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Editor’s Note

A
rchitecture and the built 
environment is never what it 
seems. As architects, urban 
designers, builders, clients 

and users, we create the built 
environment and we use it – but do 
we ever fully understand it? 

Our daily acts of making and 
using constantly change this complex 
world. As reflective professionals, 
investors, social activists and more, 
our lives are played out in this ‘built’ 
context. We study it, use it and, above 
all, project our wishes, dreams and 
preconceptions onto it.

For each of us, the interpretation 
and meaning of architecture and 

the resulting built and natural 
environment differs greatly. For  
each generation, for each new field  
of knowledge, for each new dream  
or philosophy, we have found new 
ways to refute old ‘facts’. 

Very often, these ‘facts’ get in 
the way of our personal visions, 
stereotypes and preconceptions. We 
need to admit to ourselves that ‘facts’ 
do not appear in the form or with the 
substance that we desire. Therefore, 
we need to constantly reinterpret the 
‘facts’ surrounding us.

Our collective knowledge as a 
profession is contained in these 
artefacts, and in the social, physical 

and economic relations they create 
or inhibit. We cannot only have 
opinions about them – we need to 
analyse them constantly as physical 
facts, and always be prepared to be 
surprised at our findings.  

Against the reality of these 
uncertainties, the world demands 
that we act – and we need to act 
decisively and rapidly. Luckily too, we 
have a wonderful ally in this constant 
demand for action. This ally is the 
healthy doubt that knowledge and 
experience can bring to our dreams 
and interpretations, in order for us 
to create inspired realities that are 
underpinned by social justice.  ■

New ways with old ‘facts’
Paul Kotze  
Editor

A Note from SAIA: 

A FOCUS ON stakeholderS
Obert Chakarisa, 
CEO of the South 
African Institute of 
Architects (SAIA)

S 
AIA is fully aware that while 
regulations are essential in our 
built environment, more  
often than not they tend to 

impact heavily on our member’s 
business operations and, in some 
cases, on their ultimate livelihood 
and financial survival.

To this end, the organisation 
has been hard at work enhancing 
its engagements with stakeholders 
and its regulator, the South African 
Council for the Architectural 
Profession (SACAP).

In February 2016, SAIA 
held its Board Meeting in 
Mpumalanga, affording members 
the opportunity to interact with 
regional stakeholders. 

SAIA CEO Obert Chakarisa gives his input on member concerns and encourages both academic and 
professional initiatives from the architectural community.

It is important to note that 
the field of stakeholders with 
whom SAIA engages ranks from 
local government authorities to 
participation by SACAP at the very 
highest level.

Key issues currently affecting the 
profession include:
• procurement of services; and
• approval processes from local  

authorities.
The latter encompasses building-
plan approvals and the professional 
regulatory context, as well as 
Competition Commission rulings. 

SAIA is pursuing all possible 
avenues to ensure that the interests 
of members are safeguarded.

SAIA’s National Architectural 

Awards programmes have kicked 
off on a positive note this year and 
will culminate with awards events 
during the second half of 2016. 

Thanks and appreciation to all 
those who have submitted entries, all 
which are of a very high standard.

As always, I end off with a 
reminder of who we are: 

Mission 
A collective Voice serving the 
interests of Architects in pursuit of 
excellence and responsible design.

Vision
SAIA Architects to be the 
Authoritative Leaders in the  
built environment.  ■
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Introducing 
new Dekton® 
XGloss

T 
his new line in the Dekton® range, produced 
by means of an advanced nanotechnological 
treatment and a mechanical polishing process, 
offers an extraordinary, dazzling, luminous, 

and crystal-like shine. Combined with the hardness 
and very high resistance characteristic of Cosentino’s 
ultra-compact surfaces, this is a line of exceptional 
performance unique in the market. No other comparable 
surface today achieves this combination of aesthetics  
and technical performance. 

The Cosentino Group, global leader in the production and distribution of innovative 
surfaces for architecture and design, demonstrates once again its capacity for innovation 
with the launch of Dekton® XGloss, a new line of polished high-tech ultra-compact surfaces 
characterised by their dazzling crystal shine. 

In order to achieve this spectacular result,  
the Cosentino Group’s R&D department spent  
almost two years developing a pioneering and  
exclusive treatment based on a nanotechnology  
called the “Nanocoating Process”. In addition to  
a high-gloss finish, this technology gives Dekton®  
XGloss water-repellent properties, which make it 
extraordinarily stain resistant, without altering  
the material’s other properties or adding any outer  
coating to the slabs.  

Consentino_Advertorial_dps.indd   4 2016/03/14   9:01 AM
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With this new launch, Cosentino has once again 
demonstrated its constant capacity for innovation, 
establishing itself as a driving force in the architectural 
and decorative surfaces sector. Here, nanotechnology 
has been used to produce and highlight an exceptional 
luminosity in its line of ultra-compact surfaces. And all of 
this is combined with superior performance and excellent 
resistance to any staining agent – a technological and 
productive system exclusive to Cosentino.

As Valentin Tijeras, Product and Innovation Director 
at Cosentino, explains: “� is commitment stems from an 
awareness of a growing demand for lustrous, dramatic 
colours in the world of design, and the realisation 
that the high-shine materials available in the market 
until now do not perform well. We therefore wanted 
to continue in our tradition as pioneers, in uniting 
spectacular beauty with high durability and stain 
resistance in XGloss.”  

Dekton® XGloss remains equally versatile and 
appropriate for any type of use, due to its very nature 
and the Particle Sintering Technology (PST), with which 
it is produced, giving the surfaces superior technical 
properties, such as resistance to UV rays and thermal 
shock, amongst others. � is makes Dekton® the perfect 
choice for indoor and outdoor, vertical and horizontal 
use, whether for � oors, stairs, façades or wall surfaces. 
All of these characteristics, together with the large size 
of the Dekton® slabs, o� er innumerable creative 
possibilities for architects and designers.  

� e new XGloss series will introduce � ve new 
colours in the “Solid” collection, and will be available 
in sizes up to 144cm x 320cm, and in thickness levels 

from 20mm to 12mm. Dekton® by Cosentino is a new 
and innovative type of surface. It has been developed 
with the aim of creating a market leader in the 
architecture and design world, in both indoor and 
outdoor spaces, comprising of a sophisticated mixture 
of raw materials used to make glass, latest-generation 
porcelain tiles and quartz surfaces. 

Dekton® can emulate any type of material. It is 
produced in large-format slabs, up to 320 cm x 144 cm, 
and is available in three thicknesses: 0.8 cm, 1.2 cm and 
2 cm. It boasts superior technical properties: resistance 
to UV rays, scratches, stains and thermal shock; and 
very low water absorption. 

All of these characteristics, unique to Dekton®, 
are present thanks to the technology used in its 
production, which has been developed exclusively 
by the Cosentino Group’s R&D Department. Dekton® is 
manufactured with Particle Sintering Technology (PST), 
an innovative ultra-compaction process. 

Dekton® is a completely revolutionary product. It is 
durable, very easy to maintain, and has potential for both 
indoor and outdoor uses, including � oors, wall surfaces, 
façades and worktops.  ■

COSENTINO SOUTH AFRICA
102 Loper Ave, Aeroport, Spartan, Kempton Park
Tel: +27 11 974 8914 
47 Montreal Extension Drive, Cape Town
Tel: +27 21 385 1866
Email: njanssens@cosentino.com 

 Dekton South Africa  
www.dekton.com/www.cosentino.com

advertorial
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notes and news

Jeremy
 Rose 
By: Phill Mashabane, architect and co-founder of Mashabane Rose Associates

J 
eremy Rose, a well-known, deeply respected and 
prolific South African architect, passed away on 
Sunday, 20 December 2015.  

Prior to 1994, he lived as a conscientious  
objector in Gaborone, Botswana, where he worked in 
partnership with Colin Savage. He was also a successful 
political and social activist, who was a member of the 
End Conscription Campaign in the 1980s.

Shortly after returning to South Africa, our 
collaboration led to the establishment of Mashabane 
Rose Associates (MRA) in 1995. Over the course  
of the next two decades, MRA proved itself to be  
a powerful force in South African post-apartheid 
architecture, producing noteworthy projects such as 
the Apartheid Museum, Liliesleaf, The Robben Island 
Millenium Museum, Hector Pieterson Memorial 
Museum, Origins Centre, University of Johannesburg 
Arts Centre, Mandela House Museum, Mandela  
Capture Site, the Market Theatre’s new Laager  
Theatre and Freedom Park. Recognised for their  
strong conceptual power and a commitment to 
contemporary design, several of these projects  
have found their way into architectural publications  
and a couple have received awards from the South 
African Institute of Architects (SAIA). 

Jeremy presented two projects (Freedom Park  
and Liliesleaf) at the 2009 World Architecture  
Festival in Barcelona and, together with myself, 
was invited to present the work of MRA at the 2014 
University of the Free State’s Sophia Gray Memorial 
Lecture and Exhibition, Bloemfontein. Among 
numerous design awards, these were two career 
highlights that Jeremy cherished.  

Jeremy’s eyes lit up at the prospect of each 
architectural competition he encountered. He loved 
nothing better than the opportunity to explore a  
new narrative, with a seemingly endless fountain 
of design ideas. For two decades, MRA has been 
synonymous with competition submissions and  
Jeremy’s presence as a fierce and enthusiastic  
competitor will be missed. Despite his rigorous  
pursuit of design excellence, Jeremy was a gentle  
giant. His high expectations were complemented  
by a genuine concern for others. He enjoyed  

teaching, periodically, at various architecture  
schools in South Africa and always embraced the 
opportunity to help aspiring young individuals  
grow their talents, with his genuine warmth and 
enthusiastic touch. 

Jeremy kept a close eye on all projects in the  
office. He spent a lot of time moving from one  
staff member to the next, exploring ideas and  
concepts. These times held stimulating architectural 
conversations – but also deeply personal ones. They  
were as much about producing work, as they were 
tutoring sessions in how to think, draw, see and make. 
His role as designer, director and mentor transcended 
work and his influence with clients, colleagues and 
students was far-reaching. His cheeky mischievous  
wit was present in all situations, and a big laugh was 
never far behind. His hearty greeting – ‘Good morning, 
Comrades’ – will be sorely missed by the MRA  
studio. He cared deeply.

Jeremy’s strong presence in the art world is  
a great loss. He loved surrounding himself with  
interesting people and was a great supporter of the 
contemporary South African art scene. His home  
was filled with art – and very often the artists  
themselves. He was a talented draughtsman, painter  
and sculptor himself, and his artworks conveyed the 
sharp wit and cheeky humour that he was so well  
known – and loved – for. 

As his long-time business associate, I recall how 
our companionship, relationship and partnership was 
strengthened by his willingness to embrace African 
totems, as a guide to dealing with circumstances  
in architecture. He strived to engage and infuse  
metaphors in architecture, which at times were only 
understood in the discourse of the field. As a result, 
he became a stickler for detail and architectural 
responsiveness for the end user. Additionally, our  
work together embraced human memory in 
architecture… we had only scratched the surface. 

In his memory: as a friend, companion, business 
partner and sounding board – the ROSE without 
 thorns at MRA – he shall be sorely missed.  
Jeremy leaves behind his beloved daughter, Maya,  
partner Mary Wafer, and a large host of friends.  ■

(1963 to 2015)
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Officially opened in December 1892, the port elizabeth opera house was 
subjected to significant alterations and additions during 1926 and 1934

1

2 3
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PROJECT 1

port elizabeth  

opera house
Change in architecture is inevitable. Buildings are seen to adapt to new cultural values and,  
through history and heritage, to embody a strong sense of place and time.
By: Gareth Leonard, architect, Johannesburg

AN ARCHITECTURE OF SYNTHESIS 

T 
he challenge facing architects is one of  
attempting to define and expand traditional 
notions of conversation, as a means of re-
evaluating our heritage, where a new narrative 

can be established that respects the past while still 
responding to present culture; an architecture of 
inclusion, integration and synergy.

