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FROM T HE EDI TOR

THE ARCHITECT AND
PUBLIC ACCOUNTABILTY

A

ll reflective and careful architects know that
every line they draw and every material
and construction method they may use will
eventually be placed under public scrutiny.
This public evaluation of their work might not
happen immediately, but it will happen and most probably
under very different circumstances under which the work
has been produced.
Here the words of Dr. Sylvia Bodei ring true when she
said: “The built object survives longer than the political
era into which it was born – as it ages, it then becomes
part of the social, political and physical landscape of
the city from which it cannot easily be unbundled.
Architecture’s relationship to the political time of
its making does not have the same longevity as the
enduring aspect of good architecture.”
This is not the last time that this thought has been
expressed and it will appear in other forms in future.
There are also many ways in which the talented
architect, with an equal measure of hindsight and
foresight, can comment on the events of their immediate
timeframe to open up a debate or to steer events into,
possibly, a more positive outcome.
For example, recently the international digital and physical
press was saturated with the news that the “Tatter Totter
Wall”, a three-piece pink seesaw that was in place for 40
minutes in 2019 was awarded the 2020 Design of the Year
award from the Design Museum in London. Placed on
the controversial US/Mexico border wall, the seesaw was
designed by architect Prof Ronald Rael (UC Berkeley) and
interior designer Prof Virginia San Fratello (San Jose State
University) and was more than ten years in the making. Here
again, with some inventive and poetic thinking, architects
could show that, that which divides humans could also unite
them with some joy. This critical thinking about a so-called
insurmountable problem does offer a respectable way out of
such situations. However, the key concepts remain: namely,
respect, humility and a longer-term vision to deal with the
immediate problems/potentials of the day.
Another of these good examples of public
accountability in a somewhat different format appears
in the permanent exhibition of the long design evolution
of the Kimbell Art Museum in Fort Worth, Texas, USA.
Prof Louis Kahn designed the older part of the Kimbell
and Mr. Renzo Piano the newer part of the building. In
this exhibition, the public is taken step-by-step through
the evolution of the design process to explain to them
the unique qualities of the combined building complex.
The older building is called the “Kahn Building” and
the newer building the “Piano Building”.This expression
of simultaneous respect and accountability has, for
example, another iteration in the public monument
to the Dutch architect, Hendrik Petrus Berlage, in
Amsterdam South (a part of the city that he designed),
6
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the public reverence for the tomb of Mimar Sinan, the
revered Turkish architect, in Istanbul and the public
park in Philadelphia introducing the work of Prof. Louis
Kahn to the public in the same area where he used to
live. It is not often that architects receive such public
recognition of their work – which at the same time
places them within the focus of public scrutiny of the
possible value that they have brought about in their
respective careers.
Architectural expression, as we know so well, could
also be how well-meaning, benign and inventive
motions of a better future could be realised. The
opposite is also true, in the way that self-serving
despots and totalitarian rulers and their architects can
use architecture for the expression of their so-called
legitimacy and ultimate self-aggrandisement.
It is within this contrast that the idea and image
of the pink seesaws gain another form of relevance.
Without this sense of responsibility towards public
accountability, the rot will eventually set in. Without
our ability to interpret and reinterpret architectural
expression for the profession and the public alike,
stagnation will occur, which will prevent all new
means of being and doing. Such new ways of doing
might also be invalidated with fearmongery. When
architecture only serves one “master” or if the
individual architect appears as a “master”, it only
shows its own decadence and empty self-assurance.
However, when it takes on multiple causes and issues,
its expression might be messier and contradictory,
but it will be healthier with much new optimism for
a, mostly, uncertain future. All of these positions will,
eventually, be revealed when done with the right
attitude towards public accountability and scrutiny.
Issue 99 of Architecture SA is, like number 98, now
in digital format. There has been a time gap between
issue 97 (June/July 2019) and issue 98 (December
2020), due to conditions beyond the control of SAIA.
Thematically, this issue returns to a partial focus on the
pedagogic outcomes and processes of the Department
of Architecture at the University of Pretoria, which
had its 75th anniversary in 2018 (see issues 95 and
97). Furthermore, a brief introduction is made to the
international prize awarded to Ntsika Architects and
the current debate of what Johannesburg could be all
about through a review of a new publication on the
city as well as a response to the current city planning
proposals to be implemented soon.
Horner, B. A review of Hans Hallen’s collective architecture in
Durban. Journal of the SA Institute of Architects. March/April
2019. P 30-35.
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ARCHITECTURAL AWARDS

AND THE POWER OF CONSTANT SCRUTINY
A roundup of SAIA’s news and events, plus planned activities for the year ahead
By: Mr. Mthembeni Mkhize, CEO SAIA

many voices
transformation webinar series
2021
webinar is FREE
and CPD accredited.
SACAP category one
with 0.25 credits.
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ARCHITECTURAL AWARDS

Over the years, SAIA has placed importance on
showcasing the excellent work produced by our
architect members. These efforts would have not been
realised without the long-term commitment to support
by our sponsor partners.
This year, SAIA will be awarding projects entered
into its two national awards programmes. COVID-19
has forced SAIA to rethink and find creative ways
to run the awards. As current level 3 lockdown
mandatory protocols restrict large social gatherings,
the awards will be packaged to allow access while still
adhering to the regulations.
Details of these awards events will be
communicated to members later.

1. SAIA Transformation many voices webinar #1.
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GIVING MEANING TO “MANY VOICES”

In August 2020, SAIA president Ms. Kate Otten
introduced “many voices” as a strategy during her
term of office. The strategy aims to listen to the many
voices in the architectural profession that are often
marginalised and unheard. The SAIA Transformation
Committee has aligned with this strategy and will be
hosting a transformation webinar and infographics
series in 2021.
The purpose of the webinars is to start conversations
on difficult but necessary topics that SAIA has left
unattended for too long. It is our hope that this
series will kick-start and inspire SAIA to undertake a
transformative journey; to be more representative,
inclusive and aligned with the broader South African
architectural profession.
The webinars will be offered as a series under the
following topics:
• Race, Transformation and SAIA
• Decolonising Architectural Education
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save the date

4
march
16:30 – 18:00

Free and CPD accredited

transformation
webinar
series
2021
many voices

4 March

29 April

17 June

Race,
Transformation
and SAIA

Decolonising
Architectural
Education

Generation
Dialogue

12 August

4 October

2 December

Why Architects
Should be
Feminists

No Borders

Practicing…

2

• Generation Dialogue
• Why Architects Should be Feminist
• No Borders
• Practising.
The social discourse and the pandemic has enabled
SAIA to participate in the broader discussions
that are happening elsewhere in the world. We
often find the profession avoiding being part of the
broader sociopolitical movements for change. Now
is the time for the architectural profession to join in
these discussions if we seek to remain relevant in
the industry.

Images: Supplied

SAIA PRACTICE

Having somehow survived the year of COVID and
the resultant lockdowns, masks, mourning, remote
meetings, and never shaking hands or hugging a
friend, it is perhaps not amiss for us at the South
African Institute of Architects to look forward, with our
members, to a better future.
And so, as we take stock of where we are and where
we want to be, the Practice Committee is pleased and
proud to report that during 2020 excellent progress
was made on a range of initiatives,, which will come to
fruition over the next few months.
• Client-Architect Agreement: this revised digital
version of the contract will be available online for
sale shortly. It is recommended for use on mainly
residential work and smaller projects where a full

team of consultants is not required.
• Letter as Contract: a straightforward proforma letter,
which when signed by both parties will become the
Agreement, will also be available online.
• QMS Toolkit: this tool is intended to assist members
in maintaining and improving the management of
their practices and thereby improving the quality of
their service to clients.
• Fee Calculating Tool: members are encouraged to
use this new improved free version published by
Fresh Projects.
And then we hope to talk. We are compiling a series of
Friday afternoon online chats/presentations and plan
to kick this off on the first Friday in May, thereafter they
will be held on the first Friday of every month. Look
out for SAIA Share | One:05, which will close off the
week in an inspiring, thought-provoking one hour and
five minutes of light and grey.

IN CONCLUSION

The Institute finds itself having to constantly scrutinise
how it plans and presents its activities for the benefit
of its members. This year, we have packaged some
exciting offerings that are relevant to the spirit of the
times. We look forward to member participation and
constructive engagement.

