must comply with all national and
international health and safety regulations. A balustrade
wraps around the roof terraces and the facade walkways of
the building, whilst the extended interior is designed at
increments of 500mm as to negate the use of balustrades
within the landscape.

/103/

Figure 9.6 The

completion
positioning of the extended

and
int

the
erior

implied by the existing and becoming a
hub of interaction

Figure 9.7 Lighting of signage at night

Figure 9.8 Entrances become identifiable

with the spaces

Figure 9.9 The

connection

spaces and places

Framework group,

2009

within

of
the

vital
CBD.



UNIVERSITEIT VAN PRETORIA
UNIVERSITY OF PRETORIA
Qo VYUNIBESITHI YA PRETORIA
e ! 9.1.5 Economic Issues

“The adaptive-reuse and management of buildings can
have a major impact on the economy of the area. The
economy of an area can be stimulated and sustained by
buildings that make use of, and develop, local skills
and resources” (ibid: 8)

9.1.5.1 Local contractors

The intervention, as far as possible will be carried out
by local contractors within the greater Tshwane area. With
this, people will be trained where required to complete
aspects of the intervention.

Figure 9.10 Conceptual illustration of .
balustrade on walkways and roof terrace 9.1.5.2 Local materials

The majority of materials, products, components and fittings
specified should be manufactured and sourced from within the
Greater Tshwane. If this cannot be achieved all materials

should be manufactured in South Africa. For the Capitol
intervention, all products are produced locally with one
exception, that of the hollow core plastic. Through the use
of local contractors and local materials the local economy
is strengthened.

9.1.6 Efficiency of use
“Effective and efficient use of buildings supports
sustainability by reducing waste and the need for
Figure 9.11 The manipulation of the additional buildings.” (ibid: 8).
ground plane. The heights of the

platforms do not exceed 500mm relative
to one another 9.1.6.1 occupancy

To ensure that the Capitol has a maximum occupancy the
various spaces can support various functions. Space can
be rented out to organisations separately even though the
Boswell Wilkie Circus 1is the resident tenant. Events and
facilities that can be accommodated include: car launches,
conference facilities, fashion shows, receptions, music
events and theatrical events.

9.1.7 Adaptability and flexibility
“Buildings, which can accommodate change easily, support
sustainability by reducing the requirement for physical
adaption and associated disruption, energy consumption
and cost as well as the need for new buildings.” (ibid:
9.)

Figure 9.12 The placement of the ribs
in the auditorium, providing a flexible
system to aid in spatial manipulation 9.1.7.1 Vertical Dimension

The various volumes of the space from floor to ceiling are
greater than 3m. Within the auditorium the height is used
effectively by performers, forming another layering of
private space.

9.1.7.2 Structure and services

The intervention latches onto the existing structure of the
building with minimal adaptation to the original structure,
with exception of stripping the structure to reveal the
dome. This alludes the viewer to the ‘mystery’ that the
building contains.

Figure 9.13 Conceptual illustration of a
vehicle launch with the auditorium, theg. 1 . 8 ongoing COStS

space can become a drive in theatre

i [ Y

“Buildings cost money to operate. These costs include
cleaning, maintenance, security and energy.” (ibid)

9.1.8.1 Maintenance

Due to the fact that Capitol is within the public realm,
materials selected are hardy and durable. Materials on the
exterior such as the synthetic grass are UV resistant and
those on the interior such as the hollow core plastic are
lightweight but strong.

removal of Dbrick from the building
structure to reveal the interior

extending the skin /104/
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9.1.9 Capitol Costs

9.1.9.1 Local Need
A percentage of the capital cost of the Capitol intervention will be allocated to train
people with construction skills during the implementation of the project.

9.1.9.2 Shared Need

The project 1is funded through a private/public partnership, the Tshwane Metropolitan
Municipality and the Boswell Wilkie Circus, the initial and future costs will be shared.
Maintenance costs will be generated through the sharing of the buildings facilities with
other established organisations.

9.1.10 Environmental Issues

9.1.10.1 Water

Water usage is reduced to a minimum through the implementation of auto flow taps and the
installation of dual flush toilets. Water saving awareness it to be promoted amongst staff
as well as in the public WC’s.

9.1.11 Energy

“Using less energy or using renewable energy in buildings can make a sustainable
contribution” (ibid: 11)

9.1.11.1 Location
As the building is located nearby a public transport system, people that may generally use
cars have the opportunity to use public transport.

9.1.11.2 Passive environmental Control
Due to the nature of the existing structure of the building, a mechanically controlled
system is unavoidable.

9.1.11.3 Energy Efficiency

0ld mechanical ventilation and cleaning systems have been removed and replaced with more
energy efficient systems, housed in the same location. Only energy efficient light fixtures
are used.

9.1.12 Site

The site on which the Capitol stands was first developed in the late 1800’s. The Capitol
Theatre is pump-planned to re-inject it with energy that previously made it a successful
public space.

9.1.13 Materials and Components

The ecological impact of materials must be assessed to inform the selection of materials.
The following are to be taken into account:

o The low embodied energy of materials such as concrete, brick and timber. Bricks
removed from the facade of the building are to be re-used in the masonry construction of
the extended interior.

o Locally sourced or manufactured materials

° Materials that can be recycled such, as steel and aluminium.
. Modular dimensions of materials

o Durable and low-maintenance materials
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Figure 9.15 Polycarbonate sheeting used
for Capitol signage.

Figure 9.16 Stainless steel used for
finish on columns, either
brushed or polished

Figure 9.17 TRIcore honeycomb used
for the flooring of the stage
system

Figure 9.18 Synthetic grass, locally
manufactured. Used in the
extended interior as a floor
and wall material

Figure 9.19 Smartglass Solarshield
available locally. Used for
the fenestration of the
Entrance Foyer.

extending the skin
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9.2 Materials

9.2.1 Polycarbonate

Classified as an engineering plastic, polycarbonate has
better mechanical properties than other polymers. Although it
requires a higher energy input during manufacture than other
plastics and can be recycled. For the Capitol intervention,
polycarbonate is used for the exterior signage (branding)
of the building. To increase its strength, the polycarbonate
panels have embossed ribs. The panels are fixed to a steel
frame (Figure 9.15).

9.2.2 Stainless Steel

Used for the exterior columns in the extended interior. The
metal can is either highly polished or brushed and laser
cut with a Corinthian column pattern. It is selected for
the columns firstly for its corrosion resistance, secondly
its strength and thirdly for the ease of fabrication (Figure
9.16) .

9.2.3 Nylon

Used as a textile in the Capitol intervention, it is combined
with a low percentage of spandex to increase its flexibility.
It 1is used as an interior and exterior application. A
spattered finish has been applied which gives it a metallic
finish whilst maintaining translucency under light. The
nylon is treated using a spinning process through which 15%
spandex 1is added to enhance its mechanical properties. A
vacuum method of coating, called spattering, is used to add
small metallic particles which create a metallic finish.

9.2.4 Hollow Core Plastic

Rigid translucent TRIcore honeycomb cores with transparent
thermoplastic top sheets results in a strong panel with good
optical features. Of the five types available, the clear-PEP
UV PC stage is used. The clear-PEP UV PC stage consists of
2mm UV protected PC top sheets and the hollow core structure.
It is suitable for flooring as it has load bearing capacity
whilst being lightweight. Used for the floor system in the
auditorium, wvarious stage configurations are possible, and
the stages can be 1lit individually. The material has a high
scratch resistance and an anti slip surface(Figure 9.17).

9.2.5 Synthetic grass

Manufactured by attaching polyvinylchloride blades to a
durable porous backing, synthetic grass has an average
lifespan of 10 years. The turf is unrolled and fixed to the
desired surface, and once in place a mixture of rubber and
sand is raked into the turf. The rubber is manufactured from
old tyres and places in a ratio of 2:1 with sand. Synthetic
grass 1is used as cladding in the extended interior for both
the floor plane and the rear of the remaining TPA wall,
becoming a synthetic green wall (Figure 9.18).