Conservation architecture is a highly specialised 
field. It involves not only ethical judgements of heritage 
and memory, but also a critical understanding of the 
underlying design philosophy of the original building. 
It requires strong conceptual thinking and a clearly 
articulated design approach that not only aspires to 
highlight the value and embedded identity of the  
original structure, but also reflects the changing fabric 
and culture of the present.

Yet, of the numerous submissions and projects 
carried out on historical buildings each year, few are 
worthy of being termed good examples of conservation 
architecture. In addition to the countless unauthorised 
works on historically significant buildings, the majority 
of authorised interventions are often damaging or 
misguided, despite being readily approved and  
accepted by owners and local authorities.

South Africa currently has more than 21 000 sites 
and structures that have been identified as historically 
significant. Unlike in Europe, however, no professional 
register currently exists showing who can practise this type 
of architecture. While societies such as the Association 
for Professional Heritage Practitioners (APHP) have 
been established, they lack the authority to sufficiently 
regulate heritage and conservation architecture. 

In light of these challenges, the recent restoration and 
extension of the Port Elizabeth Opera House (PEOH) 

1 New foyer extension next to ‘old’ building. 2 View of new glass bridge. 3 View of new foyer 
staircase towards the Theatre Gallery. 

provides a compelling point of reference towards a 
progressive model for conservation architecture and  
its application within a South African context.

renovated theatre complex
Situated in Nelson Mandela Bay in the Eastern Cape,  
this lavish Victorian theatre complex is the oldest-running 
opera house in the southern hemisphere. Officially  
opened in December 1892, the PEOH was subjected to 
significant alterations and additions during 1926 and 
1934, as well as more recent additions by Stauch Vorster 
Architects in 1985. These interventions were, however, 
generally criticised for their lack of appropriateness,  
often obscuring the relationship between original and 
newer structures. 

Having recently convened the publication Architectural 
Conservation in South Africa since 1994: 100+ Projects, 
architect and professor Albrecht Herholdt, director at The 
Matrix…cc Urban Designers & Architects, is a leading 
proponent of best practice in architectural conservation.   
As one of the few firms that specialise in architectural 
conservation in Port Elizabeth, The Matrix was appointed 
to provide a new and holistic vision for this ageing 
cultural institution that would preserve its rich heritage, 
as well as bring about a contemporary extension. Funded 
by the National Department of Arts and Culture, the  
brief called for the new extension to reorganise the 
various components of the building, adding storage  
and warehouse space, rehearsal rooms, the inclusion of  
a small opera and production house, and a restaurant.  › 

ARCH78_Project1_PeOperaHouse_1.indd   9 2016/03/14   12:46 PM
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With a history of additions and extensions that 
fragmented and negatively impacted on the building, 
The Matrix was faced with the decision to either correct 
the mistakes of past architects, or accept these changes 
as part of the history of the building; for better or worse. 
Herholdt claims, ‘You respect the old by contrasting in  
a sympathetic way that also acknowledges the new.’

Conceptually, the design strives to integrate the best of 
the past, underscored by a playful philosophy of drama. 
Inspired by the idea that the sun fades colour over time, 
the use of a vibrant colour palette reveals the periodic 
evolution of the building as a legible timeline. Externally, 
as well as internally, the newest interventions are painted 
in a deep shade of maroon – whereas a lighter red is used 

Conceptually,  
the design strives  
to integrate the  
best of the past, 
underscored by  
a playful philosophy  
of drama 

4

5

6 7 8
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PROJECT 1

to highlight the extensions undertaken in 1985. Older 
additions are painted in progressively lighter colours, 
with the original building presented in neutral beige.

Programmatically the design makes significant 
changes to circulation. Changes to the old staircases  
have enabled the contemporary extension to host  
more spacious stairs and elevators, addressing the 
previous lack of accessibility and fire-compliance 
concerns. Aesthetically, the extension has been designed 
to be in contrast with the original building. However, 
this was done in order that the new extensions are 
experienced as a subtle background element, within the 
composition. Clearly articulating the existing building  
as the dominant mass, the new extension is set back  
from the street façade in order to create a public forecourt  
and gathering space. It is also intentionally set lower  
than the original building, highlighting its role as a 
subservient structure. 

Materials and methods
In terms of materiality, the design utilises a neutral 
palette of stainless steel, glass and concrete to distinguish 
the new additions. The connection between the new  
and original structure is expressed as a clear glass link, 
which includes delicate glass bridges and balustrades, 
while stainless-steel screens are employed to create  
a more layered façade, assisting with ventilation. The 
main entrance is also expressed through the use of a 
sweeping polished-steel canopy structure, pronouncing 
the foyer as the reaffirmed heart of the building. 

Incorporating access ramps and bold, custom-designed 
carpets that allude to the rich texture and spirit of the old 
theatre, the foyer provides a more accessible and inviting 
gathering space than it did previously. An intricately 
detailed stained-glass window was commissioned as a 
centrepiece above the grand staircase. Created by local 
artist David Manning, the artwork immortalises notable 
Port Elizabethan theatre stalwarts – i.e. John Kani, Athol 

Fugard and Winston Ntshona, the only three Africans  
to win the prestigious Tony award.

The foyer and extension building provide new access 
to the upper levels of the theatre complex, including to 
’The Barn’, which was originally utilised as a cabaret 
and rehearsal venue. ‘The Barn’ was extended with the 
addition of two contemporary ‘boxes’, delicately balanced 
on steel structures, which provide a more suitable scale 
between the building and the renowned Donkin Reserve – 
a public space within the heart of Port Elizabeth. Similarly, 
the top of the extension building will also feature a green 
roof, providing an intellectual link back to the reserve.

Future phasing of the PEOH will also include 
extensive work to the main stage, allowing it to 
incorporate modern stage designs and trapdoors, as  
well as stage and set-design facilities, with the intention 
of transforming the theatre complex from a receiving 
house into a production house.

At an intellectual level, the extension and restoration 
of the Opera House demonstrates an exemplary, if 
not subtle, response to the original building and its 
surrounds. By integrating the various extensions  
into an holistic picture, says Herholdt, ‘The building 
[becomes] a living representation of its history,  
reflected in its architecture.’ 

The PEOH presents a model for conservation 
architecture that integrates the best of its past, in 
harmony with a modern architectural narrative. 
Critically, the design showcases an appropriate balance 
between conservation and integration of contemporary 
architectural expression, arguably redefining the building 
beyond its previous heritage value, i.e. a successful 
adaptive synergy of past, present and future identities.  ■

4 Renovated Theatre Gallery.  5 Before The Barn extension. 6 Before the New Foyer extension 
link. 7 View from glass bridge towards new foyer extension. 8 View of The Barn extension. 
9 Typical section. 10 Site plan.

By integrating the various extensions into an holistic picture, says Herholdt, ‘The building 
[becomes] a living representation of its history, reflected in its architecture’ 

9 10

im
ag

es
: R

ob
 D

uk
er

, T
on

y 
Da

ne
v, 

Th
e M

at
ri

x…
cc

 U
rb

an
 D

es
ig

ne
rs

 a
nd

 A
rc

hi
te

ct
s

ARCH78_Project1_PeOperaHouse_1.indd   11 2016/03/11   1:29 PM



12 A RC H I T ECT U R E SA M A RC H |  A P R I L

An Architect in early Joburg –  
Kallenbach and Phillips
Kallenbach’s brother Nathan, at Hermann’s instigation, 
also emigrated in the late 1890s to establish a timber 
business. It would appear that Kallenbach’s first partner 
was a Phillips. There is evidence of a partnership 
between Kallenbach and Phillips, since their signatures 
appear on the drawings for the Maurice Building (1897); 
Kallenbach also designed the Wolf and Elias building 
in 1897. Kallenbach and Phillips were listed in the 
1903 Longland’s directory as being located at 23 to 34 
Primrose Buildings, Fraser Street. There is, however, 
no record yet of any work by the partnership after the 
Anglo-Boer War. 

However, there is an alternative history, given in the 
small booklet 90 Years, which gives the history of this 
firm as rooted in the practice of  Fleming and Reynolds 

(1894); by 1896, this had become Kallenbach and 
Reynolds. The website Artefacts records a GG Fleming 
practising as an architect from 1896, who became  
a town engineer and was in partnership with J Ellis  
in Pretoria in 1899; but there was also a GSA Fleming  
in Johannesburg, practising from 1888 to 1889. 

Edwardian architect –  
Kallenbach and Reynolds
After the Anglo Boer War, Kallenbach evidently 
returned to Johannesburg. A partnership between 
him and A Reynolds was established, which was first 
listed in 1904 in the Longland’s Transvaal directory. 
The two were in partnership from at least 1903 until 
1907 or 1908; the 1908 South African Who’s Who lists 
Kallenbach as senior partner of the firm Kallenbach 
and Reynolds.    

The early history of Hermann Kallenbach as an architect in Johannesburg is somewhat problematic 
to unravel. He arrived in the city in 1896 and started off his professional life working for a 
German architect, but left after three months to establish his own practice in October 1896. Family 
connections mattered, as Kallenbach’s maternal uncles Simon and Henry Sacke had arrived in 
Johannesburg in 1890 and were successful businessmen in the city.  
Text and photos: Professor Katherine Munro, honorary professor of the School of Architecture & Planning, University of the Witwatersrand. 

 Part 2 A distinguished career  

 Kallenbach 
 in early 
joburg
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project 2

Family connections were responsible for the 1903 to 
1904 design of Sacke building at 23/5/7 Joubert Street. 
Gerhard-Mark van der Waal sees a German Swiss 
influence in the mansard roof, almost-square windows 
and organic jugendstil (art nouveau) ornamentation. 
According to Van der Waal, it was unusual and very rare 
– a never-repeated Germanic model in Joburg.    

Kallenbach’s 1908 entry records that he worked on 
numerous commercial buildings, churches and residences 
throughout SA and notes that from 1901, the practice  
was active in Durban, Johannesburg and Pretoria.   

There was Koenig’s building in Durban (later St 
Andrew’s), the African Building in Pretoria and the 
Girls’ Boarding House of the Langlaagte Orphanage, 
commissioned in 1906 by Reverend Abraham Kriel 
(Kallenbach left a small bequest in his will to the 
orphanage). His entry also lists that he was responsible 
for new Dutch Reformed churches in Laingsburg, Barkly 
East, Hanover, Thaba ’Nchu and Riversdale. After 1908, 
nothing more was recorded of Reynolds. 

Almost as a footnote, the Dutch Reformed Church, 
Paarlshoop, Langlaagte dates from 1897 when Reverend 
Kriel engaged GG Fleming and Reynolds to design 
the church; it was inaugurated in 1902. Because of the 
Kallenbach-Reynolds partnership, the church has been 
erroneously attributed to Kallenbach.  

Religious buildings
The Fairview Dutch Reformed Church was built in  
1906, to plans prepared by Kallenbach and Reynolds. 
The cornerstone was laid on 2 May 1906 by General JH 
de la Rey and the Church was inaugurated in 1907. The 
Fairview plot is square and the church design in the 
shape of a Greek cross; a symmetrical church of dressed-
quartz stone and white-plastered accents around the 
windows. The corrugated-iron roof is simple, while the 
clock, bell tower and steeple give height. Hannes Meiring 
describes it as showing the Romanesque revival style of 
the late 19th century. The church was declared a national 
monument in 1973 and is still extant.  ›

1 Op den Bergen Street view of church. 2 Fairview Dutch Reformed Church (Kallenbach & 
Reynolds), 1906 perspective. 3 Fairview Dutch Reformed Church, portal above entrance.  
4 Fairview Church, foundation stone, 1906. 5 Façade of Fairview Dutch Reformed Church.
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Kennedy joins Kallenbach
The First Church of Christ the Scientist (1909 to 1910), 
55/7/9 Banket Street was the work of Kallenbach, now in 
partnership with Alexander McFarlane Kennedy (1877  

to 1967). Kennedy was a Scottish immigrant 
architect, who worked with Kallenbach 
between 1909 and 1913 when he emigrated 
to Canada. We do not, as yet, know when 
he arrived in SA but have noted that he was 
recorded as a member of the Association 
of Transvaal Architects in 1909. Kennedy 
remained in Canada until about 1921, when 
Kallenbach invited him to return to SA.    