2. Save the date.
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A TRIBUTE TO

THE LIFE OF ERROL PIETERS
Friend, colleague, mentor and inspiration. 5 April 1951–18 April 2020
By: Mr. Siegfriedt Schmidt

”P
Errol Pieters,
Self-portrait Sketch

aul Klee took a line for a walk. It
snaked, looped, wandered off,
and turned back on itself as it
made its fitful journey through
the worlds of his invention. A line
can run dead straight, be wildly crooked, nervously
wobbly, make sensuous curves or aggressive
angles. It can meander, wander, track or trace. Be a
scribble, doodle, scratch, hatched, dashed, dribbled
or trickled. It can be precise or fuzzy, hard or soft, firm
or gentle, thin or thick. It can be smudged, smeared,
erased – or just fade away. You can push a line, drag
it, manipulate and manoeuvre it, make it delineate,
accentuate, attenuate, emphasise. A line may be
imperious or modest, authoritative or servile, brutal
or seductive, passive or active, weak or strong, thick
or thin. A line is born, and dies, in a point.”
The ability of a select few artists and architects to
see something ordinary from an angle that eludes
most of us is what makes them unique. The art of
looking sideways.
Errol was one of those. Not only when looking at
objects as simple (and complex) as a flower, but in
architecture, art, teaching, life and, most importantly,
people. All people, from all walks of life.
His own life encapsulated in the line that Klee took
for a walk.
This is not an obituary. An obituary suggests that
someone is gone, not with us anymore. For the
many whose paths he crossed, there will never be an
absence of presence.
Errol became a part of our thinking and living on
a multitude of different levels with a (sometimes
disarming and brutal) honesty, conviction of belief,
and a passion for life and those around him.
However, you sometimes had to look beyond the
scowl to appreciate the intent.

SIMILAR TO HIS ARTIST, TEACHER AND FRIEND
A true artist and teacher and a
EXCEPTIONAL TALENT FOR caring human being, manifested in
COOKING AND PAINTING, a teaching career spanning almost
years, leaving an indelible
SHARED WITH UNSELFISH 30
impression on all his students.
ENTHUSIASM, TEACHING Similar to his exceptional talent for
WAS AN ACT OF PASSION, cooking and painting, shared with
unselfish enthusiasm, teaching
LOVE AND CREATIVITY.
10
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was an act of passion, love and creativity.
Friend, mentor, philanthropist and inspiration to a
generation of the architectural fraternity through
whom his legacy will live in the work they do to
make the world a better and more beautiful place for
others. And in their own lives.
Few people outside our small group of friends
who taught and lived through the era are aware of
his journey as head of department in attempting to
create an opportunity for students who exhibited an
ability to make a successful career as an architect and
a positive contribution to society, but were barred
from doing so by some or other arbitrary obstacle
stemming from administrative autocracy, prospectus
requirements or preconceived perceptions.
After exhausting all avenues of possible
collaboration with other schools, Errol pursued
the only remaining route by initiating a process
of transforming the Department of Architecture at
Technikon Pretoria (now TUT) to create an opportunity
for commendable students to pursue a full career
path in architecture.
In the face of significant opposition from both
academia and the regulatory body, he succeeded
within an institutional academic structure that did not
allow for it. Or could not, at first, accommodate it. In
seeking to get things done, it could only be realised
by crossing boundaries and putting himself at risk for
the eventual benefit of the students.
Students are relentless in their critical scrutiny of
those who teach them. When they make a concerted
effort, travelling from different parts of the country or
the world, to visit a former lecturer at his home 10,
15 or 20 years after graduating, it is a testament in
itself. As are their tributes on social media describing
experiences, awareness and emotions as a student
and as architect:
There are two things I remember from my early
days as a student.
1. The History of Architecture classes. How he
taught me that books are meant to be used.
Written in. Highlighted. Underlined. How later
the year he lifted up my scribbled-in, highlighted,
underlined textbook and showed the class ‘what
a real textbook should look like’. I loved those
history classes. He would get this smirk on
his face and impersonate a pharaoh or some
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architect. Highly entertaining. Always slipping in
a few fatherly life lessons.
2. There was one watercolour class he presented. I sat
next to him beside the drawing board. I was in awe
of how effortless he made it look. I was appalled by
how he sucked the brushes clean with his mouth
and how he didn’t miss the opportunity to tease
me about it. To this day I also suck the watercolour
brushes clean with my mouth.
Thys always says that you never experienced a crit
until you walked out of an Errol crit, ears bleeding.
The way he said Poephol. No one could say
Poephol with such gravitas. The way he loved his
family. How he spoke of his wife. How he spoke
of Arno. With adoration, amusement and pure
love. I remember a drawing of Arno and Saskia
he shared with us sometime during our studies.
How he captured Arno’s curly hair perfectly. How
he thought the world of them. I remember how he
made time for us. How I came over to his house
in my Master’s year in the evenings and how he
patiently helped me with my speech. How he
pushed us to rethink so many aspects of design
and life in general. The last time I saw him was just
before we moved to PE. He impersonated Francien,
much to her dismay ... he showed us his incredible
studio, his paintings, his plants. We talked about
how leaving architecture for a while is a good thing.
We talked about how commercial architecture
scarred us for life. I am sure feeble writings like
these will pop up in the near and far future. From
all the people who he inspired, moulded, scolded,
bitch-slapped, loved. I am not one of his sketch
protégés, in fact, I really don’t know what he saw in
this average small-town girl with very little natural
talent or design finesse.
– Riette (with her permission)

FOOTNOTE

1

2

3

4

In February last year during a dinner at his house for a small
group of friends called die games groep, Errol, in his unique take
on things, set up a projector and screen behind the table in his
studio. After the main course, he projected a YouTube video that
was the length of time he calculated it would take him to prepare
dessert, and had us watch it while he was busy in the kitchen.
He happened upon it when searching for something else
on the internet, and found it so beautiful that he just had to
share it with us. It was “Anthem”, from Leonard Cohen’s last
performance in London in 2008 when he was 73 years old.
The birds they sang
At the break of day
Start again
I heard them say
Don’t dwell on what
Has passed away
Or what is yet to be...
Ring the bells that still can ring
Forget your perfect offering
There is a crack in everything
That is how the light gets in.
We watched it again on Saturday evening, 18 April 2020.

5

6
1.Errol – portrait sketch and doodles on serap paper. 2.Oil on Canvas – wharf with
bollard – Rab Croatia. 3.Sunnyside House Gable. 4.Study for abstracts Arathusa.
5. Bollard in Split, Croatia. 6.Sketch developing detail of own house.
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TOP HONOURS
FOR NTSIKA ARCHITECTS
Johannesburg-based Ntsika Architects
received a World Architecture Forum
Master Prize in 2019
By: Ms. Nadia Tromp

1

T

he prestigious World Architecture Master
Prize honours designs in the disciplines of
architecture, interior design, and landscape
architecture with the aim of advancing the
appreciation of architecture worldwide.
Previous winners of the award include Aedas, Shop
Architects, Zaha Hadid Architects and Skidmore,
Owings and Merrill (SOM).
The winning design – conceptualised by Nadia
Tromp of Ntsika Architects – for the Westbury
Transformation Development Centre ensured the
incorporation of local skills and innovative use of
materials to create a building that has quickly become
a landmark in this derelict part of Johannesburg.
The award builds on the World Architecture Festival
(WAF) win for Ntsika in 2017, when Tromp became the
first female architect from Africa to take home the top
honours from these awards. Furthermore, Ntsika has
gone on to win the Gauteng Institute for Architecture
(GiFA) Award in 2017, the South African Institute of
Architects (SAIA) Award 2018 and the German Design
Prize in 2019 for various works.

12
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Ntsika Architects is the only African architectural
practice to receive an award at the World Architecture
Master Prize 2019.
“I am honoured to receive this recognition for a
project that is deeply meaningful to myself and my
team. It was humbling for our project to be chosen
from among hundreds of inspiring projects submitted.
And, it was an unforgettable experience to receive the
award in the iconic Guggenheim Museum, Bilbao,”
said Tromp. “For Ntsika Architects to be named as a
finalist for the Practice of the Year Award has also been
a huge honour for us. We believe strongly in the work
that we do and the power of architecture in society.”
The 2018/2019 year has been a whirlwind year for
Tromp who is a past president of the Gauteng Institute
for Architecture (GIfA) and also serves as the director of
the International Union of Architects (UIA), Community
Architecture & Human Rights work program (CA+HR).
Ntsika Architects was also named for another award
at the AMP in 2019. The company was among four
finalists selected for the Multi-disciplinary Architecture
Practice of the Year Award.
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Images: Nadia Tromp

THE AWARD-WINNING PROJECT

The Westbury Transformation Development Centre
(WTDC) is a mixed-use public building. The project
focuses on developing an approach to engage with
communities in a meaningful and sustainable way. It
seeks to create an innovative, hybrid architecture from
a local palette of materials using local skills.
The site skirts the edge of this marginalised
community, separated from other communities
by major arterial routes. Located at the gateway
to Westbury, it offers a unique opportunity to shift
perceptions of the public and the community
regarding its worth. It alters the urban landscape and
offers the prospect for spatial and social justice. It is
becoming somewhat of a landmark; creating a sense
of pride among the previously invisible community,
often made visible only through news reports of gang
shootings or associated social violence.
A complex project brief, with multiple end-user
stakeholders, led to a surprising design response. The
project is centred around creating smaller safe spaces
within a larger programme. The site is a long narrow
sliver of land.
The only existing building that remained, is the
old St. Barnabas School building, 1935. Although the
building has no architectural heritage value, it is an
important part of the community’s collective memory
of the space and has great cultural significance to the
people. This building becomes the anchoring point
of the site, around which the rest of the design has
been hinged. It has been repurposed as the preschool
classrooms for the Early Development Centre (ECD),
with the entrance located between the old and new
structures, wrapping a defensive courtyard against the
busy corner of Perth Rd and Harmony St.
The building envelops, restricted by a limited
buildable area, holding the corner and then steps far
back off the main street edge. This creates a generous
public space in front of the building that can be used
by the community for various social activities.