9.2.6 Glazing

Laminated reflective coated safety glass

Solarshield® consists of a combination of a metallic coating
and a clear tinted PVB (polyvinyl butyral). The PVB is
designed to keep out the heat of the sun. The glazing 1is
treated to limit the amount of light entering the building as
well as blocking out damaging UV radiation. The appearance
of the glazing it determined by the colour of the glass, the
sun angle, reflections and the viewing angle (Smartglass,
2009) . Acting as a mirror in the extended interior the
glazing will create a textured quality where used on the
facade of the entrance foyer (Figure 9.19).
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9.2.7 Concrete

Concrete comprises of components from a non-renewable
resource, can achieve large spans and 1is a low-demand
material. Concrete is used for the patterned pathway as
well as parts of the manipulated floor plane of the extended
interior.

9.2.8 Rosco mirror

A lightweight and flexible substitute for heavy glass mirror,
the material comprises of a tear resistant plastic film.
The material has a mirror-like reflective quality and is
self-extinguishing. The film is used on the rear wall of
the stage. Fixed to a curved frame, the mirror reflects and
distorts the stage workings as well as reflects light.

9.2.9 Timber

As the only timber used in the original build of the Capitol
Theatre in 1930 in the doors and windows, the doors of the
Capitol interventions are also of timber. Timber, parallel
to the grain is strong and tough. The doors are fire treated
and the timber selected is Pinus elliotti.

9.2.10 Polymethylmethacrylate, PMMA

PMMA, an Acrylic, 1is a thermoplastic material that may
resemble glass. Like glass, it has a sense of fragility
which 1is overcome by blending the PMMA with an acrylic
rubber to increase its strength. PMMA can be moulded or
cast 1in thicknesses up to 100 millimetres. As it 1is a
thermoplastic material, it will retain the shape in which it
is produced. The luminaire is designed in accordance with
PMMA that has already been set as upon setting; PMMA shrinks
by approximately 2% in both length and breadth. PMMA can be
joined using a variety of methods such as epoxy adhesives.

9.3 Conclusion

The SBAT system was used as a guideline for the basic
requirements of the building, in order to pump-plan the
Capitol. Redundant equipment is to be replaced to increase
its sustainability. According to the SBAT system an overall
rating of 3.4 was achieved, the system however, appears
to be designed toward the development of a new building,
and guidelines for the pump-planning of existing buildings

Figure 9.20 The concrete of the
patterned pathway, extending
from the entrance of the
extended interior and through
to the western interior facade
is shutterd in salvaged
pressed ceiling panels.

Figure 9.21 Timber doors used on the
eastern facade. Photograph
taken in Brick Lane, London,
2009

ke EEL

Figure 9.22 Tofu table light by
Tokujin Yoshioka, material
same as that of niche
plinth. PMMA with halogen

should be established. diffuser.
Occupant Comfort
Efficiency
‘ =
Ongoing Costs Adaptability
Social 3.8 Economic 4.0 Environmental 2.4
Overall 3.4
Overall value 0-1 1-2 2-3 3-4 4-5
Classification Very Poor Poor Average Good Excellent

Figure 9.23 Result of SBAT analysis undertaken by author for Capitol

/107/



=

é:i
<

/60T/ /80T/

upjs ayy b
aneay L. joydeD auy) Wi [|1yul pue as au) woly Em;,mw N%:;,Mvhmwwm
suod-1ed Jo [enowal sy Bunensnyji uejd uontjowsq Gz'6 ainbi4 uonU3AIBIUI [oNdeD 40 UOILI0] UORASN! ‘Ueld SNS 726 3InBid

S8oeds pue So1IeusdS - ONNH ¥ SLIIFOA0H

..~AInuijuoo a0y

paebau punojoud e oy __mocco_c; 9soU) paJaanoosip aney am se 3snll

o ‘uorjuaAISUI OIjewedp adinbad  UYOIYM  SUOIJEN)IS Pajuoijuod Jje

114U1 pUe SIMONIAS PaNLRY aney a)\ -asuodsal J1JewolnNe Ue sueaw ou AgQ S 3Xa3uod o) >5mas>m:

-a01133UL
pSpuSI® UL |Ii Se pasn
9q 03 33840U0) BN LIS
40 juawsoed oy moje o}
JO0J 838.40U0O pUe ¥al pue

Ja9ho4 soueyug JO UOIIOSS JO  enowdy
JO 9pedey usaLIOU
03 paxy aq 03 saIn

“11em vdl Jo Jenowsy Burzejhb ypm J00p auy eubrpes ypm
psoejdad yul 011Ul psoejdas iUl Joissaun
papusIxe ur pasn-aa papuaIxe ur pasn-ai
e o NV 3LIS
woiy Ui >Prig wody  JIyur  orag
spiod aed Jo penousy SSaWMIY JO Jenowsy SSaHIY JO  Jerowsy s o L]

NYTTd NOILITOINIA vSavvy (vd1)

NAZNE

NOILVHLSININGY VIONIAOY TVVYASN!

UNIVERSITEIT VAN PRETORIA
UNIVERSITY OF PRETORIA
13318 NVE

YUNIBESITHI YA PRETORIA

dolssng 3JHOSANV143A3N

oNIaTINg
NOLNAOd

3HOIY 34V

13311S HOUNHO

I4vNOS HOYNHO

oNiaTing 301440 1s0d A10




ITTT/

126 31nBly 03 J8jay “uonuanteiul jonded Bunensnyit
a1enbg yonyD woly jonded Jo MIIA 62'6 ainbi4

JouIne Aq umelp pueH ‘9z'6 ainBly 0} Jajal ‘UONUIAIBIUL
aup Bunensni|r jonded Jo uoneAs|3 ise3 82'6 bl
. . . NOLLVAZITE LSVH |

\OHH\ upjs ay Buipuaixe

6002 21enbs 4oINyD oIy a11eaL JO MaIA /26 21nBl-

1113u1 40 [eAowas Buned
L3]S JO UONEA]);

|1 ‘WnLIoNpNe JO 3pis
jowaq 9z'6 ainbi4

IR ittt




T
T

ERSITY OF PRE

v
NIBESITHI YA PRE

IVERSITEIT VAN PRET

&
UN
UN
Yu

doupxoeq pasonw

pue Buriooly d ensayd10 ‘uoneinBiyuod abels Jo ajduwiexs ‘101IBIUI papuaIXa

Bunensn||| “Joyine Aq ume.p puey

1deD JO Ue|d J00]4 PUN0ID Og'6 unbIy

1ETT/

3
43304
0L 3ONVHINT

STANV ONITIZD 35S 03SN-Td

HLIM GIU3LLOHS ~AVANTYI J1F4ONOD NLIS-NI LSV

F0VEMAL 4008 OL

oSS var |

S

ool

Lo

011
aNy $31
SONIL3aN

k: -3y
mﬂﬂﬁﬁ

e L

5300V WOLLYIA

3NV ¥00TH GIANULYXE OLN

Q3400S “TIVA VdL 40 &o;wﬂﬁ

= sovn

’M“

M LSHINAS

ULV INONIO
HONSE, SSINNY I

§ o

T
VdL TYNIDINO
TV NIFUO DILIHINAS

ISIIVIO3dS A8 $.00S3ud
40 NOILVYOIS3Y “SIHSINIS ¥3NIL

¥IIUHVE ALIAVS GIZV19 A8 ¥OOTd ONNOND

NO GIONNOHANS HOLVAZTI D1 INVHAAH

A

D 35v8 04 15v0
“WOLLOS 1V G3HSNYE

“1331S SSTINIVLS

Q3IHSIT0d WHZ NI Q¥1D

“NAMT0D TFALS 1IN

(N91S30_ INIDIANOE-VOINON
¥3d SY) 131101 X3SINN

ONIZV1O SAILOTIL3Y HLIN G0V Td3y
TV NYFHINOS ~LSTI0L AISNTONI X3SINN OLNI
G3LYIANOD "13THOL ¥N¥E JHOSONYTH3AIN ONILSIX3
1T10L JAISATON X3SINA