Kallenbach and Kennedy were 
responsible, too, for the small Jewish 
High School (1910 to 1911) in Wolmarans 

Street, Joubert Park. This building is still extant though 
it is no longer a school and shows vast neglect. It is an 
harmonious single-storey building with two wings and  
a central dome; very much in the Arts and Crafts style. 

Greek Orthodox Church
Kallenbach was also the architect of the Greek Orthodox 
Church (1912 to 1913) at 74 Wolmarans Street. Van der 
Waal states that the Byzantine Hagia Sophia of Istanbul 
was the model. Another religious building inspired by 

the Hagia Sophia was the Great Synagogue (1912 to 1914) 
at 129 Wolmarans Street, which was designed by Swiss 
immigrant architect Theophile Schaerer (1874 to 1948). 
He was awarded the commission despite coming third in 
the competition and he went on to incorporate elements 
of the first prize winners, Stucke and Harrison.   

In a recent conversation with Dr Clive Chipkin, he 
mused that perhaps Kallenbach had not become the 
architect of the Great Synagogue because he already had 
the Greek Orthodox Church under his belt. Kallenbach’s 
Pretoria office does not appear to have lasted for any 
length of time and he mentions withdrawing from 
Durban after three years.    

Kallenbach and Indian Resistance 
Prior to 1913, Kallenbach was drawn into South African 
Indian resistance politics by Gandhi. It was Kallenbach 
who introduced Gandhi to the young Jewish woman, 
Sonia Schlesin, who became his feisty secretary. 
Kallenbach wrote that as a Jew, he understood, felt and 
resented the unjust treatment of Indians in SA.     

The Transvaal Asiatic Law Amendment Act of June 
1907 led to an intensification of Indian resistance. As 
Gandhi’s law practice suffered and he effectively ceased 
to earn an independent living, he was more dependent 
than ever on the financial support, personal friendship 
and generosity of Kallenbach to cover his ascetic living 
expenses. Tolstoy Farm from 1910, with its 445ha and 
its location 35km southwest of Johannesburg, became 
the base settlement for satyagrahis unable to earn a 
living and ready to adopt a communal ‘back to the land’ 
approach to life.  

1913 saw the climax of the satyagraha movement, 
when the Great March took place to cross the Transvaal 
border. Kallenbach also addressed the gathering at 
Volksrust. Unfortunately, he was arrested and sentenced 
to three months in jail but was then released, along with 
Gandhi and others, after six weeks.  

In July 1914 Gandhi compromised. A Commission 
of Enquiry to investigate the Asiatic question was 
established by Smuts, and the outcome was legislation 
with a number of concessions. Satyagraha was 
indefinitely suspended. Gandhi and Kallenbach had 
gained valuable political experience and the next step 
included plans to take on the British government 
regarding Indian independence.   

In 1918, the Hindu Crematorium was built at the 
edge of the Brixton Cemetery – with plans said to have 
been drawn up by Kallenbach and initiated by Ghandi 
through negotiations for the provision of land from the 
Johannesburg Town Council. This crematorium served 
the community from 1918 to 1956, and was declared  
a National Monument in 1995.  

English internment
Gandhi and Kallenbach left for England, en route to 
India, in July 1914.  This was a poor time to travel, and 
in August, war broke out and Kallenbach found himself 6 The 1907 home of Kallenbach and Gandhi at 15 Pine Road, Orchards, Joburg, called ‘The Kraal’.
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stranded in England. He was interned, because of his 
enemy alien status and German citizenship, for the 
duration of the hostilities. 

During this enforced spell in the UK, Kallenbach 
enjoyed the friendship and correspondence of Olive 
Schreiner and assisted her with various errands.    
Mike Alfred in his Johannesburg Portraits mentions  
that Kallenbach worked as a hospital medical orderly  
and was, in 1917, repatriated to Germany in an  
exchange of ‘prisoners’.

Kallenbach spent time helping his family in the 
aftermath of war, but could find no employment and 
returned to SA. He did not travel to India until 1937,  
and made a second journey in 1939.  

Re-establishing the practice
After WWI, Kallenbach returned to Johannesburg 
and re-established his practice. He was joined by 
Kennedy, who returned from Canada. Chipkin in his 
Johannesburg Style describes a Georgian revival in the 
Joburg of the 1920s. The style was ‘secular urban …  
with its marked human scale and dignity’ and identifies 
four buildings of distinction. Two of these were 
designed by the Kallenbach-Kennedy practice, i.e.  
the Ritz Hotel (1923) and Lincoln Mansions (1924).  
The Ritz has long been demolished and Lincoln 
Mansions much altered since. They were redbrick,  
white-sash Queen Anne buildings with corbelled 
brickwork supporting projecting balconies.   

Chipkin describes Kallenbach and Kennedy as ‘a 
major nursery of architectural talent’, as numerous 
novice architects (e.g. Rex Martienssen, Bernard  
Cooke, John Fassler and Bill Pabst) were employed  
there. The 1927/1928 South African Who’s Who  
shows a photograph of a now rather middle-aged 
Kallenbach, described as ‘from 1922, senior partner  
of the firm Kallenbach & Kennedy’, with Joburg  
(Sackes Building) and once again Durban (he was a 
member of the Natal Provincial Institute of Architects) 
as places of business.  

By that date, the oeuvre of work extended across 
commercial buildings, hotels, residential blocks, 
churches and residences, with Durban structures 
including Bombay Bazaar buildings, Wyham Flats  
(sic) and ‘Beachhurst’. Kallenbach’s private residential 
address was given as Linksfield Ridge, Joburg. 

Domestic architecture
Bernard Cooke, in a letter from April 1999, describes  
his time in the Kallenbach office in 1929 as a first- 
year student:

‘At that time, he was building (or altering) his home 
in Linksfield on the Ridge…  and I was given minor 
details to draw out. I well remember Kallenbach, a stocky 
burly man who wore coarse tweed suits smelling like 
haystacks, bursting into the office saying, “Cooke, how 
is it with my pantry shelves?” This later became a sort of 
classic office remark.’   

There is a photograph of the Kallenbach’s Linksfield 
house in Alkis Doucakis’ book, showing the view 
westward, with a slate roof, a recessed patio veranda, 
natural dressed-quartz stone walls and wood-framed 
cottage windows. Today, that property still has its fine 
viewsite looking north but has not been preserved as  
a heritage site. 

Gilbert Herbert mentions, in his book Martienssen 
and the International Style, that Martienssen (1905 to 
1942) spent 1929 in the office of Kallenbach, Kennedy 
and Furner, gaining experience. While Herbert picks up 
on the (unsubstantiated) comment in Cooke’s letter to 
Ms Flo Bird that the Linksfield Ridge House was partly 
or wholly designed by Martienssen, he was only 24-years 
old at the time and it was unlikely that Kallenbach  
would have entrusted the design to such a novice.

The ‘Furner Factor’   
Arthur Stanley Furner (1892 to 1971) joined the practice 
in 1929 and, thereafter, the firm became Kallenbach, 
Kennedy and Furner.

Furner was elected an associate member of the RIBA 
in 1920 and came to SA in 1925 to take up a full-time 
senior lecturer post at Wits. He was also editor, for three 
years, of the South African Architectural Record. At the 
end of 1928, Furner resigned to enter into partnership 
with Kallenbach and Kennedy. 

Furner’s influence on the design work of the firm  
was pronounced. An assistant in the office, Werner 
Wagner, stated that in the partnership Kallenbach 
brought in the work, Kennedy was the technical man  
and Furner was the architect. This is perhaps an 
unfortunate categorisation but surely contains a  
grain of truth and points to the evolution of specialist 
functions in a firm, where all three partners were 
well-respected architects. The Furner presence in 
design is referred to as ‘the Furner factor’ – he certainly 
admired the German/Austrian architects of the Modern 
Movement and witnessed with great excitement the 
interwar architectural innovation evident in Vienna, 
when he visited in 1930. The earliest executed building  
of the partnership was the Transvaal Drug Co of the 
same year.  

Plaza Cinemas 
Then came the commissions for the design of the Plaza 
Cinemas, first in Joburg and later throughout SA. Cooke 
saw Furner as the lead architect and commented:  ›

I well remember Kallenbach, a stocky burly man  
who wore coarse tweed suits smelling like haystacks, 
bursting into the office saying, ‘Cooke, how is it with 
my pantry shelves?’ This later became a sort of 
classic office remark
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‘The Plaza Cinema is probably the first significant 
modern building in SA. Though essentially modern,  
it retains residual classicism in its general proportions, 
its vertical fins like a giant order and its cornice. This 
building stands between classicism and uncompromising 
modernity; it heralds the new, yet nostalgically clings  
to the old.’   

Cinemas were the theatres of life in the 1930s, with  
the shift from silent movies to ‘talkies’, and Johannesburg 
in particular acquired several rather wonderful cinemas 
(which were more like theatres) during that decade.  
They were meant to entertain not merely via the silver 
screen, but also through their opulent sense of luxury.  
L Cumming-George, in Architecture in South Africa – 
Volume One (1933), includes an extensive commentary  
on the Johannesburg Plaza:

‘The seats are upholstered in blue and the carpet is 
blue. The curtains are a silver grey. The teak and walnut 
joinery is a very beautiful feature. The foyer is unique  
of its kind, the walls throughout being of travertine 
marble. The refreshment room is treated in light green.’   

The reputation of the Plaza was rapidly established –  
in 1931, Pearse called these buildings ‘continental’.  
While there was an elegance and a simplicity [to the 
building], with careful detailing evident in all the 
decorative features, Chipkin comments on the irony  
of the grandiose sobriety of the architecture and how  
it was not quite the right setting for the types of  
popular movies being shown or the clientele it was 
attracting at the time.  

Arop House
In 1932, Arop House, an acronym for the ‘African  
Russian Oil Products Company’ – which imported 
petroleum products from the industrialising USSR –  
was designed by Kallenbach, Kennedy and Furner.  
While it presented a different vision to that of the 
Tolstoyan rural dream, it was certainly a communist 
alternative fitting into capitalist Johannesburg. Chipkin 
describes it as ‘a symmetrical statement of the modern 
functional office block’, with ‘complex spandrel 
decorations’ below the windows; a link between  
Cubism and Art Deco.   

Thirties Revival
While the early 1930s were depression years in SA,  
once the decision was made to move off the gold 
standard and shift to a gold exchange at the end of 1932, 
the economy speedily revived. This was reflected in a 
sudden burst of new buildings, particularly in Joburg. 

By 1934, SA Builder listed 49 ‘jobs in progress’  
and Kallenbach, Kennedy and Furner (KKF) were  
seen as popular and productive, e.g. Heath’s building  
(in conjunction with Stucke and Harrison), Arundel 
Court and Chatham Court from 1934.

Synagogues of the Time  
As respected architects of the synagogues of the era,  
KKF completed the Benoni synagogue, between 1933 
and 1935, which shows a new modernity, excellent lines  
and a beautiful simplicity. 

It was just prior to this that reform Judaism arrived in 
SA and, in 1933, a site was purchased for a Temple Israel 
synagogue in Hillbrow, close to Empire Road and the 
then Clarendon Circle. A foundation stone was laid in 
1935 and the building opened in 1936. Again, the chosen 
architects were KKF. Today, the Hillbrow synagogue 
retains an active congregation and has received a blue 
plaque commemorating its heritage and history. 

Another of his firm’s synagogue commissions was  
the Community Hall for the Hebrew Congregation  
in Orion Street, Kensington, completed in 1939.   

Baragwanath Clubhouse   
Another unusual KKF commission was a new clubhouse 
for the Johannesburg Aeronautical Association at the 
Baragwanath Airfield. Sketch plans are dated 1934, 
which show a shingled roof of Californian redwood  
and domestic architectural influences.  ›7 Temple Israel by Kallenbach, Kennedy and Furner at Paul Nel Street, Hillbrow.