3

“I AM HONOURED TO RECEIVE THIS RECOGNITION
FOR A PROJECT THAT IS DEEPLY MEANINGFUL
TO MYSELF AND MY TEAM. IT WAS HUMBLING
FOR OUR PROJECT TO BE CHOSEN FROM AMONG
HUNDREDS OF INSPIRING PROJECTS SUBMITTED.
AND, IT WAS AN UNFORGETTABLE EXPERIENCE
TO RECEIVE THE AWARD IN THE ICONIC
GUGGENHEIM MUSEUM, BILBAO.”
The long-built form is oriented along the north-south
axis of the site, allowing the narrow floor plates to get
maximum natural daylight deep into each floor. The
western and eastern facades are intentionally short, with
minimal sun shading required. All services are located
along the southern facade.
An integrated green approach has been taken towards
the shading of the building. The northern facade has deep
horizontal fins with a large concrete overhang on the first
and second floors. A screen on the second floor is planted
with indigenous creepers that flower during summer,
creating natural shade, and lose leaves in winter, letting
in the winter sun. This living screen along the prominent
facade of the building becomes an integral passive
heating and cooling device, while colour and texture
differentiate each segment and create a link between the
external public-facing form and the internal programme
of each portion.
1. Ntsika WTDC Project. 2. Courtyard. 3. Planter
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BOOK RE VIE W

REVERSING URBAN INEQUALITY

IN JOHANNESBURG
By: Ms. Althea Peacock, LemonPebble Architects & Urban Designers, Johannesburg

Image: Supplied

R

eversing Urban1 Inequality in
Johannesburg is edited by Dr Melissa
Tandiwe Myambo.
This collection of essays by spatial
practitioners, historians, anthropologist,
political economists and other researchers is
indicative of the multiple authorships of our physical
sociopolitical, economic, historic landscape.
This review briefly reflects on some of these
snapshots that consider the interconnectivity of the
disciplines weighing in on this examination of Joburg.
The anecdotal and dramatic accounts, as in the
first paper, are endemic responses and reflective of
engrained and pervasive attitudes of privilege that
govern daily spatial practice.
There are descriptions of some of the city’s
initiatives for redressing spatial (in)equity and what
the implications of those initiatives have been or were
intended to generate.
The discussions presented here are those with
which spatial practitioners should be engaging. Some
do and some refuse to, but seeing the ugly underbelly
of spatial segregation is necessary. The forces and
decisions perpetuating that segregation must also be
scrutinised, particularly as they have been amplified
during the COVID-19 pandemic. The disturbing,
persistent legacy of Apartheid spatial planning
still manifests as phenomena of restricted access,
dislocation and displacement of people and remains a
strategy for making “desirable” places in the city.
Dr Myambo delivers a powerful critique on
Gentrification as not merely sanitising and injecting
capital into a degenerating environment. It is also
erasure and forced removal. It is exclusion and
selection of who is [un]desirable, reinforcing the
enclave paradigm and fuelling xenophobia.
There is discussion on the commodification of our
past, and how this manifests spatially, with clear
disparities in the telling of which and whose history
by whoever is given the platform to do so. Thus, Other
narratives are subverted and excluded or silenced
in favour of the preferred, more popular narratives,
which are endorsed and marketed as the only version
of the (palatable) truth that is relevant. This is an
opportunity to question the value/authenticity of
history, its authors and the context of constructing
those retrospective narratives.
Dr Dondolo delivers a thought-provoking case for
examining our own perceptions of what we believe
is the truer version of a [spatial] history. This theme
is expanded on in the next paper by Tanzeem Razak,

who speaks of the “commercialisation of
our history” as something to collect and
Instagram. Is it, no longer, the intense, ugly,
difficult and damaging phenomenon that
has left scars on the land and its people,
both physical and psychological? But there
is a silver lining it seems. By questioning our
elitism we are given agency, by being able
to interrogate from alternate perspectives
and acknowledgement that there are Others
to engage with to create full representation
and participation.
That imperative towards representation or
even acknowledgement of the people living
in our cities is expanded in “Life Behind the
Shop”. It is these unseen, un[der]represented
and silenced stories that create, connect and
constitute living in our cities.
Understanding economies, informality, global
effects on emerging markets, and historical and social
narratives as threads, which when woven together,
make this intensely dynamic and polymorphic city. It is
a reflection to and of the global attitudes to people and
place, which is why we so often can recognise spatial
inequity in the world before other people do.
These provocative essays are but a starting point
for more spatial practitioners and other professions
involved in the curating and decision-making that
forms our cities.
Our current global context has given us trauma
and tragedy. Consequently, we have been gifted
vulnerability and the discomforting opportunities
wrought by resistance to change and anxious
necessity.

Reversing Urban
Inequality in
Johannesburg is a
collection of essays.

THAT IMPERATIVE TOWARDS REPRESENTATION
OR EVEN ACKNOWLEDGEMENT OF THE PEOPLE
LIVING IN OUR CITIES IS EXPANDED IN “LIFE
BEHIND THE SHOP”. IT IS THESE UNSEEN,
UN[DER]REPRESENTED AND SILENCED STORIES
THAT CREATE, CONNECT AND CONSTITUTE
LIVING IN OUR CITIES.
FOOTNOTE
•

1
Mayambo, MT (Ed.) 2019. Reversing Urban Inequality
in Johannesburg. London & New York: Routledge.
ISBN 978 036 766 5074
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CELEBRATES 20 YEARS
Architectural Design Associates (ADA) specialises in
architecture and urban design and provides architectural
solutions to clients in both the public and private sectors
EXCELLENCE, INTEGRITY AND RESPECT

1

E

stablished in June 2000, Architectural
Design Associates (ADA) has extensive
experience in architecture. Having just
reached a milestone 20th anniversary, the
company remains committed to its vision
and is looking forward to building on this solid
foundation for an exciting future.
Founding member Dhiroo Kalian
is still involved in the practice and
WITH A STRONG lends his considerable experience
EMPHASIS ON QUALITY to the management team of
four partners, Malcom Lazarus,
DESIGN AND SERVICE Murray Field, Terence Naidoo
DELIVERY, ADA AIMS and Jason Visser, who effect a
substantial combination of design
TO EXCEED CLIENTS’ and technical skills and have
100 years of combined
EXPECTATIONS WHILE almost
industry experience. The team
REMAINING TRUE is supported by a proficient and
group of architects
TO ITS CORE DESIGN competent
and technologists, as well as
PHILOSOPHY. administrative staff.
1. From Left to right – Terence Naidoo, Malcom Lazarus, Murray Field,
Dhiroo Kalian, Jason Visser
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ADA’s vision is one of excellence, integrity and respect.
With a strong emphasis on quality design and service
delivery, ADA aims to exceed clients’ expectations
while remaining true to its core design philosophy.
ADA’s role within the built environment involves
providing responsible and sustainable architecture
that allows the practice to use innovative approaches
and express ideas to enrich people’s lives by creating
exceptional spaces.
ADA has a Level 1 B-BBEE accreditation and is
committed to recognising talent and skill in previously
disadvantaged groups to uplift the local community.
The company is 75 per cent owned and managed by
previously disadvantaged individuals (PDI), with a
staff complement that is 60 per cent PDI.
Staff development is an integral part of the growth
and future success of ADA. Its policy, from recruitment
through to skills transfer, is based on creating
meaningful participation in sustainable development.
Besides affording bursaries and technical training to
previously disadvantaged individuals, ADA provides
for further development by assisting with leadership
and management skills, encouraging continued
academic education, promoting sound architectural
practices through the company’s practice manual, and
supporting contract administration seminars.

KEY PROJECT EXPERIENCE

• Member of Lead Architect Team on the Nelson
Mandela Bay World Cup Stadium, Gqeberha
(formerly Port Elizabeth)
• Gautrain Independent Certifier, Gauteng
• Automotive Supplier Park, Rosslyn, Pretoria
• Nelson Mandela Bay Logistics Park, Gqeberha
• Botshabelo Mall, Bloemfontein
• MTN Switch Centres nationally
• McDonald’s Stores nationally
• MTN Stores nationally
• HLV Plant for Adcock Ingram in Gauteng
• PRASA Stations in KwaZulu-Natal
• JV Architects on Bridge City Mall, KwaZulu-Natal
• JV Architects on Monte Casino East End
Development, Fourways
• JV Architects on Eastgate Shopping Centre
Redevelopment and
• Southgate Shopping Centre Redevelopment
in Gauteng.
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2.

Jrej Tangawizi Motors
Location: John Ross Eco Junction,
Richards Bay, Kwazulu-Natal
Client: Stanlib Property Investments

3,4. 2010 World Cup Stadium
Location: Nelson Mandela Bay,
Gqeberha
Client: NMB Municipality

2

5.

MTN Cable Landing Station
Location: Duynefontein,
Western Cape
Client: MTN SA

6.