[CTT/

@

1S1193dS A8

ad 1301 s3100

005343

upjs ays bupuaxe

NV Id MOOTd ANINOED

“931 0L Q3073 “SITONY OL IQTAM

H
QNV STTIL FTEVIN 40 INNIOVIdY 1304 suan E] 40 NOLLYMOLS ‘SIHSINIH ¥3aniL
FONIL3dHVD fONIY3LSYId “ONILNIVY 2 ANY S3T0L 3784V 50 INJNIOV1d3Y
*30NIINT 0L NOTLVHOLS3Y FONTL3dYYO “ONIYILSYTd “PNILINIVY
JLNED TVNLTND INVIHSL ONV “3000TN1 0L NoIfiveoisT
301440 IDIOIL FINVENVLISTIY VEIYWN SY SNISYE NSO 30VdS A¥ITIVO SY QINNVHOOHd
GINNO0HG GNY TAIDIKO OL QY. GIH0LS3 59 0L FIWNENOHS
301534 30 0L ¥IA0,TONVEING NINVZZIN v eaps anve
WOS 09¢ wls ooe
¥3A04 3ONVHINT
Y¥3IA04 [ANVHO
=1 - 22
Sovapos ooy
40013 ONNOUD 28
gF
g2
FovIS
(HBISAS ONIMOOT
LnoHli) OOTT I XVd
nos
00ST ¥0d1d4 ANNO¥O
nrgoLrany i
EH
i
5

39v1S 030N3LX3 HAN/LIG VLSIHOUO

105 091
ov1s

a

01 937 NOTIY_ 0L S30v1d_O14123dS
NI Q3T11H0__S310H *NOILO3S MOTIOH
3WvN0S 1931 “Jwved  133Ls  alIN
QIZINVAJYO NI QI¥1d “NOTH3L HLIM
03903 140014 30D MOTIOH :39WIS

UVEY LY ONIMIN TYOIMIOFTE (FHOIN

NI G30vd HINITd “NOILD3S Wiikd
MOTIOH NI G30v1d 38 OL ¥3LHOITdN
Q31 NOILO3S NOTIOH § Wi 00Z OL
IAISIHOY AXOd3 HLIM G3XI3 WiNd
Q17108 HOIH WHOS X 00Z X 00L



Coo|

IVERSITEIT VAN PRET
RSITY OF PRET

v
I

UN
UN
Yu

8

IVE
INIBESITHI YA PRET

89B113) JOOJ pUe Sq1l Jo Juawadeld Burrensnyj|
“loyine Aq umelp puey ‘jouded Jo ueld Auodjeg T€'6 8inbi4

— —

FOvRAL 4004 0L
SSIOV WOLLEA

/STT/

¥00d =aNIL
WNOITYS ELWNINYT aIT10S
HLIM 17337y WA0092_ 1Y
SH00d 40 LHOI3H ONINGO

} NI
NINIVINGD “NIYS ¥OIEEDG 0
SNATIOD TRUONMIS O @EX1H

19 DILYT HALS TN

30V¥Y3L 400d_ANY
ANOOTVE 0L SS3JJV
ONIAIAOYd SSIOOV.

ElQ EIR REINE]
0L J3NNTd AVMMTVM

E m:umazﬂzmom.z m o

P11/

upjs ays bupuaxe

NV Td ANODTVE



[LTT/

|I|..

0c

ol

AdANNYT

SNOOY ONISS3dd

SNANT00 ONILSIX3
N33IML3d NI @3X1d IAved
1331S aTIN d3SINVATYO
d3ddid LOH NI 13S
SSYI9 TvdNLONYLS WA

S FANN)

SNANT0D

ONILSIX3 0L a31710d9 3INvad
379NV VN0 133LS a3110d
d100 GZXSZ OL d3dT3am Avm
“MIVM VLN AISINVATYO
d3dd1d 10H d3ANVdX3 W8

3NOd a3s0dxX3

/9TT/

unjs ayy buipuaixa
Joyine Aq umelp pueH ‘9z'6 1By 0} 1ajel ‘UoNUBAIBIUI
3y Buryensn||r joxded Jo uoneas|3 ise3 zg'6 ainbi4

NOILLYAZTE LSV

=g
et

El4E]

T133LS aTIN dISINVATVYO
d3ddia 10H oL d3xid
JOVNOIS JLVYNOGHVOAT
—0d LN3ONTISNVYL WA



T
T

ERSITY OF PRE

v
NIBESITHI YA PRE

IVERSITEIT VAN PRET

UN
UN
Yu

8

1611/

1811/

unjs ayy buipuaixa

WB1As pue

squ Jo Juawiaoeld ‘abiels ‘Auoaeq 4o apisispun Bunensnijr
MOJ3( WO} M3IA ‘WnLio)pne jo afe]jod !




YA PRETORIA

UNIVERSITEIT VAN PRETORIA
UNIVERSITY OF PRETORIA

YUNIBESITHI

0

ot

0S.=Xvd
WOS 006 HOOH ANOOTvE
3NVT NIVLINNOd OL

11t/

Y¥3A0d
ANVY9 OL SAVMY00d

3dY0S3 314 ONILSIX3 WOOYd T104.LNOD

JYNLONYLS 4004

3anoa

SSNYL

NnrdoLIany|

0Ll 3ONVILINT
ONITAYYS AVMHOYY

3
JONV

Y¥3A04 O.
JONVHLNT MAN

JUNLY3IS ¥3LVM
ONIZV19
JAILO3143Y SSYI9LAVAS

1021/

wniioypne Jo seal Bunensn

upjs 3y Buipuaixe

punoibyaeq ut

4 d L "18A04 80uenu3 Jo apeey uisyou pue Auoojeq
V-V U0IDAS ye°6 2inbily

Y=Y NOILOIS

30OVYYIL 4004
0L SS300V VOILd3A

Y¥3A04 3ONVHLINT 40
3avOovd NY3HLON

3avov4 OLN
ovea a3alod anvy

AaNNOY9

aNv1d
A3LYINdINYIN

QINONIY TIVM VAL 3404 01 FONVHLNG
vdl ONILSIX3



A
A
A

IVERSITEIT VAN PRETORI

/ect/

TIYM NOILYANNOd 313¥ONOD NLIS-NI

ONIMOVHO
ANIAFYd  OL HS3IW  ONINIVINOD
“STINVd ONITIZD Q3SS3Hd  a3sn
-3¥ NI Q343LLNHS  43340S
J134ONOD NLIS-NI 1SVO MJIHL O

31340N0D OLNI
1SYO  110d-C  d3av3dHL
J331S Q1IN d3SINVATYY

1Sv0

1708 ¥04 30VdS 3IAIAOYd OL
L1 OINI Q37718d 3T0H HLIM
av1S OHO3  LSVO3dd WwozZ

NOISNVdX3

MOV OL 3TONV N3IIML3E 3SVIHO
JLIHVEO HLIM 31V1d ONIdv3g
1331S dTIN A3SINVATYD OT X 02T

JTONY 133LS QISINVATY
aTIW 9317 ¥Nd3 0T X OST X OST

V1S 313YONOD ILY9IH99Y HONOY NLIS-NI

1Svo

HLON3T ONINNNY
3903 3NI430 OL AaNve

9/52 SSY10 313¥ONOD  ~(3¥3q¥0
ATTNOANYYH “STaNVd  ONITIFD
a3ss3dd HLIM J3¥3LLNHS
“NLIS-NI 1SYD gv1S 3I1IYONOD
WwooT - AVAIVM  d3NY3LLvd

ON1Qa3g WIWO!