7
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Lewis and Marks Building  
The mature versatility of the firm was perhaps most 
evident in the second Lewis and Marks building of 
1935, a fourteen-storey structure of reinforced concrete.
It echoes the skyscraper look of the Rockefeller Center, 
New York. Chipkin argues that the skyscraper formalism 
of the building became the viable style for Joburg over 
the next 40 years, and influenced everything from His 
Majesty’s to the 1954 Escom Centre, Braamfontein.  

Housing Estates
The 1930s saw a huge interest in housing improvements 
at all levels of society. During that decade, the KKF 
combination notched up three major achievements in 
that arena. 

The huge number of African migrants to the city 
needed nearby housing. From the earliest days, there 
were locations and slum yards. High human densities 
and overcrowding bred disease and presented unhygienic 
conditions. Class and race segregation were also on  
the agenda. 

The City Council took charge and, in 1928, the  
Native Affairs Committee was established. Two 
years later, in 1930, the Johannesburg City Council 
bought land at Farm Klipspruit No 8. A town-
planning competition in 1931 invited schemes for the 
establishment of a Model Native Township for the 
Klipspruit area; this became Orlando.

The prize-winning entry (£500!) was that of KKF,  
which was showcased in the South African  › 

8 Current view of Lewis and Marks Building, President Street, Joburg. 9 Former view of Lewis and 
Marks Building, President Street, Joburg. 10 The first premiated design for the lay-out of Klipspruit 
submitted by Kallenbach, Kennedy and Furner, as published in the SA Architectural Record.

A town-planning competition in 1931 
invited schemes for the establishment 
of a Model Native Township for the 
Klipspruit area; this became Orlando

8 9
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Architectural Record (September 1931). However 
implementation of the design, based on a garden city 
vision, was difficult to accomplish. 

Orlando failed as a garden city, as Van der Waal  
points out. The construction of 1 000 houses a year  

was beyond the capacity and finances  
of the Johannesburg City Council.  
By 1935, a start had been made and  
3 000 houses had been built. By 1939, 
another 5 800 houses were completed. 
Ironically, the houses were constructed 
by white artisans. Lacking community 
centres, shopping centres and industrial 
establishments to provide local jobs, 
the result was a depressing dormitory-
like suburban sprawl that came to 
characterise Soweto. 

Far more likely to succeed was 
suburban housing envisioned for  

the northern suburbs of Johannesburg, with the 
spread northwards into suburbs like Lower Houghton, 
Saxonwold, Dunkeld and Craighall Park. In 1934, 
the Rand Daily Mail sponsored an ambitious ‘Ideal 
Homes’ exhibition, with joint competition that attracted 
prominent entries and schemes from the blossoming 
architects of the decade. Almost anticipating the Empire 
exhibition of two years later, the Exhibition was held at 
the Milner Park show grounds of the Witwatersrand 
Agricultural Society. Herbert elaborates on the 
transformation of the large Hall of Transport into  
an ‘Ideal Village’ by KKF.  

In 1936, the Jubilee Memorial of the City of Johannesburg 
was an even more lasting legacy to the firm; in the form of 
a garden village retirement complex of the Randjeslaagte 
Jubilee Memorial, Northview. By 1940, KKF had been 
elected the architects. The successful complex that resulted 
was an expression of the Garden City movement, which had 
by then made inroads in the UK and US. 

By 1940, ten buildings had been designed and erected, 
consisting of 27 flats for married couples, 20 rooms for 
single women and a Chamber of Mines Commemoration 
Hall. These cottages are set in a spacious park-like 
environment, the dark grey-slate roofs set off against 
beautiful gardens, and have proved a significant social-
city scheme for the care of the ‘aged, respectable poor’. 
Today, Randjeslaagte is a premier Joburg retirement estate 
and caters instead for the reasonably affluent professional 
retiree. Many of the blocks were donated by prominent 
citizens and institutions; KKF was a donor of block 15.

In summary
Kallenbach died in 1945, leaving an estate of over  
£80 000. In his later years, he had become a committed 
Zionist and most of it was to be devoted to the 
development of Palestine as a Jewish homeland. His 
personal library of over 5 000 books was gifted to the 
Hebrew University of Jerusalem.  

His real legacy, in architecture, had slipped into second 
place. This lay in the enduring professional firm he had 
created – one that could survive and prosper beyond his 
life – and was intimately tied to the homes and buildings 
he had created, together with his partners.  ›

11 Remembering Hermann Kallenbach, Linksfield Ridge, Joburg. 12 Kallenbach-built stone 
rondavel, exterior. 13 Kallenbach meditation stone, at Linksfield Ridge, Joburg.
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Kallenbach’s life was varied, productive and 
interesting. He brought a European dimension to his 
designs but was a pioneer of the incorporation of the 
African vernacular. He was a superb stone mason  
and this work is still to be seen in the paths, retaining 
walls, steps and stone tables of Kallenbach Drive.  
His legacy also lay in his development of Linksfield  
as a township; the fact that he financed and owned 
Tolstoy Farm is so often forgotten. 

I find it surprising that the SA Architectural Record 
carried a 1946 obituary for Herbert Baker, but no 1945 
obituary of Hermann Kallenbach – but then, perhaps 
his being an ‘outsider’ and not an ‘establishment’ 
figure counted against him. His work has received 
little attention in the obvious architectural literature, 
with the exception of Chipkin and Van der Waal.
This initial foray into his work shows a remarkable 
personality: a gregarious man who crossed boundaries, 
had broad interests, thought deeply about questions of 
discrimination, and sought spiritual meaning in life. He 
crossed religious boundaries and connected with people 
across the social spectrum, from Gandhi to Schreiner to 
Abraham Kriel. Although he rooted himself in SA, he 
fostered an interest in Zionism, Palestine and his Judaic 
roots. He was a practical person who made a success  
of his practice, commissions and property investments;  
a significant founding figure of Johannesburg.

The Kallenbach legacy from the interwar period and 
over the final decades of his life was impressive.  ■

14

14 Kallenbach Drive, showing dry stone walling constructed by Herman Kallenbach himself.
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Reflections 
on a human 
rights crisis
� e design project described here received top 
honours in November 2015 at the 19 Million Project 
in Rome, along with two journalism submissions. 
� ese three endeavours will be developed into 
the European refugee installation.  
By: Nadia Tromp, architect, Johannesburg
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Reflections 
on a human 
rights crisis

T 
he world is gripped by a mass movement of people 
unlike anything we’ve seen since World War II. 
Because many people have personal experience 
of migration in their family history – o� en � eeing 

from con� ict or out of desperation – it is a subject that 
evokes strong feelings. Tens of thousands of people have 
landed in places like Lesbos, Greece or Sardinia, Italy 
in the recent past, without any worldly possessions. � e 
experience of this journey in most cases is a traumatic 
one; with the fear of not knowing what will happen once 
you arrive on the foreign shore or whether you will ever 
see your le� -behind family, again. 

According to IDEO’s Field Guide to Human-
Centered Design, ‘Embracing human-centered design 
means believing that all problems, even the seemingly 
intractable ones like poverty, gender equality and clean 
water, are solvable. Moreover, it means believing that 
the people who face these problems each day are the 
ones who hold the key to their answer. Human-centered 
design o� ers problem solvers of any stripe a chance 
to design with communities, to deeply understand the 
people they’re looking to serve, to dream up scores 
of ideas, and to create innovative new solutions rooted 
in people’s actual needs.’ 

� e challenge with this design was how to convey the 
experiences of the refugees, while retaining their dignity. 
� rough storytelling, identity can be given to the sea 
of faces and, if not to gain empathy, then to gain a better 
understanding of our shared humanity.

� e idea for this architectural installation was 
conceived as a response to this problem, while the design 
of the building has been underpinned by three ideas:  › 

1 Interior of the European installation. 2 In context at the Piazza della 
Rotunda, Rome. 3 Roof plan of the installation.

2

3
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Capturing oral history 
United Nations High Commissioner for Refugees 
(UNHCR) worker, Ekaterina, who was based in Lesbos, 
Greece, said of her experience of refugees arriving on  
the shores: ‘… It sounds well organised, but it is 
happening so fast that we do not see their faces as they 
are provided immediately with blankets, food and water 
and then taken to the registration site.’ 

This statement highlights a problem of facelessness, 
which had to be addressed. Our aim was to give agency 
back to the refugees and to create a platform for their 
stories to be heard, should they so wish. The building 
provides a platform for refugees to record their stories in 
their own language, which will be recorded in video and 
audio for transcription.’ The importance of capturing 
the stories, in order to archive and share them, is pivotal 
to the design. The design, in turn, draws on the concept 
of memory versus history, i.e. while many refugees have 
no possessions, they have their own unique stories that 
require an opportunity to be told. 

Immersive experience
The audience’s experience of the story will be one of 
immersion into the refugees’ experience. The vessel, 
which holds the experience, takes the form of a ‘black 
box’ – a non-descript envelope, filled with the treasure 
of the story within. The audience becomes an active 
participant in the story and the content of the box is 
revealed only on entry. This aspect of the experience  
will take place in virtual reality, while also engaging  
with the senses of smell and touch. It is being developed 
in collaboration with two Europe-based multimedia 
teams, while an oral-history expert is also involved.  
The documenting of the refugees’ stories will feed into  
an archive for future use. 

Experiential storytelling installations
The main gallery occupies the largest part of the building. 
This space has been conceptualised as an interactive 
space, where the visitor can gain real-time information 

on various aspects of the refugee crisis. The manipulation 
of light within this space is in complete contrast to 
the black box and is the final destination along the 
experiential journey. The modular design means that 
the museum could be erected quickly and easily; it could 
be dismantled and loaded on a truck to be transported. 
The exhibition content will be generated in any number 
of different ways, including the development of projects 
that originated from the 19 Million Project. These 
installations will take the form of touch screens, digital 
videos and live-streaming applications. What’s been 
important is to bring the human aspect back into the 
story and to give faces and names to those affected. 

This temporary, portable structure is designed to 
occupy urban public space and aims to disrupt the 
urban landscape. The building will travel from city 
to city within regions affected by the crisis. With 
Rome as host city, the Piazza Della Rotunda has been 
chosen as the first location. The Pantheon becomes the 
backdrop for this almost alien-like structure, creating an 
uncomfortable juxtaposition between the two buildings. 

The location of the installation was also deliberately 
chosen to create a forced tension within the space, and 
to compel the public to engage with the structure and 
its contents. It forces dialogue around an issue that is 
uncomfortable and difficult to deal with. This relationship 
mirrors the experience of the refugees, who arrive in a 
space where they are unexpected and at times unwanted. 

Our approach to the materiality of the building is one 
of local fabrication. The physical transformation of the 
context is temporary, but the transformation of people’s 
attitudes is permanent. Our architectural aim has been 
to create a space where the public can become immersed 
in the stories of the refugees, and where their stories  
can be experienced through a number of mediums.  

The relevance of this project in the South African 
context is huge. Johannesburg is also a city of migrants 
and our recent history stands testament to the challenges 
surrounding migration and xenophobia. For this 
reason, Ntsika Architects is working with GIfA on an 
installation, which aims to capture the stories of three 
economic migrants who’ve faced challenges and even 
death in our country.  ■ 4 & 5 Juxtaposition – the space between and a perspective.

4 5
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 OPEN ARCHITECTURE: 

PART-TIME 
BLENDED 
STUDY model  

C 
urrent statistics reveal that the bulk of previously 
disadvantaged persons in the field of architecture 
are registered at draughtsperson, technologist 
or senior technologist levels. In many cases, it is 

affordability that precludes the advancement of their 
qualifications. Most are unable to give up employment to 
return to full-time study due to various life commitments. 
Those who can study full-time, often find it difficult to 
gain admission into an academic institution; they are 
also in turn constrained by student-intake restrictions.

The OA model aims at portability, through easy 
access via the internet, from the offices of a registered 
architectural practice. It also offers access to students 
situated away from the major centres. 

OA/CPUT COLLABORATION 
The OA model is implemented through registration  
and graduation from an existing Architectural Learning 
Site (ALS), at an accredited University or University  
of Technology.