McDONALD’S RESTAURANTS
Location: National
Client: McDonald’s SA (Pty) Ltd

7.

Automotive Supplier Park
Location: Rosslyn, Pretoria
Client: Blue IQ

8. Smart Factory
Location: Randfontein
9.

8

Gautrain Independent Certifier
For Gauteng Province
Location: Gauteng
Client: ARUP SA

10. Jrej Tangawizi Motors
Location: John Ross Eco Junction,
Richards Bay, Kwazulu-Natal
Client: Stanlib Property Investments

3

11. ADA Offices
Location: Parkview, Johannesburg
Client: I4 Prop

9

12. VW Parts And Distribution Centre
Location: Midrand, Gauteng
Client: Volkswagen South Africa

4

13. Louis Mall
Location: Eastern Cape
Client: Luwie Properties

10

11

5

12

For more information:
011 880 0600
ada@ada.co.za
www.ada.co.za

Images: Photo Legend
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The work of Jaco Booyens (1969–), an observer of nature and materials
By: Mr. Michael Louw, School of Architecture, Planning & Geomatics, University of Cape Town.

J

1

aco Booyens was born in
Pretoria on 17 April 1969.
He spent his early years
wandering in the veld on
the eastern outskirts of
Pretoria near his parents’ home in
Constantia Park. It was here where
he first encountered structures
made out of the surrounding
earth. Besides observing the
extensive scattering of termite
mounds, a small number of
modest man-made structures
also caught his attention1: He was
surprised by their “stubbornness
to survive”2 and felt compelled
to attempt to repair one of these
dilapidated and abandoned clay
houses. Despite having to abandon this ambition
at the time due to technical difficulties3, little did he
suspect that later in his life he would become known
for his structural innovation and his knowledge of
natural earth construction.

his first year of study, he attended Professor Roger
Fisher’s Omgewingsgeskiedenis5 course. He also met
several architecture students and remembers being
fascinated by a white-line drawing by Marcus Smit,
and Pierre Swanepoel’s final-year project of a genetic
research centre6. After completing his first year of
landscape architecture, Booyens switched to
study architecture.
He acknowledges the influence Professors Schalk
le Roux, Roger Fisher and Joe Kemp (who he
describes as a “technical guy with common sense”7)
had on his development. Le Roux encouraged him
to take a year out between his third and fourth
years. During this time, he went to work for Erhard
Roxin Architects in Swakopmund, Namibia8 before

EARLY INFLUENCES AND EDUCATION

Booyens’ mother married mathematician Professor
Niko Sauer when Booyens was four years old.
He describes his stepfather as an eccentric
mathematician, scientist, electronics expert, and
amateur botanist, acknowledging him as one of his
biggest influences4.
During his schooling at Hoërskool Waterkloof in
Pretoria, Booyens spent much of his time making
observational drawings of animals and plants, citing
the encouragement he received from his art teacher
Verona Higgs. He wished to be in nature, and he was
considering studies in nature conservation before
his stepfather informed him that the University
of Pretoria was offering a new programme called
Landscape Architecture under Professor Willem van
Riet. This, he felt, might offer him the opportunity
to combine his love of nature with that of design,
so Booyens enrolled for this programme. During

1. Jaco Booyens, 2019. (Photo by Hanneke Benade). 2. One of Booyens’
observational pencil drawings of an insect, accompanied by a Jacques Kerchache
text. Jaco Booyens, 2004. (Image by Jaco Booyens, 1996, modified by author, 2019).
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returning to his studies at the University of Pretoria.
He notes that he had some differences with the
then head of department Professor Dieter Holm, but
says that Holm’s course Gebouklimaat9 triggered
something in him: it made him realise that a building
can be made like an animal or a plant to fit into a
specific habitat[10].
This concept must have resonated with some
of his childhood experiences in the Richtersveld,
which is where Booyens suspects that his love of
the desert began11. Booyens’ mother’s family was
originally from Kakamas12, and the Sauer-Booyens
family often went to the Richtersveld from there to
look for plants. His stepfather’s botanical passion
centred on lithops (succulents also known as
living stones)12. The plants, which are endemic to
the Richtersveld, have adapted to survive in the
extremes of dry climates. They, typically, have two
bulbous leaves that, in form and colour, resemble
stones found in their natural environment. This
environmental mimicry reduces the likelihood
of the plants being eaten and gives them their
natural beauty. These tiny plants seem to personify
Booyens’ philosophy that only through immersion
into an extreme environment can an equally
heightened response be developed.

3

CONTEXTUAL CONFRONTATIONS

Booyens remarks that with his final year project he
“militantly” wanted to prove that a building should
fit into its context like an animal or a plant14. This
approach would be repeated in some of his later
projects, including the Vertical Village on the River
Tiber, which he designed during his time as a Rome
Scholar in Italy15. He says an extreme environment
elevates one’s response to an equally extreme
level and hence he worked on the possibility of an
apocalyptic event for his thesis. His final year project,
Noodsentrum vir Aardbewings16, was an earthquakeresistant building situated on the San Andreas fault
in San Francisco. The building’s programme was
an emergency hospital and logistics centre, and
Booyens refers to it as a “hibernating robot”17: It
would harvest solar energy through photovoltaic
panels and store this energy in capacitors (which
meant they could be charged slowly over time, and
that a large amount of energy could be released
rapidly when needed). In the event of an earthquake,
sensors would cause the hibernating building to
“wake up”, the capacitors would release their energy
to activate large magnets that would essentially
allow the building to levitate just long enough to
survive the quake and its aftershocks. A system
of hydraulics to adjust the building’s structure
depending on different frequencies and Teflon-coated
slides below the building’s supports would further
augment its responsiveness. It was an experiment in
self-sufficiency. Besides harvesting its own energy,
a natural wetland underneath the building would
act as a biofilter and water storage device. His
examiners described the project as “a technological
fantasy of a sophisticated nature bordering on

3

industrial design and engineering”18, a description
that is also applicable to much of his later work.
After approaching the South African National
Antarctic Expedition (SANAE) several times, Booyens
finally got the opportunity to go to Antarctica in
2003. He designed a logistics centre for the Antarctic
Logistics Company International (ALCI), which was
never built, but the experience served as a bridge
between his thesis and his later work. He was struck
by the conditions in Antarctica, especially in terms
of the environment, which he experienced as having
“completely different rules” to most other places.
The equipment and structures there highlighted the
importance of engineering for him and demonstrate
how environmental circumstances can dictate the
“look” of a building.

3. Above: The east/west elevation of the Emergency Centre for Earthquakes, Jaco
Booyens, 1996. (Drawing and photo by Jaco Booyens, 1996). Below: A partial photo
of the building’s structural model, Jaco Booyens and Johan Bekker, 1996. (Image by
Jaco Booyens, 1996, modified by author, 2019).
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At the beginning of 1999, he returned to South
Africa where he was invited by Albrecht Holm and
Ferdinand Holm to participate in Project Phoenix for
Holm Jordaan and Partners21. This was a two-stage
design competition for new premises for the then
Pretoria Municipality22 after the Munitoria building
partly burnt down in 1997. They won the competition
with a building that was predominantly designed
with passive climate control in mind. Light-shelves,
large glass-roofed atrium spaces with delicate steel
structures and slim elevated water tanks stand out as
key features of the design, which was never built23.
Booyens then went to work in Knysna at Chris
Mulder and Associates Incorporated24 until 2001
when he entered and won the South African Institute
of Architects’ prestigious Rome Scholarship. He
spent nine months in Rome and while Bernini’s
sculptures and Caravaggio’s paintings made the
biggest impression on him during his stay there, the
buildings that fascinated him were the Pantheon and
the Colosseum. He remarks: “Rome displays to a
person what time is.”25 He believes that many modern
buildings are only made from hard materials and he
observed that older buildings and structures like the
Pantheon and Colosseum were made from hard and
soft materials that weather differently. He compares
their materiality to bone, tissue and skin. He carefully
studied the ancient Roman walls that were made
from layers of earth and inward-angling stone slabs.
This discovery, along with his childhood experience
with clay buildings, his love of the desert and the
onset of an opportune moment, eventually led him
back to Namibia where he would begin to experiment
with earth construction in earnest.