3134ON0D

NLIS-NI  ISYD  wwo§

\NNH\ upys ay Buipuaixe

90eds JO 90UEIU3 1 BINJE3) JaTEM JIAO Aemi|em pue
Buined >o11g ssaux1y pasn-al ‘alfeulun| passagal ‘Kemsijem paulaned
BuIpNjoul ‘J0LI3)UI PAPUBIXS 3U) JO SIUBWSI3 1 |1e1ad GE'6 3InBid

NONELNT AdIANILXE FHIL 40 SINSIAETE Y TNYLad

3SVE ONIAVA WWOST “NNY ¥IHSNUO QILHOdWI

OLHSYVAON %€6 - TVIYILYW NLIS
=NI WO¥d Q3LOVdWOO ANV d3sIT1avLs
“a31418Y0S  WNOST WoMd 3sva  ans

“SSYHO OIL3HINAS ANV XO1dd N33mL3g
J13¥ONOD  NLIS-NI 1SVO Wwooe

3903 40

“SINIOC OLNI

Q31vdgIA ANY LdIMS ANV

ONIINIOC 3NId HLIM ‘038 ANVS Q3LOVdWOO wwsz NO alvl
“3avOovd WOY¥d Q3IAONIY SHO1Y¥E SSINIMMIN a3sn-3y

Y¥IA0D HONOL 100D ANV 17149 I¥VI9-LINY
HLIM IN3OS3dN0T4 LOVAWOO M09 “1HOITdN d3SS303Y S9dI

V1S 3134ON0D ILVOFYOOV HONOY NLIS-NI LSYD




RIA
RIA
RIA

IVERSITEIT VAN PRETO
IVERSITY OF PRETO
NIBESITHI YA PRETO

UN
UN
Yu

8

/9¢T/ wetl upts oy Burpusia
apeoe) Wialses

10 Aemvj[em palaAa|iued au) Jo apeasN|eq PUe 13X9.iq JO |1e1ad g |1e18q 9¢'6 ainBiy
FAAWALSINTVE ANY LAY UG g TVILAA

|1 qeIB pue suonaass mojjoy Bunensniis
apensnfeq Jo |1e1aq :q 11e1eq 8€'6 unb1y

HAVILSNTVE 4O TVLAA A TNvLad

S17708 NOISNVAX3 OTN ONISN
SNANTOO TYANLONYLS ONLLSDAE
OL @31708 3LVld 3SvE WAOT

3LV1d 13SSn9 oL
Q31708 SIW “Alvid 3sva y i
0L G3aT3M ALY 13SSNO WAOT k

WA000E=Y “TTONY o
T331S 1IN GESINVATYD INFE _
ONV  G3T104  10H  9X08X08 f

FANLONALS INLLSDE

TNV T=HALS aTN
@ESINVATYD 9T 0L @EaEn
A ST
10H EX09X08 AN GESINVATYO @ oY 3avdlsnive
OL EaEW  “TIVHANH |
MOTIOH Q04 THIS
Q1IN G3SINVATYD @ W0S
19A0} 30URAUS JO BPEIRY LIBYLIOU
0] apeJisnjeq J0 m:_x_u_ D ereale6 m‘_:@_n_
AAYOVA WAXOS IONY MLN 2114 35V oL @108
40 FAWNLOMYLS ONILSIXE OLNO /ST “STENY QL (EI'E -

A\ G30713M 3Lv1d 3sva WAOT
FAVILSNTVE 4O ONIXII D TLad

“IWAOS OL ONISVRIONI WAOZ
40 HIGIM “NWOLIOE 1V 1O @SVl
‘TOW RIS qUN GISINVATYD
931 WNOINN GITIOY 1OH EXO9X08

3aW4LSNIvVE OL @3aTEM
Qod THALS aTIN @ESINVATYD WASZ

e ) SOV
DA N QW SHISod NGNS 04 I SV

.A - 7.‘. @ESN"WN09 0L ONISVRONI  WNOZ
. AR ) . 40 HIGIM “WOLLO8 LV INO ¥3SV1

‘TN HAUS TN GESINVATY
OF1 W03 ITIW IOH EX09X09

3avdlsnva
OL q3aT3W “TIVHANVH MOTIOH NNOY
THELS JIN GESINVATYD @ WN0S

WAOOOZ ONINNVAS “T1ONV OL Q3a1am
,mlT. . 10dS  AVDITVM  VISW  G3ANVdX3

S17709 NOISNVAX3 OTW ONISN
SNWNTOO  VANLONALS  ONLLSIX3
0L 31708 3Lvid 3V WAOT

AUvid 13550 N
0L GI0E STW ‘AUVid 35vE |
OL Q3am=Em 31vid 13SSNO WAOT

NAANTIOO 40
T Lt Y38 ONILSDXA OL A1vd 3SvE X1
i OL @3N ‘SII08 NOISNVAX3 OTW

NANTI0D ¥0 Wv3a ONILSIX3




YUNIBESITHI

3

YNVE 3FHOSANY1¥3a3

1L2T]

3JYNLv3I4 ¥3LvM
TIvM
Vvdl ONILSIX3

ENVAE]
ANNOYO A3LYINdINVI

3svd 2d LSVO

“NOLLO8 LV a3HsSNyg
“7331S SSIINIVLS
Q3HS1770d WAZ NI avid
“NANT00 1331S aTIN

WN1¥O.

30YdY¥3L 400d_ANY
ANOOTVE 0L SS3JJV
ONI1dIAOHd SSIIIV

30YOovd d01d3L1X3
OL J3NNId AVMMTVM

T

wx

>
o

L1dN
¥vind

JT1LX3L X3IANVd:
ANV NOTAN

1921/

WNINZOSOYd  FUNLONYLS 4004

upjs ays bupuaxe

3pedky WNLIOYPNE UO SAEMY{eA PUE I0JeAs|a
a1nelpAy ‘sassnay ‘wniuadsold pue abels ‘s, DA aA1198}481
“101181UI PApUSIXa Buie.sN||1 O-O UONIAS 6€'6 2InBI

LHOITIANS

3anod

0=D NOILOFS



\@NH\ b upjs ays bupuaxe

NIAINTOD WO LXT O TNVILIAA A TV LAA aoeds wnoupne Ul ssil 40 12130 3 119190 0’6 21nbld / SSIMYL JO TNVILIA 3 WA

ERSITY OF
BESITHI YA

IVERSITEIT VAN
v
I

UN
UNI
YUN

3

NOILVANNO4 3134ONOD
NLIS-NI 1SV 00SX00.X00L

JL3ONOD OINI ISVO “1708-C
T33LS TN GISINVATYD WNOZ

NOILO3S 1331S Q1IN
J3SINVATYO MOTTIOH @ WNOOT

ONILNOYD TVANLONYLS WAOT

1708-c oL
QIIX0d3 VLIV NVIHININ0D

Q3TINON  “HINITd  FLFHONOD
1Svo-3ud INOOFX009X009

NOILO3L0dd ¥0d daHSNYg
WNOOE WOLLOE d3HSN¥E  ¥O
@3HSIT0d  ¥3HLI  "T3EALS

SSTINIVLS 9TE€ SSVI0 WAC
NI Qv10 S3Lvid 1331S aTIN
Q3SINVATYO HOIHL WAS “WNOOZ

NOILVANNO4 3134ONOD

NLIS-NI 1SYD 00SX00ZX00L

TWLIAYO NYIHINIHOO
Q300N “HINITd  31340N0D

1Sv0-34d INOOZX009X009

NOILO3104d ¥0d a3HSNdg
WANOOE WOLLOS d3HSN¥E  HO
@3HSIT0d  ¥3HLI  “T3ALS

SSTINIVLS 9TE€ SSVI0 WAC
NI Qv10 39NVId 1331S aTIN
GISINVATYO MOIHL WAS “WN0OZ

HLOTO 3AVHS ANV
$3179v0 40 INIWHOVLLY dOd
SMOTTV  "ONIQAvTIO  133LS

SSIINIVIS ANV JONVId
NI S3TI0H a31119d 3dd

SSNAL

NO  STVAYIINI  ¥vIN93d
1V "S1108 NOISNVdX3 0cCW
ONISN SNWNT0O ONILIX3 OL
a3X14 31v1d 3Sve wwoe

J9NY 931
IvNd3 a3Wdod @100 133LS
Q1IN G3SINVATVO  EXOSX0S

@30vdS ATINaAT
ANV @37719034d S3T0H 1V
‘s1709 OTW HLIM 31vid
13ssn9 0L 431108 SITONY

‘3vid  13ssn9 wwol —————————————+ |

J19NY 931
IYNOINN @3T10Y LOH 133LS
QTIN G3ISINVATYD 9X08X00T

S1709 OTW HLIM
FIONY ANV 3LV1d  13SSn9
0L @3aLiod  JIONV - 931
IvNd3 a3wW¥od @100 133LS
Q1IN G3SINVATVO  EXOSX0S

d30vdS ATINaAT
ANV a37719034d S3T0H 1V
“S1709 OTW HLIM 31vd
13ssn9 0L 431708 SITONY
“31vd 13ssn9 wwot

J19NY 931
IvNOINN @3T10Y LOH 133LS
QTN G3SINVATYO 9X08X00T

wwooo8.