The Open Architecture (OA) educational model offers an alternative route to an architecture 
degree in SA. It is being rolled out by SAIA as the first of its transformation projects aligned  
to skills development, and addresses bottlenecks in the full-time route.
By: Lone Poulsen and Jolanda Morkel

The first Higher Education Institution to partner with 
OA was the Cape Peninsula University of Technology 
(CPUT). In 2014, a two-year blended part-time BTech 
Architectural Technology (Applied Design) programme 
commenced. The admission criteria, fees, curriculum, 
assessment, selection and moderation processes are 
aligned with the equivalent full-time programme. The 
course is facilitated by OA to suit part-time studies, 
employing alternative modes of work-integrated learning 
delivery, while optimising office-based mentoring, online 
engagement and on-campus block release interaction. 

The first cohort completed the programme at the end of 
2015, and 13 students will be awarded their degrees in 2016. 

OA MODEL
The OA educational model acknowledges studio 
methodology as signature pedagogy (Shulman, 2005), 
with an emphasis on process (Ellmers et al, 2007; De la 
Harpe et al, 2009; Kuhn, 2001) and relying on engagement 
with tutors, peers and others (Maher and Simoff, 2000). 
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It is therefore designed to create and maintain a range of 
learning engagements, which build a meaningful studio 
culture even though the physical contact is limited.

The model was devised by Professor Rodney Harber 
and Mr Kevin Bingham, who investigated the Oxford 
Brookes University offering as an alternative, practice-
based method for enabling professional registration. 

This idea was adapted to suit the southern African 
context based on research, and informed by online and 
workplace interventions piloted since 2010 by Ms Jolanda 
Morkel, in the National Diploma programme at CPUT. 
The web-based platform was developed by Mr Mark Grant 
and the Construction Communication Network (CCN).

As far as we can ascertain, the OA part-time blended 
learning model is the first of its kind to deliver an 
architectural degree. It draws on the strengths and 
unique affordances of three modes of learning, for studio-
type interactions in the office, online and on campus.

To reflect on the first OA/CPUT offering, students and 
employers/mentors were invited to give feedback at the 

end of 2015 by means of a short online survey. Some of 
the most pertinent issues are included below.

a) Office-based mentoring
Students must be employed by a South African Council 
for the Architectural Profession (SACAP)-registered 
professional senior architectural technologist or 
professional architect. They must be supported by the 
office and permitted to make use of a portion of its time and 
resources in their studies, as well as provided with access  
to an approved mentor allocated to guide their studies. 

This aspect of the learning model has proven the 
most challenging. Although the feedback received from 
employers has been positive and 70 percent of those 
who responded indicated that they would be willing 
to mentor students in the future, it can be difficult to 
balance study and work in the office.  › 

1 2015 portfolio review, Hazel Momberg.

1
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Part-time study seems to be misunderstood as 
an after-hours endeavour, and despite a signed 
Memorandum Of Agreement (MOA) guiding the roles 
and responsibilities of the employer/mentor, student  

and educator, 68 percent of the students 
who responded reported that they were 
not granted any office time to produce 
work towards their studies. 

According to the MOA, two-to-three 
days per week should be spent by students 
on their studies (equivalent to 50 percent 
of full-time studies). Although study 
activities would continue after hours, 
students need to be released from  
a share of their office commitments to 
adequately meet their study requirements. 
However, only five percent of the student 
respondents indicated that they were 
granted as many as three-to-five office 
hours per week in this regard, i.e.:

‘… Since Mandla* was doing the school programme 
on a part-time basis and had to work full time, striking a 
balance was always very difficult as he had to concentrate 
more on work deadlines … than school tasks.’

(2014 to 2015 employer/mentor 2)

b) On-campus block release programmes
Presented three times a year for three to six days each, 
on-campus block release programmes are geared 
towards academic preparation work, workshops, subject 

assessments and portfolio reviews. These concentrated 
and focused workshop-type sessions provide the 
opportunity for group work and hands-on learning, 
thereby supporting ongoing online learning and 
mentoring in the office. 

In 2015, year-end portfolio reviews were hosted at 
the Cape Institute for Architecture (CIfA) premises, 
providing an excellent venue to celebrate the students’ 
work. To further reinforce university-practice 
collaboration, employers will, in future, be invited  
to participate in these sessions.

c) Online engagement
Ongoing online formal and informal engagements 
are facilitated for a range of synchronous (real-time) 
and asynchronous (over-time) interactions. The 
formal online learning platform provides structure 
and guidance through announcements, a calendar 
and hangout space for discussion. A closed Facebook 
group supports informal learning through sharing of 
information, discussion and social conversation.

Rather than attending lectures for theory courses, 
students complete theory assignments by means of 
self-directed learning, which takes place through 
engagement with multimedia resources (including texts 
and videos), in forum dicussions and via the uploading 
of work for feedback. Supporting recorded lectures are 
made available on the learning platform. 

In addition to the workplace studio, a virtual 
studio is provided through weekly online webinar crit 
sessions (using audio and digital on-screen sketching), 
which are recorded and made available to all students. 
Furthermore, students keep design journals, one for  
each project, as a process narrative. These resemble   
a blog, containing drawings and text, and are  › 2 2015 portfolio review, Peter Klue. 3 The first OA graduating group with staff.

In 2015, year-end 
portfolio reviews 

were hosted at the 
Cape Institute for 

Architecture (CIfA) 
premises, providing 
an excellent venue 

to celebrate the 
students’ work

2 3
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arranged in chronological order to reflect their 
individual design process and in order to receive written 
and graphic feedback from tutors and peers. 

‘The online crits were just like a real classroom.’
(2014 to 2015 student 1)

Although it was anticipated that this element of the 
learning model would be most problematic, it was in 
fact easily adopted by students and staff, with minimal 
problems that were related mainly to minor bandwidth 
or hardware issues.

‘The use of communication technology and remote 
access for students reduces the amount of time spent 
out[side] of the office. We have certainly experienced a  
change in Thabo’s* level of engagement and discussion  
on architecture and design.’  

(2014 to 2015 employer/mentor 1)

ACHIEVEMENTS 2014 TO 2016
The student intake on the OA/CPUT programme has 
grown steadily from 22 in 2014 to 25 in 2015, and 34 
students have been offered places for 2016. Twelve of 
those have been admitted through a Recognition of Prior 
Learning (RPL) process, which enables students with 
no prior academic qualifications but at least 10 years of 
work experience to apply. The selection process includes 
a portfolio of work, a design test, a theory paper and 
an interview. The students come from the following 
places: Cape Town, Johannesburg, Pretoria, Durban, 
Polokwane, Windhoek, Harare and Bulawayo.   

Of the first cohort, admitted in 2014:  
• 13 students completed the BTech course, showing 

a 60 percent pass rate (seven with Previously 
Disadvantaged Individuals’ [PDI] backgrounds)

• one student deferred Year 2 studies due to illness, and 
will be re-joining the programme in 2016

• one second year student did not complete the year and 
will repeat his studies in 2016

• seven students dropped out of the programme, a  
32 percent drop-out rate

Of the second cohort, admitted in 2015:
• 12 students completed studies, showing a 48 percent 

pass rate in Year 1 (five from PDI backgrounds)
• three students will be repeating some of their subjects 

in 2016 
• 10 students dropped out of the programme, two of 

whom will be returning in 2016 (showing a 40 percent 
drop-out rate)

The relatively high dropout rate is due to financial, work-
related and/or personal problems rather than inability. This 
issue will be addressed in the future, by building closer 
relationships with participating practices and seeking 
creative financial models to suit both students and practices.

OA/CPUT submitted two student projects to the 
2014 International Union of Architects – Public Health 
Group (UIA–PHG) HEALTHCARE OTHERWHERE 

International Student Competition. Eugene Henning was 
awarded Overall Winner of the competition and Ayanda 
Ntsingana was placed among the top three in the South 
African entries. Both entries were among the top 10 
selected for display at the UIA Durban Congress 2014. 

In 2015, Ayanda Ntsingana submitted one of the 
projects he had completed as part of his studies in the 
OA/CPUT programme and won the Architectural 
Category of the PPC Imaginarium Awards, while Charl 
van der Westhuizen followed this year by achieving a 
finalist position in the 2015/2016 competition. 

Specialised Exhibitions Montgomery, organiser of 
Interbuild Africa 2014 in collaboration SAIA, presented 
three awards to OA/CPUT students, based on merit and 
need, at the Interbuild Africa event. These awards will 
contine to be presented on an annual basis.

FUTURE OA PROGRAMMES
Some progress has been made in discussions with ALS 
partners for the delivery of post-graduate programmes 
in architecture. There are also plans to offer freestanding 
online modules, and to expand current Continuing 
Professional Development (CPD) course offerings.

CONCLUSION
The OA virtual-learning interface has demonstrated that 
it is possible to successfully enable studio-based learning 
in an online environment, and through the various  
face-to-face interactions of the blended programme.  
This is evidenced by the standard of the work achieved 
and the positive comments of the external moderators 
who reviewed the work. For more information and 
videos, see www.openarchitecture.co.za.  ■
(* Pseudonyms have been used to protect the students’ identities.)
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ARCH78_CPUT_1.indd   33 2016/03/14   12:53 PM



34 A RC H I T ECT U R E SA M A RC H |  A P R I L

What is the benefit of collaboration in architectural education and practice? The authors examine 
the concept for its ability to create well-balanced industry professionals, in part 2 of this article.

By: Hermie E Delport-Voulgarelis and Rudolf Perold, senior lecturers at the Cape Peninsula University of Technology

Part 2 Exploring collaboration in architectural education:  

towards 
design-build 
projects 

4. A series of design-build constructions 
The Design Build Research Studio has initiated a number  
of design-build constructions over the past few years.  
The aims of these constructions include exploring 
alternatives to the conventional studio, investing and 
making a difference in local communities, and embedding 
a sense of social responsibility in students while opening up 

the possibility of alternative types of practice.
These design-build constructions were 

executed within the existing academic 
paradigm, which is supportive  
of conventional studio and curriculum, not 
design-build. The constructions were not 
designed specifically with collaboration 
principles in mind, but with the idea that 
group work was implied, even if just from the 
perspective of a practical necessity. For the 
pedagogic design of the constructions, we 

could rely on our own experience of teaching and learning 
in the conventional studio and in practice, and on what was 
available in the literature. There is also a certain inherent 

flexibility in the architectural curriculum that enables the 
introduction of explorative projects (Brown, 2012: 228).

What emerged from the constructions was the 
inherent presence of opportunities for collaboration and 
a supportive environment, where some of the underlying 
rules for collaboration are already in existence. An 
exploration of these emerging patterns is presented 
below. The descriptions of the constructions are very 
succinct, and aim to contextualise and focus on the 
students’ processes. Instances of individual and group 
work are mentioned. The projects were completed mostly 
in the second year, except if mentioned otherwise.

4.1. St Michael’s project 
The St Michael’s project was featured in ARCHSA 
(Nov|Dec 2012, Nov|Dec 2013). There were three 
separate constructions, each approached differently in 
terms of organisational and design process. St Michael’s 
is a multi-grade rural school, and the aim was to improve 
the spatial teaching facilities and introduce students to  
a design-build activity. 

THERE IS AN INHERENT 
FLEXIBILITY IN THE 

ARCHITECTURAL 
CURRICULUM THAT 

ENABLES EXPLORATIVE 
PROJECTS
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1 & 2 Second-year students, 2011, building an outdoor classroom. 3 Second-year students, 2012, 
building a solar screen for the library.

4.1.1. St Michael’s 1 (StM1)
In February 2011 seventy students visited the site, 
discussed the project with the school community, 
gathered contextual information and collated this 
in groups. Until June, students individually studied 
and designed projects focused on timber-framed 
construction – part of the second-year curriculum. The 
design commenced with a collaborative brainstorming 
session in August. The ideas were consolidated 
during a discussion session, after which students had 
to individually prepare and submit ideas, including 
analysed precedent. Tutors identified resonating ideas 
and discussed this with the school’s management team.

Ten students volunteered to take part in the final 
design process, while the remainder of the class was 
divided into groups for organisational aspects, including 
acquiring sponsored construction material. 