4

5

EARLY CAREER

After completing his BArch degree cum laude in 1996,
he did private work for a year before returning to
Namibia to work for Bob Mould Architects19. His first
project was the Namport Container Terminal Entrance
in Walvis Bay, which he worked on with Conrad
Scheffer. Booyens proposed a steel-framed roof
covered with a stretched fabric. But, due to the highly
corrosive environment, the design was developed
further to make use of a structurally efficient
reinforced concrete roof20. The building received
an Award of Merit from the Namibia Institute of
Architects in 1999.
He did some work for Knolles Green, a former
Roxin employee, before going to work as a carpenter
constructing film sets. During 1998, he worked on a
set in the desert east of Swakopmund near Rössing
that resembled a town during the First World War.
This experience led him to believe that construction
is easy, a belief that would be tested many times later
in his career.
4. Booyens in Antarctica in front of the Russian Soyuz aeroplane that the ALCI
used for transportation purposes. (Photographer unknown, 2003). 5. The Namport
Container Terminal Entrance, Walvis Bay, 1999, Jaco Booyens and Conrad Scheffer
for Bob Mould Architects. (Photo by author, 2006). 6. The Damaraland Clay Project,
Sorris Sorris Conservancy, Namibia, 2005, Jaco Booyens and Johannes Haasbroek.
(Drawing and photos by Jaco Booyens, 2006).
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BUILDING WITH THE EARTH

Booyens claims that his passion for earthen
construction is not because he is a hippie or has
any Bohemian tendencies [this is open to debate!],
but due to the abundance of earth, the low level of
skill required in its construction, and its low carbon
footprint. He cannot understand why, if earth is
such an obvious choice as a building material, it is
not being used more often. While he acknowledges
that building height and space constraints are
often problems with the use of thick earthen walls,
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7
he argues that one only has to understand earth’s
material properties and constraints – as with those of
any other building material26 – as a material suitable
for low-rise buildings within an appropriate context.
Booyens saw vaults that the architect Frenus
Rorich designed for his holiday accommodation
establishment in Swakopmund, Namibia in 1994,
and he recalls that “toe ek daai goed sien is ek
verlief”.27 He also discovered other experiments with
earthen construction in Namibia during his first stay
there in 1994 like the ones by Wiebke Volkmann in
Henties Bay28, and he eventually got his chance to
build with earth in northwestern Namibia in 2005.
The Damaraland Clay Project, in the Sorris Sorris
Conservancy, was a project that he designed and
built with long-time friend and collaborator Johannes
Haasbroek29. The buildings were built with sun-dried
clay bricks made on site with material obtained from
within a 30km radius. A free-vaulting technique
was used without formwork and about 60 local
community members were trained and employed
during construction. Regrettably, the buildings did
not survive due to water damage at an unfortunate
time of unseasonal tropical monsoon rains that
had moved southwards, funding constraints, and
unresolved political difficulties30.
Booyens collaborated with Haasbroek again on
the design and construction of Haasbroek’s own
house, suitably named Gaia31 (also referred to as Fort
Haasbroek32) near Swakopmund, Namibia. This time
they made use of 600mm thick-rammed earth walls.
Suitable material was found within five kilometres

of the site in the form of compactable soil that is
typically used as sub-base for road construction.
This material was initially mixed with five per cent
cement, but it was found that the cement was not
needed due to the natural clay content in the material
and its inherent stability33. The roof is made of
100mm thick ferro-cement vaults, while the Spanish
Oak columns are salvaged piles that washed ashore
after an oyster platform was destroyed by a storm.
Material properties and climate drove the design,
resulting in significant cost savings34. The house
is designed to be self-sufficient with photovoltaic
panels, a biogas digester, borehole, water treatment
facility, and an aquaponics system35.
Booyens’ desire to repair earth buildings came
full circle when he was invited to collaborate on
the renovation and repair of six modest buildings
on Greg Truen of SAOTA’s farm Buffelsdrift36 near
Ladismith in 2019. After removing several different
layers of plaster, he discovered that many of the
damaged old structures on the farm were built using
the poured earth method (as opposed to the more
common practice of using sun-dried clay bricks).
These were repaired using clay collected from the dry
irrigation dam, which seems to have been the source
of the clay for the original buildings too37. Once the
initial structural renovations were completed, he
proceeded to design and build a staircase in the

7. Gaia, Swakopmund, Namibia, 2019–, Jaco Booyens and Johannes Haasbroek.
(Photos by author, 2019).

ARCHITECTURE SA

FEBRUARY/MARCH

2021

21

9
9. The newly inserted staircase made from steel and
American Oak that was CNC 38 cut. Buffelsdrift Farm,
Ladismith, South Africa, 2019–, Jaco Booyens and SAOTA.
(Photos by Jaco Booyens and Greg Truen, 2019).

8

old tobacco store. This highly tectonic assemblage
(similar to several other tectonic assemblies that he
has designed and built) stands in stark contrast to the
stereotomic nature of the existing structures. It shows
that he is comfortable to design and make using both
of these modes of production.

STEREOTOMICS, TECTONICS AND
MATERIAL EFFICIENCY

Booyens’ ability to work both stereotomically
and tectonically is evident in another project on
Buffelsdrift Farm, where he had the chance to design
and build experimental catenary shell structures
made from sun-dried clay bricks on a new pump
room. He admits that shell structures have become
an “obsessive interest”39 for him and he is convinced
that they can be built cost-effectively using unskilled
labour. The shell structures on Buffelsdrift Farm
were combined with complex split steel beams with

8. The new pump room that was built using 1.2 metre-wide poured earth gable walls,
sun-dried clay brick catenary arches and complex steel beams that also function as
roof lights. Buffelsdrift Farm, Ladismith, South Africa, 2019–, Jaco Booyens and Greg
Truen (SAOTA Architects) (Photos by Jaco Booyens and Greg Truen, 2019).
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vertical flanges that allow natural daylight to flood
into the space between the vaults, while the vaults
themselves will be covered with soil and planting.
Poured earth was used for the 1.2 metre-thick gable
walls and steel tension rods were used to counteract
the shallow vaults’ lateral thrust.
His professional influences are equally balanced:
On the stereotomic side, he mentions Hassan Fathy,
Félix Candela40 and Rafael Guastavino41; on the
tectonic side, he mentions Nicholas Grimshaw42
and Renzo Piano43. He notes that the common
denominator between all of these architects’ work
is an intensive investigation into material properties
and possibilities. In Booyens’ opinion, material
suitability and efficiency is the key to any project.
If one material cannot do something, he uses a
different one. This requires some fleet-footedness,
but he states that, similar to those architects whose
work he admires, all of his projects are investigations
into what a specific material can do in a specific
application. He argues that if you can emphasise
a material’s inherent properties by using it as
efficiently as possible, you do not have to bother too
much with aesthetics as a pleasing appearance will
result naturally: the climate, structural properties,
and connections between materials become the
determinants of the building’s appearance. His
partner, the artist Hanneke Benade, often reminds
him that he cannot only be focused on utility, but he
insists that aesthetics lie in material efficiency44.
Since his thesis project, material efficiency has
been combined with the notion of self-sufficiency.
The Oxford English dictionary describes efficiency
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as “the ratio of the useful work performed by a
machine or in a process to the total energy expended
or heat taken in”, while sufficiency is described as
“an adequate amount of something, especially of
something essential”. Alessi45 describes Booyens’
architecture as “the result of a series of careful
considerations regarding a self-sustainable use
of energy, the efficient functioning of the natural
systems of energy supply, the implications of low
impact technology on the environment”. Booyens
wanted to be autonomous and self-sufficient. His
search for the essential motivated him to purchase
land in the foothills of the Langeberg between
Montagu and Barrydale. It became a long-term
research and development project where he spends
a great deal of time researching various systems
and techniques on the internet before experimenting
further on his own46. He admits that he is a
“nuuskierige agie”47, that he becomes nervous or
fearful if he does not understand something, but that
trait always makes him even more determined in his
quest. He constantly challenges himself and admits
the struggle to establish his farm pushed him to his
limits: He once said: “Die volgende sukses is nie om
geld te hê nie, maar tyd48”, but sadly his efforts on the
farm deprived him of both for quite some time. He
says the experience made him feel like an artist and
an athlete49. He designed and built his wind turbine,
installed a ram-pump to get fresh water from a
nearby stream, implemented a series of permaculture
initiatives, and designed and built all of the structures
on the property. He refers to his own house as an
“architectural shack”50 and dryly remarks: “Dit is ‘n
maaksel. Dis nie regtig ‘n plek waar ordentlike mense
sal wil woon nie.”51
He designed and built this “shack” almost singlehandedly (except for three labourers who were
employed for three months only), using poured
earth walls in combination with delicate steel trusses
that support recycled roof sheets covered with
local stones52. A 1950s Lister engine, converted to
run on used vegetable oil, provided electricity until
photovoltaic panels could be installed. Fortunately,
the use of vegetable oil was not new to him: having
converted his bakkie53 to run on used vegetable oil
that he collected from restaurants in Cape Town, he
drove to Swakopmund in Namibia, not considering
the comparative lack of restaurants there. He had to
resort to using seal oil obtained from the culled seals
at the Cape Cross seal colony north of the town to
make the trip back to Cape Town. A a small leak in
the 500-litre rooftop tanks left many people en route
puzzled by a curious fish smell that seemed to linger
from Swakopmund to Cape Town54.
While his stepfather taught him the value of
struggling with problems, Booyens says the work on
Rysmierberg made him realise “daar is nie genoeg
breins in een kop nie”55. There exists a tension
between Booyens’ desire to live autonomously and
not be reliant on others and the fact that he seems to
gravitate towards collaborations with other architects
and like-minded people. While these collaborations