WwWoooTT




T
T

YA PRE

ERSITEIT VAN PRET
RSITY OF PRE
ESITHI

/TET/

\Om”._”\ upjs ay Buipuaixe

puno.Bjoeq ur asenbs yainyD jrem usaiB onayiuAs pue suejd punof payeindiuew ‘Kemyred pauseired Buiyensn||i J0LIul papuaixa Jo abejjoa [enbiq zv'6 ainbi4



o W

ERSITEIT VAN P
RSITY OF PR
ESITHI YA PR

E
B

[EET/

saimdnos snoinaid Jo Alowsw sy Bundadsal
‘Wwnopne Jo saydiu ui pasn yiuid Jo |1e1aq :| |1e18q Sy'6 aanbiy

HILNITd 3HDIN O WL T TYLada

"931 0L (303N “STTONV
OL @30713W 3v1d T3EL1S N A9
@3140ddNS  ¥00TH 3400 MOTIOH
“3OVAUNS dITS-NON- “o0€ 40 TNV
WONIXYA™937 40 WoLlod 0L @3xid
1004 Fvalsncay “G3ANALE 39 0L
OF1 MOTIV OL S3IOVId J14103dS NI
GITIG STIOH  “NOILO3S  MOTIOH
FWWNOS 19T “IN TFAUS AN
@3SINVATYD NI G30V1d "NOT4EL HLIM
(3903 “H00H 300 MOTIOH :39VLS

[¢€TI

upjs ays bupuaxe

WINLOMPNE Ut Pasn wialsAs 100} JO |1e18q O |1e18q £v°6 ainBi4

WHILSAS FOOTH 4O MVILIAA *O TNVILIAA

“30V4ANS dIT1S-NON

‘o0 40 FIONV NONIXYN 9F1 =0
WOLLOg OL d3X1d 1004 Fvalsncay

dnvl
NIOOTWH ANV INNON  WNINIAMTY-

¥3SN441a NOILO3S

MOTIOH VWA INSOMTISNVAL @ wwoe

NOLLO3S
MOTIOH AONNOY WIN  INSONTISNWAL.

0L Q3IX0d3 ¥3sndd1a YWNd WNOS

ONIENL RVNOS 0L GITTIM TNV
931 M3 GITI0Y LOH WLOXOSX0S

abes Bunsixa ayy puaixa pue
11d 11534210 [299U0 0} pasn BulIoo}y JO (1839 H [1e18d v'6 34nBi4

L1d VdLSTFHOHO

TWIM?ML
—_—

HOVLS LId VHILSTHOWO 4O TVILAA H MNVILIAA

40 3avdlSmiva TGN ONILSIX3

1S0d @30T1aM 3LV1d wue

¥IOVdS INSNVIRIEd SV FT1ONY
991 W03 OL Q30T SLN THALS
“QITIINA-30d STIOH TV 17109 W

11d VdIS3HOH0
40 3aVdLSNTVE F1gdvW ONILSIX3

¥IOVdS ININVIWEd SV TNV
937 VN3 OL G3ATAM SLN T3S

“QITIYA-Td STIOH TV “17708 9N

FIONY T33LS AN GESINVATYD
931 W03 GITIOY LOH EXOSX0S

WIIN 1533HS G3ANVdX3

FIONW THLS Q1IN GESINVATY
931 WNOINN QIR0 0100 ZXSEX05

“@3ANALE 38 0L 931 MOTIV
OL S30V1d J14103dS NI Q3T116a

STIOH “NOILO3S MOTIOH vndS

oy THALS IS

THAIS TN G3SINVATYD  WLoT

"INV
TE31S 1IN G3SINVATYD NI 430V1d

“NOHAL
HLIM 03903 MO0 30O MOTIOH




0c

ol

/SET/

]

o W

YA PR

UNIVERSITY OF PR

UNIVERSITEIT VAN P
YUNIBESITHI

=

1PET/

unjs ayy buipuaixa

wiaisAs Joojy

Se ||am se squ wouy papuadsns ssniy pue Bunybiy ‘uis 8|nxal Jo asn ‘dopxoeq
pue abess ‘squ Bunensni|t ‘wntionpne yBnoiy) g-g uonoas 9y'6 Inbiy

A9 NOILOIS



T
T

v
NIBESITHI YA PRE

IVERSITEIT VAN PRET
ERSITY OF PRE

UN
UN
Yu

8

L

o

—|

1

:

1S1ITvI03dS A9

MNNYHS Lv3H ¥O G3NNId ¥3HLIT “ATd
¥3dNS 0L a3Xid WIId dJO¥dIN 00S0d
YIGNIL ATTd-d3dNS wug

a3aovds
ATIVNO3  ONVY  @377140-3¥d  A3T0H
“Y3HLIO0L SITONY 1708 "S1708 9N

379NV 937 N0 dINYOH Q100 WUWGEXSE

JTONY
937 IvNO3 Q3INYO4 d100 Ww EXSZXST

/LET/

B ke

e

m=———m——-=ux

19€T/

108)J8 Buruoisip pue ybi| jo Aejd ‘waisAs abels Jo uoneAs)a o abejjod [enbig gy'6 ainbi4

upjs ays bupuaxe

doipyoeq abe)s 10j pasn WalsAs ssniy Jo [1e3sp :r |1e1aq Li'6 ainbi4

JONANOVE IOVLS 40 WALSAS SSILL J0 TNVLAA I TVLAA

1SITVI03dS A9
MNNYHS LV3H ¥O Q3aNNId d3HLIZ “Ad
Y¥3dNS OL d3xid WIld doddIN 00S0d

Wwoozt

YIGNIL ATld-d3dNS wuis:

YIGNIL ATTd-d3dNS WS

a3aovds

ATIVNO3 ANV a37T140-3dd  A3T0H
“Y¥3H1390L S3TONV 11709 “SLl09 1}
3TNV

937 WNO3 A3WYO4 QT0D WW  EXSZXS:

379NV 937 YN0 AINYO Q100 WWGEXSE:

dONANOVE FOVWILS 4O NV Id




/8€T/

“3Se 1 [1e SI T LldvD ayl Jaaquaway

~J933ew Jou saop 31 “jussauad 40 3sed “auning A3YIBUM
‘Burylawos aaquawsd pue Burylowos asipesd [pe am joxrde) syl ur Ing
-ow 38hu0y) >Sel e og pasaquawad JI puy
“3sSe | [1e S1 aW Jaquawdy

“sn 126u40) >sel e ag passquawsd JI puy
“MSe am |Je SI Sh Jaquauay
-s3ybnoyl 418yl Jo 9A1109319p e Bulwooaq ajdoad
“uorjelauadialur o3 uado sburpssy jJo apew adoaxybiy syl

“S3INOYs pue spunos pue asiou pue sjdoad syl
“A13US4943 1P JENPIAIPUL ydea Ag palaadaajul SI ydrym
“1LIdvD 8yl si Ag Buissed asoyyl puy
49U30 yoea 031 wayl ‘sueraisapad aylx o3 “sw spuilq eyl Buryyr Ajuo ayl

uonuaniaiul jonded pue
(s)unis ayy Buipusix3 ay) Jo uoIsNjouod
ay) ‘abe)j0d [enbiq 6y°6 2inbi4

upjs ays bupuaxe



UNIVERSITEIT VAN PRETORIA
UNIVERSITY OF PRETORIA
Qe YUNIBESITHI YA PRETORIA

Thank you

To all for their input, in particular (with risk of writing an Oscar speech)

Barbara: for constant inspiration and encouragement, your unique approach to design
Catherine: for your constant input and effort throughout the year, for the chats, lasting
much longer than the allocated time slot

Jacques: for making me question things a thousand times, for believing in not only my
project, but myself and encouraging me at the end

Marga: For the great conceptual chats, fags and input

Studio Monkeys: for constant laughs, input and many late nights

Ella: we did it and thank you for everything

Bells and Elana: for not letting me give up, for the heated discussions and laughs

And of course my family, for putting up with phone calls at 3a.m and always being there.