An outdoor classroom space was built in two weeks 
in October/November 2011. On site, students worked 
in smaller groups of between five and eight. Sometimes, 
students moved between groups. Two professionals joined 
the project: a local architect-builder and a self-taught 
building specialist. The build part of the activity was 
finished on time and handed over to the school during 
a celebratory function. As a final part of the activity, 
students had to submit an individual reflective essay. 

4.1.2. St Michael’s 2 (StM2)
In 2012, two further activities were undertaken.  
The first involved students of the extended curriculum 
programme (ECP)1. A group of 20 students completed a 
small project, in which they extended the deck and made 
a screen that defined a play area for the Grade R learners.

4.1.3. St Michael’s 3 (StM3)
In the second 2012 activity, a solar protection screen  
over the existing container and a library within the 
container were constructed.

During the year up to September, students did 
preparation work similar to that done in 2011. The  
design process started as a studio-based collaborative 
exercise. Students in groups of two designed and 
developed their ideas. Thereafter, the groups merged  
with other groups and ideas were combined. This exercise 
was repeated a number of times, each time reducing the 
number of proposals. The final three proposals were 
discussed with the entire group and the main ideas 
identified. These were consolidated into a conceptual 
design. This proposal was taken to site, where a scale 
model was started, design continued on a blackboard  
and students used the actual materials – consisting 
mainly of timber – to mock up and modify the design. 
Each day the alternative half of the class went to site, 
while the remaining half undertook technological 
exercises on campus. This meant taking on site work 
that others had completed the day before, which was an 
interesting challenge. Again, students worked in small 
groups. The activity was completed during the allocated 
time, mostly in the rain, and handed over to the school.  › 

THIS MEANT TAKING ON SITE WORK THAT OTHERS  
HAD COMPLETED THE DAY BEFORE, WHICH WAS  
AN INTERESTING CHALLENGE

1

2

3
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4 & 5 Second-year students, 2014, building a deck and vertical food garden.

 4.2. Sutherland (S)
In 2012, the Sutherland 4x4 Route Overnight Retreat 
– involving eight students – was introduced to the 
third-year of teaching. Conceptual and technological 
development spanned eight weeks. Unfortunately, this 
project was not built due to funding constraints. 

Students visited the farm near Sutherland and, as  
a group, did site investigation and interviews with the 
client. After the immersion on site, the students went 
back to the studio and two additional students joined  
the team. It was a challenge to get the new group 

members to understand the physical site, 
but it did provide an opportunity for good 
group discussion. 

During two interactive sessions 
per week, tutors acted as facilitators 
and soundboards. Key outcomes 
were established as a group, and the 
collaborative making of physical models 
of the proposals were much emphasised. 
The students first developed individual 
design models based on the collective 
concept statement. The pooling of design 
ideas with fellow students was initially met 

with apprehension, but the potential for a multitude of 
creative design solutions soon became clear. Individual 
idea models were discussed; strong and overlapping 
ideas were identified; and lastly these were formalised 
into collaborative idea models. Lecturers facilitated the 
establishment of guiding principles by asking questions 
and emphasising reflection, allowing each student to 
voice their opinions. 

4.3. Hangberg (H)
This project, undertaken in 2014, involved collaboration 
with design activists Stephen Lamb and Andrew Lord2. 
It entailed an access deck and a vertical food garden as 
an addition to the Light House. The Light House was   
designed by Stephan Lamb and is an alternative solution 
to the City of Cape Town’s temporary relocation homes 
(Hoffman, 2014: 9).

This short, intense project, carried out over five  
days in November 2014, had as its main academic 
objectives the design of technology and learning about 
alternative practice. The completion of the work was 
not the main priority. The focus was on the quality of 
technical design resolution and participation. Students 
first met the client on site and then did an off-site 
collaborative design exercise, through drawing and 
model making. The exercise focused on the technical 
design of the timber-framed deck and vertical garden. 

Over the remainder of the week, students worked in 
small groups on different tasks. Two additional projects 
were identified in conversations with the client: the 
construction of exterior concrete stairs and of interior 
timber shelving. Found and recycled materials were used. 
Each group took control of the design and building of a 
component. There was constant interaction with the client, 
who was a knowledgeable builder and maker himself.

On the final day, progress was so good that an 
additional small chicken coop was designed and  
built before lunch. The local brass band gave a 
performance to thank the students and, after a rather 
reluctant final clean up of the site, a worsbraai was  
held for all the participants. 

POOLING OF 
DESIGN IDEAS WAS 

INITIALLY MET WITH 
APPREHENSION, BUT 
THE POTENTIAL FOR 

CREATIVE SOLUTIONS 
SOON BECAME CLEAR

refereed article:  JSAIA
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5. Reflective interpretation
We used the proposed collaborative framework (Fig. 4 
of part 1) to explore whether the underlying conditions 
and characteristics of collaboration were already present 
within these design-build constructions, while some 
of our interpretations for future implementation are 
discussed below. The quotes in italics are from the 
participating students.3

5.1. Three inherent rules
Three rules stood out as inherently integrated into  
the constructions:
• The value students themselves placed on the 

collaboration experience; 
• A common goal; and 
• A shared reward.

The value students placed on the collaboration-
experience work was evident in their behaviour, as well 
as in their written and verbal reflections. Although 
group work is often frowned upon by students in the 
conventional studio, in the design-build constructions 
they engaged with group work head-on – realising that 
the execution of the project was not possible without it: 
This project could never have been completed without the 
teamwork and [everyone’s] willingness to work (11_60). 
Students showed an understanding of the importance 
of teamwork for their future practice: I am gaining 
more and more knowledge with regards to teamwork; 
this is a tough issue, as everyone has their own ideas 
and thoughts, yet [it] is very much a part of life and the 
working profession (11_42). Students also acknowledged 
that group work was not positive all the time, but saw 
the value in the process: I am delighted at how everything 
went [according to plan], even though some group 
members were unbearable at times; …this was a learning 
process (11_40). They realised that their individual 
contribution was important to the group function:  
I like to think I played my part as a good team member 
(14_05). They also enjoyed learning about group work: …
the best learning experience was working well in a group 
(14_04). Group work is not only inherently part  
of design-build activities, but students realise the value 
on a variety of levels.

The idea of a common goal, that provides direction 
and motivation for the students as a unified body, 
is expressed by this student in anticipation of the 
upcoming project (StM1): This experience will unify us… 
[in] achieving a common goal, which is to make a success 
of the St Michael’s design-build project (11_16).

Students measured the success of the activities in  
the physical outcome of the built structure, but also 
through the social outcome. The contribution they 
made to the community provided a sense of pride 

and motivation, and became the shared reward that 
motivates collaborative activity. The importance 
and contribution of a shared reward was specifically 
evident in two activities (StM1, H), as both culminated 
in a proper ceremony that was celebratory as well  
as reflective and also involved the client/community. 
In both these activities, the client/community was  
also present during the building stage, providing a 
physical and visual motivation and impersonation 
of the social outcome – i.e. doing good to others. 
Garraway and Morkel (in Bozalek et al., 2014: 26), 
drawing on the work of Stetsenko, explain that  
where ‘the purpose of activity … is one of social 
upliftment or social justice…, [it] becomes the main 
driving force for engagement in the activity’. Johnson 
and Johnson (1994: 42) explain that an ‘important 
aspect of both small-group and whole-class processing 
is group and class celebration. It is feeling successful, 
appreciated and respected that builds commitment  
to learning’.

A student’s reflection (StM1) supports this 
motivational feeling: …one thing stands out for me:  
the little girl who thanked us, and painting everyone’s 
hand to handprint the wall we painted. Now, the hard 
sweating on that ladder wasn’t for nothing. That was  
the proudest moment of my two weeks; in fact the whole 
year. We were there and we made that change (11_40).

Students also experienced a sense of accomplishment 
in doing their work, which in itself is a reward: [Being] on 
site was great… We did a good job and i (sic) am proud of 
my team. [It] feels good [to solve] problems on site instead 
of doing it on the computer… (12_51). This all contributes 
to a very positive attitude on site: The students’ approach 
to this project was amazing (14_03).

The significance of the three entrenched rules 
[above] is that they position design-build projects as 
collaborative activities; they provide a context that lends 
itself to collaboration. The three rules are also very much 
interdependent, especially [as regards] activities set in 
a social upliftment context (StM1, StM2, StM3, H). A 
physical context that promotes positive interdependence 
resonates with what Johnson and Johnson (1999: 100) 
term ‘environmental interdependence’.

5.2. Collaborative learning,  
designing and production
Collaborative typologies (learning, designing and 
production) were all visible in these constructions (Fig. 
8 on next page). During the last stretch of each, where 
conceptual design became prototyping and prototyping 
became building, collaborative production became 
the dominant mode. This was also where collaborative 
principles were most explicitly seen (Fig. 9 on next page).  › 

THE SIGNIFICANCE OF THE THREE ENTRENCHED RULES – VALUE PLACED ON COLLABORATION, COMMON GOAL, 
SHARED REWARD – IS THAT THEY POSITION DESIGN-BUILD PROJECTS AS COLLABORATIVE ACTIVITIES

refereed article:  JSAIA

ARCH78_RefereedArticle_1.indd   39 2016/03/14   3:15 PM



40 A RC H I T ECT U R E SA M A RC H |  A P R I L

5.2.1. Collaborative learning
Collaborative learning opportunities presented 
themselves at the beginning stages of the constructions, 
during project initiation, introduction, administration 
and research. � ese are the stages of construction 
that are also closest in experience to the conventional 
studio, where research is o� en done in groups. While 
the presented constructions were not designed with 
collaborative principles in mind, it is interesting, but 
probably not surprising, that the least resonance with 
the collaboration rules was observed in the part of the 
activity most closely resembling the conventional studio. 

It seems that students were still in [an] individual 

mindset at this point, [and were] drawing on previous 
studio-learning experiences. � ey were, however, able 
to identify their own goals (StM1, S) during research 
and to self-manage [the] process, but [still appeared to 
be] learning more alongside each other than [they were 
able to learn] collaboratively. 

To enhance collaborative learning in design-build 
constructions, it could help to keep the overall 
common goal – with its physical and social outcomes 
– in mind. � is could be achieved by having more 
interim meetings with the community or client, and 
making sure that the other rules of collaboration 
are [put] in place.

5.2.2. Collaborative design
Designing collaboratively draws on previous individual 
design knowledge, but designing collaboratively is quite 
foreign to most students. Surprisingly, students were quite 
positive about the experience of developing ideas, both 
conceptual and technological, together: …[conceptual] 
designing in a group was a good exercise (12_51). [It was] 
interesting to discuss the various detailing options (12-12). 
Students found value in identifying strong ideas from 
individuals and smaller groups, and then sharing these 
together to create one design: Overall, putting all our ‘pros’ 
together, to create a masterpiece was the most exciting 
part (12_16). � ey felt they had learned something new: 
It [taught] us di� erent ways of thinking (12_51). And this 
student described the advantage of collaborative design 
as follows: …the ability to exploit each other’s strengths, 
while simultaneously building one’s own skills where 
they may be lacking (12.1_04).

Students were critical of the time allowed for the 
design exercise: I feel that [it] was not enough, but 
some good designs came from [the] exercise (12_51).  

A student described the process of not just laying the 
di� erent-sized recycled roof sheets, but making decisions 
on site regarding overlapping and positioning to achieve 
the best visual result, and then stated that design: …
doesn’t stop till the work is done (12_50).

Social and communication skills are demonstrated 
within the collaborative design process, [which] this 
student explained [when she witnessed] her group 
[reaching] consensus on the � nal design: We … gave 
each other adequate time and a chance to speak so that 
we [could] reach a fair decision (14_05).

� e group design exercises were mediated by tutors 
– speci� cally during a particular construction (S). 
During this project, the most time was spent on the 
conceptual design stage and tutors had time to mediate 
both the design task and the group function – a rule that 
made collaborative design more accessible to students 
(Tucker & Abbasi, 2012). � e amount of time ‘allowed’ 
for conceptual design, in particular, [tends to] vary 
according to construction and its integration into the 
curriculum. Spending adequate time on conceptual 
design prevents design-build from becoming [a set of] 
mere construction exercises.  ›6 Collaborative typologies; observed incidence. 7 Collaborative rules; observed incidence.