10

11
are sometimes marked by friction, he thrives on
them and seems to produce his most successful
work through them. Besides the collaborations with
Haasbroek, Holm, Holm, and SAOTA as mentioned
previously, he designed and installed a multistorey
shading system on the National Prosecuting
Authority’s building in Buitengracht Street, Cape
Town, for DHK Architects. He installed another
one on the Graça Machel Women’s Residence56
building at the University of Cape Town in 2007
as a subcontractor to Gutco Manufacturing for
KrugerRoos Architects. He also collaborated with
André Eksteen of Earthworld Architects and Interiors
on the innovative plywood structure at the Future
Africa Innovation Campus’ dining hall57 in 2018.
10.Sketch plans for subsistence farm Rysmierberg, Montagu/Barrydale, South
Africa, 2014, Jaco Booyens. 11. Booyens’ farmhouse with its shallow arched roof
covered with local stone. Subsistence farm Rysmierberg, Montagu/Barrydale,
South Africa, 2014, Jaco Booyens. (Photo by Pierre Henry van der Spuy, 2014).
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Several early experiences weave like threads
through Booyens’ career: His early engagement with
termite mounds and clay buildings, the lithops that
he learnt about from his stepfather, his fascination
with machines, and his architectural collaborations
seem to develop and re-emerge continuously in a
cyclical fashion throughout his life, improving after
each subsequent revolution. He recognises the
diversity in his own body of work, but he argues that
it reinforces the notion that every project is rooted
in a specific contextual response. His innovations
and inventions are not incidental, but consistently
regular, and they are both understood through
and generated by context before being turned into
architectural expression.
Alchemy refers to the transmutation of matter,
where a base material is turned into gold. This can
very well be said of Booyens’ work, especially where
the earth is literally raised up to be turned into
objects of a high order. Taking a basic brief or palette
of materials and transforming it into something
valuable, beautiful, and unexpected – perhaps that is
the essence of architecture.

12a
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OF ALCHEMY AND SCIENCE

•

Jaco Booyens is a maker of artefacts. He generates
his designs through intensive observation of
nature and materials; some may regard his work as
biomimicry. In his manifesto, he writes: “Nature does
not intend to be beautiful. It is focused on survival
by accurate problem-solving” and he argues that a
mutualistic relationship should be formed between
buildings and nature through the process of design58.
The drawings he made of animals and plants as a
child now strangely resonate in his experimentations
with parametric design software. He spends much
of his time experimenting with digital software to
find efficient structural geometries and patterns,
and he unconsciously seems to be getting closer to
nature by doing this. His recent experimentations in
Grasshopper are strangely reminiscent of the lithops
that so fascinated his stepfather.
12a. Top: A Mandelbrot set (a well-known example of the use of fractal geometry)
that Booyens generated using Grasshopper software (Booyens, 2019).
12b. Bottom: Lithops in the Richtersveld showing how they manage to blend into
their environment. (Photo by Niko Sauer, 2019).
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Alessi, A. 2002. Strangers at home. Strategies for a
non-habitual inhabitance in Rome. In British School in Rome.
2002. Fine Arts 2001-2002. Catalogue. London: The British
School at Rome. [Online] Available: www.albertoalessi.com/
files/t-2002-SH-t.pdf (Accessed 2 December 2019).
Booyens, J. 2019. Manifesto. [Online] Available:
http://www.rysmierberg.com/design-philosophy.html
(Accessed 2 December 2019).
Booyens, J. 2002. News from a Rome scholar. In SA
Architect, March/April 2002: 15.
Booyens, J. 2019a. Telephonic communication.
31 October 2019.
Booyens, J. 2019b. Personal interview, conducted in Cape
Town by Michael Louw on 7 November 2019.
Booyens, J. 2019c. Personal interview, conducted in Cape
Town by Michael Louw on 17 November 2019.
Fischer, T. 2014. “Krag uit die aarde”.59 In Weg! Platteland,
Autumn 2014, number 2: 122–127.
Haasbroek, J. 2019. Personal interview, conducted in
Swakopmund by Michael Louw on 9 November 2019.

AWARDS
1. 1998. Winner of Project Phoenix with Ferdinand Holm and
Albrecht Holm for Holm Jordaan and Partners (now New
Urban Architects and Urban Designers). This was a national,
open two-stage competition for the design of the new
municipal buildings in Pretoria after the previous buildings
were partly destroyed by fire.
2. 1999. Winner of an Award of Merit from the Namibia Institute
of Architects with Conrad Scheffer on behalf of Bob Mould
Architects (now Conrad Scheffer Architects) for the Namport
Container Entrance in Walvis Bay, Namibia.
3. 2001. Winner of the South African Institute of Architects’
Rome Scholarship.
4. 2020. Winner, with SAOTA, of the DOMUS International
Award for Restoration and Preservation gold medal for the
restoration and improvements on the Buffelsdrift Farm.
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END NOTES
Booyens, 2019b.
2
Booyens, J. 2019. Contemporary mud house, Buffelsdrift.
[Online] Available: http://www.rysmierberg.com/contemporarymud-house-buffelsdrift.html (Accessed 4 December 2019)
3
These include, among others, his tender age, a lack of
knowledge and tools, and construction delays caused by him
having to roll water to site by himself one drum at a time.
4
Booyens, 2019b.
5
Environmental History.
6
Smit is a founder of Marcus Smit Jacobs Architects and
Swanepoel is a founder of StudioMAS Architecture and Urban
Design.
7
Booyens, 2019b.
8
Here he took over from Henri Comrie and worked under Charl
de Villiers.
9
Building climate.
10
Booyens, 2019b.
11
Booyens, 2019b.
12
A small town in South Africa’s Northern Cape Province.
13
These plants are of the genus Aizoaceae, and his stepfather
developed a particular interest in the Ophthalmophyllum latum,
typically found in the Richtersveld in South Africa (Booyens, 2019b).
14
Booyens, 2019c.
15
In a report that he wrote during his stay, he referred to holes in
the building for water filtration that are similar to those found in
animals. It was a large structure and he writes “… die plek moet
amper soos i [sic] Kakamas op pale in Rome wees” which can
be translated as “…the place should almost be like a Kakamas
on poles in Rome” (Booyens, 2002: 15).
16
Emergency Centre for Earthquakes.
17
Booyens, 2019c.
18
[Online] Available: http://www.rysmierberg.com/thesis-1996.
html (Accessed 4 December 2019)
19
Now Conrad Scheffer Architects.
20
It has an edge of only 70mm and the structural engineer was
Berni Volkmann.
21
Now New Urban Architects and Urban Designers.
22
Now City of Tshwane Metropolitan Municipality.
23
The project was eventually awarded to a practice that did
not take part in the original competition, and the competition
winners were awarded a partial settlement after a drawn-out
legal process. (Booyens, 2019c).
24
Now CMAI Architects.
25
Booyens, 2019c.
26
Booyens, 2019b.
27
When I saw those things, I fell in love.
28
Her father wanted to use vaulted earth construction to build
economical housing in Namibia and invited Hassan Fathy
to visit his projects. Unfortunately, Fathy could not travel to
Namibia at the time due to apartheid, but one of his assistants
managed to go shortly after his death (Booyens, 2019b).
29
Operations director and founder of Elephant-Human Relations
Aid (EHRA).
30
Booyens, J. 2019. Damaraland clay project. [Online] Available:
http://www.rysmierberg.com/damaraland-clay-project.html
(Accessed 4 December 2019).
31
After the Earth goddess.
32
Haasbroek also jokingly refers to it as his Zombie Apocalypse
shelter (Haasbroek, 2019).
33
Haasbroek, 2019.
34
According to comparative quotations procured by Haasbroek,
the actual material cost for the roof came to R8 000.00 versus

Images: Supplied, Hanneke Benade, Jaco Booyens, Greg Truen, Niko Sauer, Pierre Henry Van der Spuy