Mom, this is for you...
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Figure 9.49 Digital collage, the
conclusion of the Extending the Skin(s)
and Capitol intervention

The only thing that binds me, to the pedestrians, them to each other
And those passing by is the CAPITOL.
which is interpreted by each individual differently,
the people and noise and sounds and shouts.

This tightrope made of feelings open to interpretation.
People becoming a detective of their thoughts.
Remember us is all we ask.

And if remembered be a task forget us.

Remember me is all I ask.
And if remembered be a task forget me.
But in the Capitol we all realise something and remember something,
Whether future, past or present, it does not matter.

Remember the CAPITL is all I ask.
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Africana pamphlet collection University of Pretoria: Historical Buildings
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Figure 2.39 Advertisment from opening pamphlet of Captiol theatre. Unknown, 1931. The
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Figure 2.40 Digital montage of structural system of Capitol theatre, plan highlighting
facade dominant mask of the exterior

Figure 2.41 Digital montage of interior of Capitol theatre, plan highlighting interior
and fragile mask of the interior

Figure 2.42 The two masks of the Capitol Theatre combined. The fragile nature of the
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Figure 2.43 Existing colour palette of the Captiol Theatre, 2009

Figure 2.44 Texture (haptic) photo montage of the Capitol Theatre, 2009
Figure 2.45 Light (haptic) photo montage of the Capitol Theatre, 2009
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Figure 2.54 Digital model illustrating vehicular activity of Church Square
Figure 2.55 Shadow analysis Summer solstice

Figure 2.56 Shadow analysis Winter solstice

Figure 2.57 Digital model illustrating the pedestrian activity of Church Square

Figure 2.58 Original sectional drawing and photo collage through the auditorium with
view toward stage illustrating spatial qualities and texture.

Figure 2.59 Original sectional drawing and photo collage through the auditorium and
Grand Foyer illustrating spatial qualities and texture

Figure 2.60 Original sectional drawing of auditorium and Grand Foyer. The diagram
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Part 3 SchizoCity: The rehabilitation/redressing of a body

Figure 3.1 Digital collage of a roof top in CBD illustration of urban space as an
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Figure 3.2 Nolli map of Pretoria Original drawn by Morne Pienaar 2007

Figure 3.3 Digital collage illustrating the privatisation of the city reducing sense of
place. SchizoCity Framework group, 2009
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Figure 3.10 Nolli map of Pretoria Original drawn by Morne Pienaar 2007
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Figure 4.1 Conceptual illustration of theoretical discourse influencing Extending the
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Figure 4.2 Skin and Bones
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Figure 4.4

Figure 4.5 Hertzog and de Meuron, Elbe Philharmonic Hall, Hamburg, Germany image
available from www.tatemodern.com (accessed 08-05-09)

Figure 4.6 Turbine Hall, Newtown. Recently been adaptively re-used. Image available
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Image available from http://www.uihealthcare.com/depts/medmuseum/wallexhibits/body/
bodyalterations/bodyalterations.html (accessed 03-05-09)

Figure 4.16 Contemporary manipulation, plastic surgery. Image available from www.
chicagofacelift.net/reminders-before-your-facelift-surgery.html

Figure 4.17- 4.27 Illustrate the various layers of our body and architecture,

beginning from the skeleton, bones and structure, through to skin both biological and
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vital to functioning of both body and building, and some unable to be manipulated.
Figure 4.17 The basic structure of the building, forming its skeleton. Image available
from http://2010stadiumwatch.blogspot.com
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Image available from http://2010stadiumwatch.blogspot.com

Figure 4.19 The structure of the building with the addition of cladding likened to the
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Image available from http://2010stadiumwatch.blogspot.com
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Figure 4.22 The skeleton of the body, forming the basic structure. Compact disc. 1999.
Images of the human body. Pepin Press
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disc. 1999. Images of the human body. Pepin Press
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human body. Pepin Press
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Images of the human body. Pepin Press
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Figure 4.28 Athean woman, garment similar to that of caryatid.

Figure 4.29 The Doric order

Figure 4.30 The Ionic order
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Figure 4.31 The Corinthian order

Figure 4.32 Woman dressed in Byzantine clothing. Dress similar to Brunelleschi dome in
structure and form.

Figure 4.33 Brunelleschi Dome

Figure 4.34 Woman headdress resembling Tudor Arch

Figure 4.35 Terminology synonymous to clothing and architecture: shelter. Hodge, B. 2006.
Skin + Bones: Parallel Practices 1in Fashion and Architecture. Exhibition Pamphlet. Los
Angeles: Museum of Contemporary Art

Figure 4.36 Terminology synonymous to clothing and architecture: suspension. Hodge, B.
2006. Skin + Bones: Parallel Practices in Fashion and Architecture. Exhibition Pamphlet.
Los Angeles: Museum of Contemporary Art

Figure 4.37 Terminology synonymous to clothing and architecture: volume. Hodge, B. 2006.
Skin + Bones: Parallel Practices 1in Fashion and Architecture. Exhibition Pamphlet. Los
Angeles: Museum of Contemporary Art

Figure 4.38 Terminology synonymous to clothing and architecture: cantilever. Hodge, B.
2006. Skin + Bones: Parallel Practices in Fashion and Architecture. Exhibition Pamphlet.
Los Angeles: Museum of Contemporary Art

Figure 4.39 An enabling prosthetic device extending the human form

Figure 4.42 Architecture as clothing as shelter for the human form. Image available from
http://lucyandbart.blogspot.com (accessed 24-03-09)

Figure 4.43 Terminology synonymous to clothing and architecture: tectonic. Hodge, B. 2006.
Skin + Bones: Parallel Practices 1in Fashion and Architecture. Exhibition Pamphlet. Los
Angeles: Museum of Contemporary Art

Figure 4.44 Terminology synonymous to clothing and architecture: drape. Hodge, B. 2006.
Skin + Bones: Parallel Practices 1in Fashion and Architecture. Exhibition Pamphlet. Los
Angeles: Museum of Contemporary Art

Figure 4.45 Terminology synonymous to clothing and architecture: drape. Hodge, B. 2006.
Skin + Bones: Parallel Practices 1in Fashion and Architecture. Exhibition Pamphlet. Los
Angeles: Museum of Contemporary Art

Figure 4.46 Terminology synonymous to clothing and architecture: drape. Hodge, B. 2006.
Skin + Bones: Parallel Practices 1in Fashion and Architecture. Exhibition Pamphlet. Los
Angeles: Museum of Contemporary Art

Figure 4.47 Slat Dance by Oskar Schlemmer, 1927. Slats were strapped to the performer to
demarcate the space occupied by the dancer’s body as well as emphasizing perspective to
the viewers. Image available from http://www.english.emory.edu/DRAMA/bauhaus20big.html
(accessed 13-03-09).

Figure 4.48 Matthew Barney Cremaster Cycle Part 5

Figure 4.49 Matthew Barney Cremaster Cycle Part 2

Part 5 Client Overview

Figure 5.1 Digital collage depicting the timeline of both the international circus as
well as the local circus. Internationally the circus developed with equestrian acts,
some 250 years later, still a firm favourite. In South Africa, the Boswell Wilkie Circus
began with equestrian n acts and sadly ended with an equestrian act just over 50 years
later.