COLLABORATIVE LEARNING | COLLABORATIVE DESIGN | COLLABORATIVE PRODUCTION
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COLLABORATIVE PRODUCTION | COLLABORATIVE RULES
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 Because students [tend to] focus more on physical and 
social outcomes than on their own grades, it seems 
they are more willing [than expected] to share ideas; 
individual and competitive modes of interaction 
(Johnson & Johnson, 1994) [can then be] replaced by  
the idea of collaboration towards a bigger goal. 

5.2.3. Collaborative production
Within collaborative production, a high incidence of 
positive interdependence and promotive interaction 
[was] experienced by the students.

Positive interdependence seems intrinsically linked to 
the common goal. For positive interdependence to exist, 
there are two aspects to consider. The first is that ‘each 
group member’s efforts are required and indispensable for 
group success’, and the second that ‘each group member has 
a unique contribution to make to the joint effort because 
of his or her resources and/or role and task responsibilities’ 
(Johnson & Johnson, 1994: 38). To complete even 
a simple physical building task relies on different 
individual skills coming together at the same time. 

A student describes below how, during the building 
phase, the act of simply moving construction material 
from one point to another necessitated simple task 
interdependence through a division of labour: We 
worked well as a group, forming a chain, with everyone 
[being assigned] a specific task [in order] to get it done 
faster (11_60). Other students commented that it requires 
[the whole team] to make the physical building work 
succeed: It was great learning about the coordination, 
commitment and effort needed from all members of the 
team to allow a flow of construction (14_03). 

In the prototyping phase (StM3, S, H), either large-
scale physical models or full-scale modelling with actual 
materials informed design decisions. Making mock-ups 
with the actual materials required constant discussion and 
feedback between members. Tasks were shared, including 
[record-keeping] (sketches, photographs); physically 
manipulating materials; and viewing results from 
different elevational perspectives. Students realised that 
each individual has a part to play in the whole: …everyone 
has there (sic) own duties on site, as everyone [is] an expert 
on some or other part of [the] construction (12_51).

Promotive interaction supports positive 
interdependence. [It] requires mutual accountability for 
team performance and shared responsibility for each 
other (Tucker & Abbasi, 2012), and encouragement and 
facilitation between members to execute the tasks that 
will lead to the realisation of shared goals (Johnson & 
Johnson, 1994: 4). During the prototyping (StM3, S, H) 
and building phases (StM1, StM2, StM3, S, H), students 
reflected concern and care for each other: We need to 

take into consideration how we will function in a safe 
and healthy workplace and [look] out for each other 
during this process (14_04). They were also encouraging 
[of] each other on site: Regardless of the bad weather… 
we made the best of the moment, singing all the way… 
(11_40). And on social media: Well done group B, we did 
a gr8 job… So far so GOOD! (11_61).

Caring about others you work with increases 
commitment, responsibility and persistence, even in 
taking on difficult tasks to achieve the common goal. 
[Also], ‘long-term and persistent efforts to achieve do not 
come from the head; they come from the heart’ (Johnson 
& Johnson, 1994: 47).

The challenge would be to construct the experience [so 
that] promotive interaction [could] be present in more 
stages of the project, not just in the physical building 
[stage]. In the two constructions (StM3, S) where group 
work was used during the design process, including the 
full-scale mock-ups, [promotive interaction] contributed 
considerably to positive interaction. All students could 
take an active part in the design development, beyond 
the initial conceptual exercise. 

To a minor extent, collaborative production was 
present in the fundraising, material sourcing and 
administrative aspects of one construction (StM1). 
Students had to share this work, as it [added up to]  
a substantial amount of work.

During collaborative production, the small groups 
were able to self-manage tasks independently of 
supervision: …it was left completely [to the group]  
to reach the goal of that particular day, thus [enabling 
them to learn] the value of time and task completion 
(11_16). The bigger group needed guidance for reflection. 
Here, tutors took an active part in organising reflective 
feedback and planning sessions in the afternoons and/or 
mornings. To function optimally on a building site, this 
type of meeting is a necessity and, again, [an] inherent 
opportunity to practise self-evaluation and reflection  
[is provided]. It would be possible to give control of these 
meetings over to students and to minimise the role of 
the tutors. However, they provided an opportunity to 
model good teamwork through team teaching (Tucker 
& Abbasi, 2012: 7). The question as to whether to model 
or give over control to students [depends] very much on 
where in the curriculum each construction is situated.  ›

FOR POSITIVE INTERDEPENDENCE TO EXIST… ‘EACH GROUP MEMBER’S EFFORTS ARE REQUIRED AND 
INDISPENSABLE FOR GROUP SUCCESS,’ AND ‘EACH GROUP MEMBER HAS A UNIQUE CONTRIBUTION TO  
MAKE TO THE JOINT EFFORT’

TUTORS TOOK AN ACTIVE PART IN ORGANISING  
REFLECTIVE FEEDBACK AND PLANNING SESSIONS  
IN THE AFTERNOONS AND/OR MORNINGS
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5.3.  A few other inherent principles
5.3.1. The role of the tutor
• Mediation of the task
Collaboration requires the tutor to adapt their role,  
and take an active part in managing collaboration  
by mediating both task and group function. In design-build 
projects, the tutor is not just a knowledge informer but also 
a facilitator, consultant, mentor and adviser (Tovivich, 2009; 
Chiles & Till, 2004; Van der Wath, 2013). Mediation of 
the task [occurs] in the collaborative production stage 
simply by [virtue of] the tutor being present on site and, [of 
necessity, requiring] some sort of control [over] the built 
object, outcome and safety of students and community.
• Mediation of the group function
Canizaro (2012: 33) says that ‘architecture students 
are… unaccustomed to working in groups, and [during] 
any group projects, their interpersonal dynamics must 

be managed’. More mediation of the 
group function might require more 
tutor presence, depending on whether 
students are able to learn from one 
project to another how to manage these 
dynamics themselves.

The input [of tutors] on group 
function [has already been experienced] 
and acknowledged by students: When 
we had communication problems ... a 
simple action from one of the lecturers 
… [helped us to resolve the matter more 
rapidly] (14_02). It is thus important 
to explain the value of teamwork, 
[in order] to help students with 

collaboration. This [can be shown] in the collaborative 
production phase (H): From my lecturers I learned that 
group work is best to get more work done (14_01). 

5.3.2. Communication and social skills
Communication and social skills need to be actively 
taught. Although this was not formally done in any 
of [the above] activities, students acknowledged that 
communication is important and some experienced 
learning in this regard: Teamwork and communication 
are key when working in groups (14_02), and I have learnt 
that through good communication a lot can be achieved 
(14_04). Communicating to accomplish a collective 
task is an important skill [because] ‘negotiation... (can 
be)… the object of tension between individuality and 
collectivity’ (Türkkan et al., 2012: 8).

 
5.3.3. Assessment 
One of the principles of successful collaboration is 
the assessment of the individual and team, for both 
the collaborative process and the physical outcome. 
Collaboration is one aspect that was not assessed 
formally during any of the design-build activities. Active 
participation and reflection were evaluated, but not in a 
manner that gave feedback on whether students acquired 
collaborative knowledge and skills during the process. 

1 The extended curriculum programme offers intense support to students from 
disadvantaged backgrounds in an additional pre-first year. 
2 Stephan Lamb and Andrew Lord are artists/activists of Design-Change 
(previously of Touching the Earth Lightly), and have extensive experience in 
hands-on sustainable community work.  
3 Italics are verbatim quotes from students – with the number in brackets referencing 
the year of the project, followed by a number referring to a specific student.

[Curriculum flexibility] allowed design-build 
activities to be introduced into the course, even if [this 
was done] in an ad hoc manner. This same flexibility 
could introduce a formal assessment of collaboration, 
even if the current curriculum [did] not specifically 
mention [it] as a key competency. 

5.4. Conclusion
The authors posit that evidence indicates design-build 
constructions – and the physical space they occupy 
– provide a receptive environment for collaboration. 
Although [such] projects inherently offer opportunities 
for group work, group work does not necessarily 
constitute collaboration. Even though the constructions 
explored in this paper were not designed specifically 
for collaboration, instances of collaboration were 
observed and opportunities identified. Three rules of 
collaboration – i.e. a common goal, supported positive 
interdependence and a shared reward – are all inherent 
in design-build activities, making them ideal contexts  
for teaching collaboration.

Whether we need to embed all three collaborative 
typologies in each stage of the project is debatable.  
What is significant is that most of the inherent 
collaboration observed, [occurred] in the collaborative 
production phase. Would it [then] be possible to  
posit physically making together as the underpinning 
support of the strong collaborative potential  
observed here?

Brown (in Harriss & Widder, 2014: 57) states that 
the ‘greatest opportunity presented… is not that it is 
a place to reflect on one’s own learning, but that it is a 
place to share that learning and reflection with others’. 
Sharing and reflection are as important to the tutor as 
to the students; the design-build construction becomes 
a collaborative place, an immediate present space for 
students, but also retrospective space for staff to share 
and build knowledge.

In the conventional architectural studio, ‘conflicts  
in negotiation processes are seen as matters to be  
put down, settled and absorbed in order to reach  
a final [outcome] as soon and as seamlessly as  
possible. It is important to question what is at stake 
when modes of collectivity are rigidly formed into  
a determined singular path, and what might have  
been triggered by more vigorous negotiations …  
[at] every level of the design process’ (Türkkan 
et al., 2012: 7). [Without question,] we need to  
make active use of the inherent opportunities  
to embed aspects of collaboration throughout  
design-build constructions.  ■
[Please refer to references in Issue 77, Pg 46 to 47, and online at  
www.businessmedialive.co.za/arch-sa.]  

COMMUNICATING TO 
ACCOMPLISH A COLLECTIVE 

TASK IS AN IMPORTANT 
SKILL [BECAUSE] 

‘NEGOTIATION… (CAN BE)… 
THE OBJECT OF TENSION 

BETWEEN INDIVIDUALITY 
AND COLLECTIVITY’
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technical

Corobrik Imperial NFXE perforated loadbearing brick, size 222 x 73 x 106mm, 
manufactured in accordance with SANS 227:2007, laid in stretcherbond and bedded 
and jointed in Class 111 mortar with 50mm concrete-filled cavity, as per structural 
engineer’s details.
Safintra Saflok 410, 0,55mm thick 410mm cover ZINCAL R AZ200 interlocking 
roof covering, fixed to timber purlins using SL 410 clips secured to purlins with 
2No. Safintra approved Fixtite R  (Class 3) wafer head self-tapping fasteners with 
insulation, all in accordance with the manufacturer’s recommendations.

Safintra or similar approved, 0,55mm thick ZINCAL R AZ200 window 
reveal flashing, fixed to sheeting, all in accordance with the manufacturer’s 
recommendations.

Powder-coated aluminium framed window (colour: Matt Charcoal), as per 
specialist details. Refer to window schedule.

12,5mm Lafarge plasterboard in single lengths to suit height, butt jointed and secured 
to steel studding – with 25mm drywall screws at 220mm centres. Position Insulmatt 
insulation between studs, fold top over and secure to top track with galvanised angle; 
joints to be tapped and jointed with Lafarge Jointing Compound and prepared for 
decoration. Finish with approved skim plaster at least 2,5mm thick, and finish with 
steel trowel. Apply Plascon Professional Superior Low Sheen to new interior rhinolite. 
Surface should be dry, sound, free of dirt/loose particles. Wipe down with damp cloth 
and allow to dry. Prime with one coat Professional Alkali Resistant Plaster Primer (PP 
950); finish with two coats Professional Superior Low Sheen (PEM 1000). Apply as per 
manufacturer’s instructions.

110mm Dia uPVC soil pipe, as per civil engineer’s details. Primed and painted as 
per architects’ details.

Floor structure in accordance to structural engineers’ specifications.

prop. make-up area

grano screed

ex. plant rm

ex. ablutions

lvl 41825

T 
he word opera means ‘work’ in Italian – both  
in terms of labour and the result of such labour. 
The additions to the Port Elizabeth Opera House 
could lay claim to both definitions: much care  

has been put into its contemporary detailing, offset 
against the more traditional original building, while  
the end result is both harmonious in relation to the old, 
and a new work in its own right.  