1

a quotation of R70 000.00 that was obtained for corrugated
sheeting and its associated structure. The rammed earth came to
R250/cubic metre versus a local quotation of R2 200/cubic metre
for reinforced concrete (Haasbroek, 2019). While one may have
ended up using less concrete than rammed earth, his preference
was for a material with lower embodied energy.
35
The one challenge with the biogas digester and water
treatment facility is that more inhabitants are needed for it to
work (Haasbroek, 2019).
36
Booyens was referred to Truen by a well-known heritage
consultant. Booyens and SAOTA were subsequently awarded
with the DOMUS International Award for Restoration and
Preservation gold medal in February 2020 for the restoration
and preservation work on the farm.
37
Booyens, J. 2019. Buffelsdrift Farm. [Online] Available: http://
www.rysmierberg.com/buffelsdrift-renovation.html (Accessed 5
December 2019).
38
Computer Numerical Control.
39
Booyens, J. 2019. Buffelsdrift catenary vaults. [Online]
Available: http://www.rysmierberg.com/buffelsdrift-pumproom.
html (Accessed 5 December 2019).
40
He mentions having received a book on his work from a friend
in 1998 (Booyens, 2019b).
41
A Spanish building engineer who emigrated to the United
States of America in 1881 and became known for self-supporting
arches and vaults that made use of the Guastavino tile.
42
He refers to his books and to a lecture of his that he attended
in Rome. During his stay in Rome, Bill McAlister invited him
to the United Kingdom for two weeks, which gave him the
opportunity to visit the Eden Project that was designed by
Grimshaw and completed in 2000 (Booyens, 2019b and 2019c).
43
He also mentions Jean Nouvel, particularly his Institut du
Monde Arabe (The Arab World Institute) in Paris, 1987. He dryly
remarks that he would like to offer the institute some advice on
how to get the facade’s lenses to work again (Booyens, 2019b).
44
Booyens, 2019c. This material efficiency is, however, often
offset against durational inefficiencies since some of the
building techniques take time to develop and execute.
45
(2002: 1).
46
Booyens, 2019c.
47
This could be loosely translated as a “nosy parker”.
48
This can be translated as “The next success is not to have
money, but time.” The quote is from Fischer, 2014: 122.
49
Fischer, 2014: 126.
50
Booyens, J. 2019. Subsistence farm Rysmierberg. [Online]
Available: http://www.rysmierberg.com/subsistance-farmrysmierberg.html (Accessed 5 December 2019).
51
“It is a made thing. It’s not really a place where decent people
would want to live” (Booyens, 2019a).
52
This is for added insulation and to prevent wind-uplift.
53
A small pick-up truck.
54
This included fellow architect Alwyn Bester whose scooter was
transported in the back of the bakkie: it smelled of seal oil for a
few months after the trip.
55
“There are not enough brains in one head” (Booyens, 2019c).
56
This building won an Award of Merit from the Cape Institute
for Architecture in 2009, and an Award for Excellence from the
South African Institute of Architects in 2010.
57
This building won an Award of Merit from the Pretoria Institute
for Architecture in 2019.
58
Booyens, J. 2019. Manifesto. [Online] Available: http://www.
rysmierberg.com/design-philosophy.html (Accessed 6 December 2019).
59
Power out of the earth.
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It has been said that landscape is “the glue
that binds”. For 25 years, GREENinc has had the
privilege of engaging with in-between spaces to
build connections – to past (heritage), to people
(community), to place (ecology) and to our shared
future (opportunity)

1

2

T

he practice, started by Stuart Glen, Anton
Comrie and Erika van den Berg in 1995,
has built up an extensive body of work that
includes corporate headquarters, university
campuses, hospital grounds, memorial and
heritage projects, public urban spaces and private
landscapes across South Africa, Africa and as far afield
as Germany. GREENinc has been recognised with
international awards such as the Architecture+ Award
in Dubai and the Torsanlorenzo
in Italy as well as
GREENINC’S PLAYFUL, Prize
12 Awards of Excellence
EXPERIMENTAL AND from the Institute for
Landscape Architecture in
COLLABORATIVE South Africa (ILASA).
APPROACH TO With Erika’s retirement
some years back, and Anton
DESIGN REMAINS A and Annamari’s departure to
CORNERSTONE OF pursue a fantastic opportunity
in the UK, Stuart and Andrew
THE FIRM’S WORK AS Kerrin now lead the practice.
GREENinc’s playful,
IT STRIVES TO CREATE experimental
and collaborative
SPACES THAT ARE approach to design remains
cornerstone of the firm’s
INNOVATIVE AND awork
as it strives to create
INSPIRING. spaces that are innovative and

inspiring. The practice has offices in Johannesburg
and Durban, with current projects scattered across
Botswana, Gauteng, KZN, Northern Cape and the
Western Cape.
GREENinc’s best projects are those where the
team has worked so closely with the architect and
other professionals that the boundaries between the
disciplines blur, where it’s impossible to isolate parts
from the greater whole. They find that bringing other
interesting people like artists and even traditional
healers onboard adds immeasurably to their projects.
Watching their projects grow and develop over time is
ultimately rewarding.
The GREENinc team is passionate about the natural
environment and mediating between it and the built
environment. Right from GREENinc’s early years,
Erika led the landscape profession in developing
contextually-appropriate indigenous planting palettes
at a time when this was far from the norm. This has
helped to establish dynamic new ecosystems and
support existing ones in all of GREENinc’s projects.
The systemic nature of landscapes – social systems
being one of them – has also been a strong driver in
our approach to creating place, especially within the
urban context.

For more information:
1. A courtyard space at the Botswana Innovation Hub, Gaborone. Architects: SHoP.
2. Indigenous climbing plants soften a building at The Houghton Hotel, Johannesburg.

Architects: Boogertman and Partners.
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Sika ComfortFloor®
COMFORTABLE RESIN FLOORING SYSTEM
Sika ComfortFloor® makes it possible to create a perfect interior environment with full freedom in design and
aesthetics. Whether it be residential or commercial, Sika ComfortFloor® provides the perfect combination of
comfort and aesthetic appeal in a seamless and highly functional solution.
■ Soft and warm
■ Hygienic and easy to clean
■ Healthy indoor air quality

Call us for more info: 010 823 8688
www.sika.co.za

■ Durable and robust
■ Green building certified system
■ Highly functional
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PRACTICES OF CULTURAL

REAPPROPRIATION
1

A project on KhoiSan heritage in the Eastern Cape
By: Dr. Magda Minguzzi, School of Architecture, Nelson Mandela University

T

his article has been approved by the
KhoiSan Chiefs and their community
members who are acknowledged as
co-researchers. In particular: Chief Thomas
Augustus, Chief Margaret Coetzee, Chief
William Human, Chief Daantjie Japhta, Chief Brato
Malgas, Chief Xam ≠ Gaob Maleiba, Chief Deon
Spandiel, Paramount Chief Gert Cornelius Steenkamp,
Chief Michael William, Chief Wallace Williams.

ABSTRACT

It is well established that the arrival of European
settler colonisers in Southern Africa initiated
systematic dispossession of the Indigenous
inhabitants of their territory. This process inevitably
encouraged the growth of repression with respect
to movements within the territories, access to
resources, and modifications to both the lifestyle and
the religious practices of Indigenous communities.
In short, little of the Indigenous cultural identity and
practices went untouched.
The territory was colonised with the intention of
establishing new narratives in respect to the land.
At present, many of those settler colonial
objectives remain, as the First Indigenous Peoples

still do not have the right to their cultural
heritage and sacred sites.
Using the concept of “Landscape as palimpsest”
(Corboz A., 1983) I will explore ways that Indigenous
peoples are re-establishing a sense of belonging and
shaping the cultural re-appropriation of precolonial
Indigenous sites.
A research project (NRF-NMU) conducted along the
seashore of the Eastern Cape, in co-authorship with the
KhoiSan1 Chiefs and community of the Nelson Mandela
Metropolitan area, will be used as the case study.

INTRODUCTION

André Corboz (1983)2 defined the territory as a
palimpsest: the result of different processes and
movements that take shape over time. If from one
perspective, the territory changes due to spontaneous
processes, such as the erosion of beaches, the sinking
of valleys or earthquakes, via a second related set of
sequences it undergoes changes caused by human
beings, such as the construction of infrastructures. The
inhabitants of a territory erase and change the signs
1. Cape Recife, Port Elizabeth, the international art performance “The Spirit of
Water”. (Photo “Alexi” Tsiotsiopoulos).
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of the soil incessantly. These interventions make the
territory a sort of artefact. Something comparable to a
collective project established between the topographic
surface and the population settling into its folds. In this
way, we can conclude that there is no territory without
imagined territory.
In our case, we can certainly say that the origin of
the Southern African territory has been shaped by
the Indigenous people. There are multitudes of traces
scattered throughout the terrain that can testify to
this. However, due to a long history of repression and
segregation, the connection with these places has
been interrupted.
Logically then, a process of decolonising the
landscape is necessary.
Thus, for any meaningful and sincere reconnection
with the Indigenous cultural sites of origin to occur,
only appropriate, authentic processes of cultural
and heritage acts can liberate a relinking of the site
energies with the culture that they belong to: namely
that of the KhoiSan.