Figure 5.2 The interior of the Cirque d’Hiver during an equestrian performance. Le
cirque d’Hiver ou Cirque Napoléon, Baucher, 1855. Unknown, 2008. Cirque d’Hiver.
Available from http://butler.cc.tut.fi/~fabre/ratsastajat/BAUCHER FR/CirquedHiver.html.
(Accessed 25-07-09)

Figure 5.3 Performer from Beijing Circus performing for Boswell Wilkie Circus, 2001.
Boswell Wilkie Circus Program: 2001

Figure 5.4 Suzie Wilkie with one of her many horses used for equestrian acts, some of
the final acts performed for the Boswell Wilkie Circus. Boswell Wilkie Circus Program:
1997

Figure 5.5 South African act from the Boswell Wilkie Circus. Boswell Wilkie Circus
Program: 2001

Figure 5.6 Flying Trapeze performers from Beijing Circus performing for Boswell Wilkie
Circus, 2001. Boswell Wilkie Circus Program: 2001

Figure 5.7 Global Boswell Wilkie Circus family comprised of local and international
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acts. “I have many friends all over the world, some I have seen after twenty years at
international circus events” (Suzie Wilkie, 2009)

Figure 5.8 Hand beaded and sequinned clown costume for Boswell Wilkie Circus performer

Part 6 Precedent Studies

Figure 6.1 The mask of the Capitol influenced by the following precedents
Figure 6.2 Elevation of Cirqur d’hiver. Hand drawing of facade

Figure 6.3 d’Hiver programme 1978 Unknown, 2008. Cirque d’Hiver. Jando, D. 2008. Cirque
d’Hiver Available from http://www.circopedia.org/index.php/Image:Cirque d$%$27Hiver
Program (c.1978).Jjpg.

(Accessed 25-07-09

Figure 6.4 Section of Cirque d’Hiver. Hand drawing of section

Figure 6.5 Cirque d’Hiver programme 1957. Unknown, 2008. Cirque d’Hiver. Jando, D. 2008.
Cirque d’Hiver Available from http://www.circopedia.org/index.php/Image:Cirque d Hiver
Program 1957.3pg. (Accessed 25-07-09)

Figure 6.6 The interior of the Cirque d’Hiver during an equestrian performance. Le
cirque d’Hiver ou Cirque Napoléon, Baucher, 1855. Unknown, 2008. Cirque d’Hiver.
Available from http://butler.cc.tut.fi/~fabre/ratsastajat/BAUCHER FR/CirquedHiver.html.
(Accessed 25-07-09)

Figure 6.7 Digital collage of Russian Doll by Viktor and Rolf

Figure 6.8 Digital Collage, Author: 2009, of Matthew Barneys Cremaster 5, set within an
atmospheric theatre. Production photographs: Cremaster 5, Michael James O’Brien, 1997)

Figure 6.9 Digital collage, Author: 2009, of Nigel Coates The Wall. Coates, 2009. Nigel
Coates. Available from http://www.nigelcoates.com/project/the wall. (Accessed 25-07-09)
Figure 6.10 Division of floor levels according to merchandise. Lewis, 1998

Figure 6.11 View of Exquisite Corpse Clothing Store from street level. Lewis, 1998

Figure 6.12 Fantastic spatial character of La danza dei pixel. Hayon, J. 2008. La danza
dei pixel (Pixel Ballet). Available from www.

hayonstudio.com. Accessed on 02-05-2008

Figure 6.13 Sycamore Grove Theatre abandoned proscenium. Unknown,1998.Available from

www . fanpop.com/spots/romeo-and-juliet (accessed 14-09-09)

Figure 6.14 Sycamore Grove Theatre view from ‘auditorium’. Unknown,1998.Available from
www . fanpop.com/spots/romeo-and-juliet (accessed 14-09-09)

Figure 6.15 Sycamore Grove Theatre view from ‘backstage’. Unknown,1998.Available from
www . fanpop.com/spots/romeo-and-juliet (accessed 14-09-09)

Figure 6.18 Still image of Philippe Petit crossing between towers of World Trade Centre,
America. Available from Man on a Wire DVD directed by James Marsh. Still image captured
by Author, 2009

Figure 6.19 Still image of Philippe Petit crossing between towers of Sydney Harbour
Bridge, Australia. Available from Man on a Wire DVD directed by James Marsh. Still image
captured by Author, 2009

Figure 6.20 Still image of Philippe Petit crossing between towers of f Notre-Dame,
Paris. Available from Man on a Wire DVD directed by James Marsh. Still image captured by
Author, 2009

Part 7 Design Explorations
Figure 7.1 View toward stage September 2009

Figure 7.2 Concept model, unfolded western interior facade, February 2009

Figure 7.3 Concept model, unfolded eastern exterior facade, February 2009
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7.4 Concept model, unfolded western interior facade, March 2009

7.5 Paper model April 2009

7.6 Plan, western facade unfolding into TPA courtyard, April 2009

7.7 Eastern facade, April 2009

7.8 Unfolding proscenium, April 2009

7.9 View from TPA courtyard with repetition of proscenium, April 2009

7.10 Model with super structure repetition of beams and columns in eastern
exterior space. Insertion of cranes to aid in skin manipulation. April 2009

7.11 Figure 10 Model with super structure repetition of beams and columns in
eastern exterior space. Insertion of cranes to aid in skin manipulation. April
2009

7.12 Figure 10 Model with super structure repetition of beams and columns in
eastern exterior space. Insertion of cranes to aid in skin manipulation. April
2009

7.13 Conceptual plan, unfolding of exterior and manipulation of balcony. April
2009

7.14 Eastern elevation April 2009

7.15 Section with manipulated balcony and eastern facade. Decision to keep
vehicular access on ground floor. May 2009

7.16 Conceptual Model May 2009

7.17 Plan, manipulation of eastern exterior space

7.18 Auditorium Section June 2009

7.19 Digital collage illustrating vertical circulation July 2009
7.20 Easter exterior space July 2009

7.21 Plan, curved pathway August 2009

7.22 Eastern facade vertical circulation and walkways July 2009
7.23 Eastern facade vertical circulation and walkways August 2009
7.24 Perspective of eastern exterior space August 2009

7.25 Model of eastern exterior space August 2009

7.26 Model of eastern exterior space September 2009

7.27 Plan September 2009

7.28 Northern elevation of Entrance Foyer overlooking exterior space September
2009

7.29 Section of Auditorium illustrating rib system and suspended skins July 2009

7.30 View toward stage September 2009

Part 8 Extending the Skin(s) : CAPITOL

Figure

8.1 Branding precedent Change. Kesselskramer promotes encourages a different

means of thinking and experiencing everyday situations. Image available from Ashworth,
C. 2001. Soon, brands of tomorrow. Brand 22. London: Laurence King Publishing
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Figure 8.2 Capitol Brand

Figure 8.3 Digital collage of Capitol Brand at night

Figure 8.4 Digital collage illustration the articulation of the masks, resulting in the
Capitol intervention

Figure 8.5 Illustration depicting the Pretoria CBD as the heart of the city.
Hierarchically Paul Kruger is largest, thus Church Square is of utmost importance

Figure 8.6 The Alter-ego’s of the Capitol Theatre attached to its desire for
manipulation and spatial continuation

Figure 8.7 digital collage depicting the transposition of the Boswell Wilkie Circus. The
circus is not rehoused in the theatre. Through sponsorship of the Tshwane Metropolitan
Municipality in collaboration with the Tshwane Cultural Centre a branch of the Boswell
Wilkie is opened in the Capitol Theatre. This collaboration between the three parties
will extend to other organisations who wish to make use of the theatre. Skills can be
gained at either the circus school or the culture centre

Figure 8.8 Illustration depicting the crossing of spatial realities and the formation
of stories in the viewers mind. Cover illustration by Jock McFadyen for the short story
Where I was written by James Kelman. Kelman, J.1985 Where was I. London: Penquin Books
Ltd

Figure 8.9 Digital collage depicting the retelling of narratives by the viewers to
Capitol. The narrative begins to manifest itself in the viewers mind upon sight of the

building and continues until it becomes but a memory

Figure 8.10 Patterned pathway projecting into sidewalk from extruded floor inviting
viewers in and has same effect as the ‘red carpet’

Figure 8.11 Sketch illustrating the two spatial conditions, that of the Capitol and that
of the street

Figure 8.12 The extrusion of the ground plane mimicking the floor of the interior

Figure 8.13 Means of manipulating the existing ground plane. The flat plane can be
strengthened by either elevating or recessing the plane. Both begin to define spaces,
those elevated become platforms on which to perform, and those recessed become niches in
which to sit

Figure 8.14 Hand drawing of the manipulation of the extruded floor

Figure 8.15 Hand drawing of the extended interior and the various elements contained
therein

Figure 8.16 Figure illustrating columns increasing in height, visually leads eye up to
the auditorium and the Capitol brand

Figure 8.17 The columns of the extended interior in their varying height create

invisible roof planes, forming an implied interior within the exterior space. It is

possible to suspend textile between the columns creating areas under which to sit

Figure 8.18 Reflective columns, distorting both viewer and spatial bodies.