Like the inverse of internal viewing boxes for selected 
members of the audience, dramatic new external 
metal boxes – that form part of the Barn extension 

Text and compilation by: Mike Louw, Photos by: Robduker.com and Tony Danev of The Matrix…cc

BOXES AND CURTAINS
Opera House facelift

– allow a space for the actors and staff to view the daily 
performances of the citizens of Port Elizabeth. 

The Foyer Extension has been fitted with an external 
curtain of imported stainless steel mesh, which was 
manufactured by GKD Metal Fabrics in Germany. Due to 
time constraints, it was shipped to site already cut to size 
and fixed to a high-precision, galvanised steel substructure 
that is cantilevered off the building’s concrete floor slabs. 

If an opera is classified as the performance of a 
dramatic work, these additions are indeed a suitable 
home for this art form. Images on following page.  ›   

1 The Barn Extension boxes from below.

1
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150 x 150mm Galvanised mild  
steel ‘L’ section, all as per structural 
engineer’s details. 

Horseshoe anchor bolt, as per 
structural engineer’s specification.

152 x 102mm Galvanised mild  
steel ‘T’ section, all as per structural 
engineer’s details. 

152 x 102mm Galvanised mild  
steel ‘T’ section, all as per structural 
engineer’s details.

GKD creative weave ‘Futura 3110’ 
metallic architectural fabric attached 
to galvanised steel frame, as per 
architects’ and structural engineer’s 
details.

M10 Dome bolt with shear nut, as per 
structural engineer’s specifications.

38mm Thick Fibre Grating or  
similar approved fibreglass industrial 
grade, fire retardant fibreglass grating. 
Colour TBC.

152 x 102mm Galvanised mild  
steel ‘T’section, all as per structural 
engineer’s details.

GKD creative weave ‘Futura 3110’ 
metallic architectural fabric  
attached to galvanised mild steel 
frame, as per architect and structural 
engineer’s details.

Side-mounted light fitting,  
as per architects’ and electrical 
engineer’s details.

38mm Thick Fibre Grating or  
similar approved fibreglass industrial 
grade, fire retardant fibreglass grating. 
Colour TBC.

150 x 150mm Galvanised mild  
steel ‘L’ section, all as per structural 
engineer’s details.
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5M2
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FOYER

43M2

920 97

FFL 40692

T/O BALCONY SEATING
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CATWALK 01
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FOYER

43M2
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STAFF OFFICE LVL

36456

FFL 36765

STAFF OFFICE LVL

36456

02_ first floor level (uffl)

36870

T/O BALCONY SEATING

39521

03_ second floor level (uffl)

39521

04_ roof level (toc)

44490

05

PROFESSIONAL TEAM
Architects: Albrecht Herholdt, Tony Danev and Jaco 
Potgieter of The Matrix…cc Urban Designers and Architects
Quantity Surveyor: Markus Burri
Structural and Civil Engineer: JP Mulder of AfriCoast
Electrical and Mechanical Engineer: Piet Strachan  
of Royal HaskoningDHV

150 x 150mm Galvanised 
mild steel ‘L’ section, all  
as per structural engineer’s 
details. 

152 x 102mm Galvanised 
mild steel ‘T’section, all as 
per structural engineer’s 
details. 

152 x 102mm Galvanised 
mild steel ‘T’ section, all as 
per structural engineer’s 
details.

M10 Dome bolt with shear 
nut, as per structural 
engineer’s specifications.

40 x 40mm Grade 316 
stainless steel flat bar frame. 
Finish TBC.

GKD creative weave ‘Futura 
3110’ metallic architectural 
fabric attached to galvanised 
mild steel frame, as per 
architects’ and structural 
engineer’s details.

2 & 3 FaÇade screen from below.

2 3
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THE ROOFING EDGE 

R
oof Buddy’s fascia system is well suited for 
upgrading roofs (concrete or steel), and adds  
an attractive finish to any home. Manufactured 
from high-quality electro-galvanised steel, 

the product is then chemically cleaned and prime 
coated in a black E-coat finish, which is approved 
by the automotive industry and used to prime metal 
components. The system surface area can be painted 
using roof acrylic PVA or enamel paint. 

The Roof Buddy fascia system has a 20-year proven 
track record, and offers numerous advantages, such as:
• A suitable replacement for barge/fascia boards and  
 concrete verge tiles 
• Ideal for concrete and steel-roofing projects 

• Provides a secure, elegant and attractive finish
• Waterproof, resilient to hail and adverse weather 
• Resists rough handling
• Quick and easy installation – no power tools required
• Lightweight and stackable for storage
• 15-year product and one-year prime coat warranty  
 (terms and conditions apply). 
We currently supply and support a number of 
established companies in South Africa, and have been 
listed as a supplier to the Build It and BUCO Groups.

Roof Buddy is committed to providing product and 
service excellence. We participate and facilitate regular 
sales promotions and offer free on-site product training. 

For more information, visit www.roofbuddy.co.za.

The Roof Buddy fascia system, designed and 
developed specifically for the South African 
building industry, offers a unique, patented 
alternative to the more conventional types  
of fascia systems.

advertorial
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end note

This article is a reflection on the debate surrounding architecture’s role in South Africa. It was 
written in late January 2016, when South Africans were still reeling after racist comments by  
real-estate agent Penny Sparrow had ignited heated exchanges on social media.
By: Marianne de Klerk, architect and urban designer, Pretoria, and part-time lecturer, Department of Architecture,  
University of Pretoria

Debating the role of 
architecture in SA

I  started considering the nature of debate on social-
media platforms, where topics needing nuanced 
opinions and considered debate are often expressed 
in 140 characters and the extent of engagement is 

pressing a ‘like’ button. However, this platform (Twitter) 
also allows for wonderful wit expressed with great 
economy and brings multiple in-depth articles, opinions 
and visual materials to one’s virtual doorstep.

Against this background of fleeting impressions and 
vast bodies of information, how does one identify and 
engage with issues impacting the architectural profession 
in an ever-evolving society? What makes platforms 
supportive of meaningful engagement and is there 
enough interaction between architects and larger society?

As visual people, we live in a time of information 
overload. Images of buildings, landscapes and cities 
are instantly available, and architects increasingly 
self-publish and promote work on digital platforms. 
Reactions to this published work tend to be brief –  
either positive or scathingly negative – but seldom  
the result of careful consideration.

In-depth critical discussion and analysis increasingly 
falls within the sphere of academics and specialist 
commentators, with the casual observers providing 
footnotes. In the virtual sphere, consumers spend little 
time analysing the spatial and material properties of 
buildings or considering their relationship to context. 
I have also noticed that the architecture students, who 
grew up in this world, have great command of enormous 
visual resources but lack a synthesis of and insight into 
these materials – which takes time and consideration. 

A learning evolution
As traditional frameworks for educating architects are 
being questioned, learning is evolving to help students 
formulate meaningful frameworks to contextualise and 
frame a body of disparate facts and images; to make 
meaningful decisions as designers; and to create cross-
disciplinary relationships. I would argue that the same 
evolution in learning and doing is needed in practice.

Traditionally, architects serve wealthy and powerful 
patrons (and institutions) who largely dictate the manner 
of engagement in poor communities and the provision of 
housing. This will no doubt continue, but will we remain 
relevant in a society where resources are controlled by a 
few and some of the greatest needs of society fall outside 
of the sphere of practice? 

Over the past couple of decades alternative approaches 
started emerging, building on Modernist-model workers’ 
housing from the 1920s and ’30s, experiments with 
alternative culture in the 1960s and the sweat-equity 
movements of the 1970s and ’80s.  ›

1 Urban framework presentation to Slovo Park residents, by University of Pretoria architecture 
honours students, 2010.

1
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A prominent example of a shift in design discourse 
was the 2007 Design for the Other 90% exhibit, staged 
by the Cooper-Hewitt National Design Museum in 
New York and followed by the Cities exhibit in 2012. 
Ground-breaking work by Indian architects PK Das 
and Rahul Mehrota, and this year’s Pritzker Prize 
winner Chilean architect Alejandro Aravena, have 
become known for innovative and flexible housing 
solutions for the poor, flexible infrastructure solutions 
in stressed urban environments and creative social-
engagement processes.

Architects as activists and entrepreneurs have 
a proud history in this county, but their practice 
constitutes a tiny proportion of all work done. We 
largely stand outside the endeavour to provide mass 
housing, planning initiatives to change the structure 
of our cities and the upgrade of informal settlements. 
There is a wide recognition that current development 
patterns – especially with regards to RDP housing 
delivery – continue apartheid spatial policies, yet 
delivery systems are entrenched and dictated by land 
values and economic constraints. Alternatives offered 
by social housing models are exciting on a policy level, 
but rarely lead to well-designed buildings that have  
a positive impact on communities. Further, while  
there is much excitement around the transformative  
potential of large infrastructure projects (especially  
the vaunted ability of large transportation projects  
to weave together our fragmented cities), the creation  
of meaningful buildings that define inviting public 
spaces around such nodes remain the exception rather  
than the rule. 

Fresh engagement
Yet innovative architects, urban designers and 
academics are engaging in this field – focusing on 
development models driven by community engagement, 
sustainable practices built on cross-disciplinary 
engagement and activism in the urban realm. These 
endeavours take them outside their practice into 
communities and universities, and onto social media 
to advocate a new way of engaging and doing.

In a conservative discipline our clients/patrons and  
the institutions they represent favour established 
practices, ways and methods of delivery. This is 
understandable, as large investments require caution 
– but stale solutions are produced time and again with 

the same limited impacts. Thus these repetitive patterns 
of development contribute to an ever-widening gap 
between established interests and the needs of those in 
underserved communities, who are starting to react by 
threatening the establishment. 

In conclusion, I will briefly expand upon the three 
possible tools available to architects, which can allow 
them to expand the boundaries of architectural practice. 
I acknowledge, of course, that the list of practitioners  
and academics mentioned are by no means the only 
people doing meaningful work in their fields:
•   Social engagement with communities as an important 

driver of informal-settlement upgrades needs to 
become part of the toolkit of all architects. The 
research by academics, such as Dr Carin Combrinck 
of the University of Pretoria and Professor Marie 
Huchzermeyer of the University of the Witwatersrand, 
has contributed to critical discourse in the field and 
developed tested methods of active engagement in 
communities. Grass roots initiatives, rather than 
government-driven projects, are slowly laying the 
groundwork to empower residents of these settlements.

•   Cross-disciplinary engagement is admittedly a hot 
topic, but such projects are seldom realised. Architects 
working with other professionals in health, food 
security and waste management have opportunities 
to address problems beyond the resolution of a 
programme within budget. These cross-disciplinary 
projects also require a more entrepreneurial approach 
to design and development than those of the norm. 
An interesting example is a project by Local Studio’s 
Thomas Chapman who, after years of research and 
engagement (including an Urban Design Master’s 
thesis at the University of the Witwatersrand), entered 
the realm of cultural curator and social facilitator  
via the design of a Sophia Remembrance Screen  
for an NGO building. He is currently in the process  
of financing the Screen via crowd funding.
And… 

•   Activism in the Urban Realm. Too often, urban 
design tends to be a dreary and formulaic discipline, 
with indifferent results and sporadic implementation. 
In response to frustrations among those who  
would like to debate and change aspects of their 
profession, the Urban Design Institute of South 
Africa (UDISA) will be hosting an urban design 
conference, in Pretoria in mid-June, as part of 
an envisioned debate series entitled Re-Imagine 
Urbanism: Inner +City +Transformation. (Full 
disclosure: I am involved in the organisation of the 
congress.) This event is not intended as the typical 
academic congress, but will provide a platform 
for vigorous debate and workshops that consider 
the problems and potential of African inner cities. 
Architects and professionals from related industries, 
government officials and interested members of 
the public are all welcome. Time will tell if such 
initiatives will have an impact.  ■ im
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Innovative architects, urban designers and  
academics are engaging in this field –  

focusing on development models driven  
by community engagement, sustainable  

practices and activism
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