Figure 8.16 Visual and spatial analysis within space

Figure 8.17 Visual and spatial analysis within space

Figure 8.19 & 8.20 Visual and spatial continuity at points is maintained whilst at
others it is disrupted. Many platforms become platforms for viewing as well as

performing

Figure 8.21 Viewed from the sidewalk the columns serve to distort the perspective of the
space. Not seen as a whole, it becomes more enticing for the viewer to enter Capitol
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Figure 8.22 Monica Bonvicini Public Toilet. Unknown. 2003. Art’s glass toilet tests

courage. Available from http://news.bbc.co.uk/2/low/entertainment/3257370.stm (accessed

13-08-9)

Figure 8.23 Hand drawing illustrating the location of the public toilets in proximity to
the Nederlandsche bank. Raised on plinths the toilets become sculptural elements.

Figure 8.24 Digital image depicting concertina arch as well as columns framing both the
auditorium entrance and hydraulic elevator respectively

Figure 8.25 Digital image of the Capitol branding and the exposure of the dome

Figure 8.26 Digital perspective of the roof terrace. Platforms on which to sit and view
events happening within the extended interior as well as nearby Church Square

Figure 8.27 Illustration of the auditorium interior indicating the various elements
therein

Figure 8.28 Diagram illustrating pedestrian movement in auditorium, between stage,
Fountain Lane, the Grand Foyer and the extended interior

Figure 8.29 Perspective of stage illustrating inverted sightlines
Figure 8.30 Conceptual detail drawing of rib

Figure 8.31 Digital Collage of auditorium interior during an event. Textile clouds are
suspended from the ribs and 1lit from below; various acts make use of the large
volume and floor area of the space. View as seen from balcony

Figure 8.32 Sightlines of the auditorium. Original sightlines toward stage, inverted
sightlines toward balcony combined sightlines emphasised by rib system

Figure 8.33 Conceptual detail of extension of stage floor area over orchestra pit

Figure 8.34 Conceptual exploded axonometric of mobile floor system (staging) used within
auditorium

Figure 8.35 Manipulation of auditorium floor plane using the mobile system. Much like the
manipulation of the extended interior.

Figure 8.36 Niche detail, respecting the memory of the sculptures that were previously
housed in the niches

Figure 8.37 Digital collage of the auditorium illustrating a possible stage
configuration. Skins suspended from the ribs alter the perception of the space. The
interior walls are hidden from view by a tight skin.

Figure 8.38 Illustration of extended interior depicting viewers having tea at a table on
one of the platforms watching a performer.

Part 9 Technical Documentation

Figure 9.1 Result of SBAT analysis, 2009

Figure 9.2 Dome rising from rear of proscenium

Figure 9.3 Conceptual drawing of northern facade of Entrance Foyer illustrating
fenestration

Figure 9.4 View of Church Square as seen from roof terrace

Figure 9.5 Walkway on eastern facade of auditorium

Figure 9.6 The completion and the positioning of the extended interior implied by the
existing and becoming a hub of interaction

Figure 9.7 Lighting of signage at night

Figure 9.8 Entrances become identifiable with the spaces

Figure 9.9 The connection of vital spaces and places within the CBD. Framework group,
2009

Figure 9.10 Conceptual illustration of balustrade on walkways and roof terrace

Figure 9.11 The manipulation of the ground plane. The heights of the platforms do not
exceed 500mm relative to one another

Figure 9.12 The placement of the ribs in the auditorium, providing a flexible system to
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aid in spatial manipulation

Figure 9.13 Conceptual illustration of a vehicle launch with the auditorium, the space

can become a drive in theatre

Figure 9.14 Conceptual model of the removal of brick from the building structure to

reveal the interior

Figure 9.15 Polycarbonate sheeting used for Capitol signage. Image available from
http://www.bdonline.co.uk/story.asp?storycode=3095203 (accessed 15-10-009)

Figure 9.16 Stainless steel used for finish on columns, either brushed or polished

Figure 9.17 TRIcore honeycomb used for the flooring of the stage system. Available from
www.design-composite.com (accessed 15-10-2009)

Figure 9.18 Synthetic grass, locally manufactured. Used in the extended interior as a
floor and wall material

Figure 9.19 Smartglass Solarshield available locally. Used for the fenestration of the
Entrance Foyer. Image available from http://www.smartglass.co.za/solarshield.asp
(accessed 15-10-09)

Figure 9.20 The concrete of the patterned pathway, extending from the entrance of the
extended interior and through to the western interior facade is shutterd in
salvaged pressed ceiling panels. Photograph taken below balcony of auditorium

Figure 9.21 Timber doors used on the eastern facade. Photograph taken in Brick Lane,
London, 2009

Figure 9.22 Tofu table light by Tokujin Yoshioka, material same as that of niche plinth.
PMMA with halogen diffuser. Fiel, P. 2005. 1000 Lights Volume.2 1960 to present.
pg:508. Italy: Taschen

Figure 9.23 Result of SBAT analysis undertaken by author for Capitol

Figure 9.24 Site Plan, illustration location of Capitol intervention within Church
Square

Figure 9.25 Demolition plan illustrating the removal of car-ports from the site and
infill from the Capitol Theatre

Figure 9.26 Demolition Elevation of eastern side of auditorium, illustrating removal of
infill

Figure 9.27 View of theatre from Church Square 2009

Figure 9.28 Street Elevation of Capitol illustrating the intervention, refer to figure
9.26. Hand drawn by author

Figure 9.29 View of Capitol from Church Square illustrating Capitol intervention. Refer
to figure 9.27

Figure 9.30 Ground Floor Plan of Capitol, hand drawn by author. Illustrating extended
interior, example of stage configuration, orchestra pit flooring and mirrored

backdrop

Figure 9.31 Balcony Plan of Capitol, hand drawn by author. Illustrating placement of
ribs,

Figure 9.32 East Elevation of Capitol illustrating the intervention, refer to figure
9.26. Hand drawn by author

Figure 9.33 Digital collage of auditorium, view from below illustrating underside of
balcony, stage, placement of ribs and skylight

Figure 9.34 Section A-A, illustrating rear of auditorium, balcony and northern facade of
Entrance Foyer. TPA building in background
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Figure 9.35 Detail A: elements of the extended interior, including patterned walkway,
recessed luminaire, re-used Kirkness Brick paving and walkway over water feature
at entrance of space

Figure 9.36 Detail B: Detail of bracket and balustrade of the cantilevered walkway of
eastern facade

Figure 9.37 Detail C: Fixing of balustrade to northern facade of entrance foyer
Figure 9.38 Detail D: Detail of balustrade illustrating hollow sections and grab rail

Figure 9.39 Section C-C illustrating extended interior, reflective WC’s, stage and
proscenium, trusses, hydraulic elevator and walkways on auditorium facade

Figure 9.40 Detail E: Detail of truss in auditorium space
Figure 9.41 Detail F: Detail of column of extended interior

Figure 9.42 Digital collage of extended interior illustrating patterned pathway,
manipulated ground plane and synthetic green wall. Church Square in background

Figure 9.43 Detail G: Detail of floor system used in auditorium

Figure 9.44 Detail H: Detail of flooring used to conceal orchestra pit and extend the
existing stage

Figure 9.45 Detail I: Detail of plinth used in niches of auditorium, respecting the
memory of previous sculptures

Figure 9.46 Section B-B through auditorium, illustrating ribs, stage and backdrop, use
of textile skin, lighting and truss suspended from ribs as well as floor system

Figure 9.47 Detail J: detail of truss system used for stage backdrop

Figure 9.48 Digital collage of elevation of stage system, play of light and distorting
effect

Figure 9.49 Digital collage, the conclusion of the Extending the Skin(s) and Capitol
intervention
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