“OUR ANCESTORS HAVE ALREADY UNDERSTOOD
THEIR PRESENCE AND THEIR RESPONSIBILITY FOR
THE WOMB OF MOTHER EARTH. OUR ANCESTORS
HAD BELIEVED THAT MOTHER EARTH IS ME, AND I
AM MOTHER EARTH. AND THAT IS ONE OF THE DEEPROOTED CONCEPTS THAT NO ONE AND NO POLITICAL
PARTY OR INSTITUTE OR SYSTEM CAN OVERRULE.” —
CHIEF MARGARET COETZEE, INQUA TRIBE
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In 2014, the year following my arrival in South
Africa from Italy, we started to form a research group
consisting of chiefs and members of the KhoiSan
community, mainly residents of the Nelson Mandela
Metropolitan area, as well as staff and students
from the Nelson Mandela University. Our ongoing
work continues to visit, document and experience
precolonial sites in the Eastern Cape, specifically the
sites that the KhoiSan Chiefs indicated as important
from the point of view of their heritage. These
visits, made with those chiefs located in the specific
geographical area of study, are unique moments
and may, in future, perhaps be unrepeatable, as
some of the sites require crossing private property.
Access is subject to permission from the landowners.
Understandably, the process is often difficult because it
raises the archetypal fears and insecurities associated
with the potential expropriation of that land having
unmistakable evidence of Indigenous heritage sites.
These fears are mainly attributable to the lack of
transparent legislation regarding the cultural heritage
status of these sites. Such obfuscations mask the tragic
fact that the KhoiSan have no rights to their sacred
places and cultural heritage.
The international art performance ritual “The Spirit of
Water”, which we organised in 2017 in front of the fish
traps at Cape Recife, Nelson Mandela Bay, is the first
output of this research we conducted together and the
first opportunity we had to explore the procedures of
cultural re-appropriation at a heritage site.
Before going into the details of the project “The Spirit
of Water”, it is necessary to mention some key aspects
related to settler colonialism to fully grasp the struggle
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of the Indigenous peoples in safeguarding rights to
land, Indigenous knowledge and cultural identity. It
is also important to understand the reasons linked to
the current disconnections with the sacred places and
their precolonial heritage. Furthermore, we must note
that while the KhoiSan did not passively accept the
genocidal aggression experienced over the centuries,
they were able nevertheless to establish a measure of
peaceful, perpetual resistance.
1. Colonising the landscape
The establishment of the Dutch East India Company3
followed by the British Empire4 in South Africa
and the succession of events that followed, meant
for the First Indigenous Peoples of South Africa
– the KhoiSan – the beginning of an escalation of
inequality and oppression: a slow and painful loss
of rights, freedom of expression and, ultimately,
a schism from any custom linked to their culture,
lifestyle and religion.
In short, it led to a drastic interruption of their
indissoluble ties with the earth. Indeed it is precisely
this total integration with “Mother Earth” that is the
basis of the Indigenous philosophy of life.
Chief Margaret Coetzee5 states: “Our ancestors
have already understood their presence and their
responsibility for the womb of Mother Earth. Our
ancestors had believed that Mother Earth is me,
and I am Mother Earth. And that is one of the deeprooted concepts that no one and no political party or
institute or system can overrule. Our ancestors didn’t
even believe in politically inclined systems to protect
and embrace our country and our land, and we have

a lot of landmarks, Indigenous people’s footprints and
handprints which are indisputable.”
Before the beginning of the colonial settlement6
policies, the lifestyle of the Indigenous Peoples was
essentially based on movements within the territory –
nomadism7 and transhumance – patterns of movement
linked to the seasons and also to natural resources for
sustenance like water sources essential to both the
clans as and their domesticated animals as well as wild
animals, birds, plants and roots, all used as food and
medicine within their integration with the ecosystem.
But when these primary needs were exhausted,
walking in the world took on a symbolic aspect, which
allowed people, without distinction, to find a home in
the world (Careri F. 2003:50). It was through walking that
human beings began to build the natural landscape that
surrounded them. It is a small leap then to contemplate
that the simple act of walking – learnt in the first
years of life – becomes the first aesthetic expression
implemented by human beings. To penetrate, to cross,
to observe the discovery and understanding of a space
that is unknown, meant building an order – in effect a
hierarchy – where it was subsequently possible to place
distinguishing elements in the territory, such as where
the fish traps are.
The colonisation and dispossession of Indigenous
territory by the waves of settler colonisers was founded
on the “legal fiction”8 of De facto Terra Nullius – land

2. Fish trap at Cape Recife, Port Elizabeth. (Photo “Alexi” Tsiotsiopoulos).
3. Chief Maleiba and Chief Coetzee during the first site visit at the fish trap.
(Photo by the author).
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Revisiting the opposing “philosophical approaches”
characterised by the Indigenous position that views
human beings as custodians of the natural resources
that Mother Earth offers versus the settler coloniser’s
territorial vision of land as exclusively owned private
property, we must conclude that this particular friction
remains endemic.
4
belonging to no one. This alien approach to territorial
power disrupted relationships between the endemic
peoples with their terrain. The settler’s colonial doctrine,
rooted as it is in land ownership and private property,
spread throughout Europe, starting from the agrarian
and continued into the industrial revolution. This
phenomenon was mainly structured on capitalism9
and characterised by an egocentric view of the territory
(Jakob M., 2009, 2018; Bird RD., 1996)10.
The occupation of Indigenous land by the settler
colonisers was reinforced by the false narrative that
the nomadism of the population invalidated their
capacity to exploit land for profit. For this reason,
the Indigenous Peoples could not claim permanent
occupation rights and consequently their right to
property (Bartolomei E., 2014).
When the settlers arrived, the delimitation of land was
swiftly put in place through the use of fences and walls
on the land where natural resources such as spring
water and rivers were located. Fundamental resources
for the life of the Indigenous peoples and their livestock
were thus immediately restricted
and controlled.
WHILE THE KHOISAN
The delimitation of “private land”
was
moreover accompanied by, in
DID NOT PASSIVELY
the first instance, prohibiting the
ACCEPT THE GENOCIDAL KhoiSan from using or traversing
AGGRESSION their land for visiting their sacred
sites, pools, caves and shelters.
EXPERIENCED OVER THE After 1800, free movement
CENTURIES, THEY WERE effectively ceased. Furthermore,
establishment of farms created
ABLE NEVERTHELESS TO the
legally enforced physical barriers
ESTABLISH A MEASURE that blocked free access to the
These restrictions are
OF PEACEFUL, PERPETUAL seashore.
largely still in place up to the
RESISTANCE. present day.
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2. Racial law
The apotheosis in the campaign of Indigenous
oppression was the rigorous application and
enforcement of the racial laws of the apartheid era,
nominally in place from 1948 until 1994. Technically,
this period formalised and embossed upon society a
plethora of repressive racially divisive mechanisms that,
as we know, were being conducted under company law
and governments as far back as 1652.
With the Population Registration Act No. 30 of 1950
the South African people were divided into three
main racial groups: black, white, and coloured11. The
government made these classifications according
to an individual’s skin colour, physical appearance,
habits, education and mannerisms. The KhoiSan were
mostly classified “coloured” together with the Malay,
Javanese, Sumatran, Indian and Chinese people. From
that moment onwards, the KhoiSan as an ethnic group
ceased to exist.12 The term “coloured” however, had
been used before in common jargon indicating the
result of miscegenation between slaves or low-cost
workers, mostly those of African or Asian descent, with
the European colonials (Adhikari M., 2013). In this way,
those who were classified in this category were judged
as being of “mixed race”. The notion of a “pure race” or
“chosen people” essentially links to aspects of the Old
Testament into whose fertile doctrinal soils colonialism
sinks its roots.
Collectively then, it is clear that these strategies
among others were used by the settler colonisers to
convert the narrative to their advantage while at the
same time firmly delegitimising Indigenous peoples.
Since the end of the apartheid regime, the First
Indigenous Peoples have been making a stand in a
systematic way and with increasing intensity seeking
legal recognition in the South African constitution13.
This is demonstrated by a commitment to raising
awareness by not only lobbying the government, but
also galvanising public opinion in their quest to be
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acknowledged as the First Indigenous Peoples of
South Africa and not under the false ethnic category
of “coloured”.
As Chief Xam ≠ Gaob Maleiba14 observes: “If we
are not acknowledged, we do not ‘exist’ so there is no
responsibility towards us.”
3. Spatial segregation
Racial segregation was also applied by manipulating
spatial organisation, redrawing urban and rural
boundaries within the landscape with a blatant bias
towards reserving those best attributes for whites.
In fact, under the apartheid regime, the cities were
essentially divided into three major areas: the
business district where everyone worked together
without ethnic distinctions during the day, the suburb
where the whites lived, and the townships – in the
outskirts – where blacks, coloureds and Indians were
sent after the working day, forced to commute to
vastly overpopulated shanty towns, single-sex hostel
accommodation or “matchbox” estates.
Regrettably, after 25 years of democracy, the situation
has not changed much. Most of the representatives of
the research group and the KhoiSan community still
live governed by territorial marginalisation and the
legacy of historic relocation policies.
It is clear that the systematic territorial erasures
implemented by the colonising project aimed at
establishing an alternative narrative suppressing
Indigenous people’s signs and symbols still holds sway.
With this background in mind, we can position more
clearly our research project.

“IF WE ARE NOT ACKNOWLEDGED,
WE DO NOT ‘EXIST’ SO THERE IS NO
RESPONSIBILITY TOWARDS US.” —
CHIEF XAM ≠ GAOB MALEIBA

THE INTERNATIONAL ART PERFORMANCE

The art project, “The Spirit of Water”, enacted at the
Cape Recife Nature Reserve, adjacent to Nelson
Mandela Bay, South Africa on 5 and 6 May 2017,
was part of an international event entitled “The
Way of Water”, which took place contextually and
simultaneously in the coastal cities of Brooklyn (USA),
Ouidah (Benin), San Luis Potosí (Mexico), Venice (Italy)
and Zadar (Croatia).
Artists15, in collaboration with local communities from
the various cities, developed different performances
under the same investigatory theme encapsulated as:
“What is our role in maintaining the essential conditions
for life on our planet: specifically, with respect to water
as our principal source of life?”
The scope of this international creative project was
to draw attention to fragile marine environments
threatened by pollution, excessive fishing and
encroachment by human development and industry.

4. Preparation of the site and building of the huts, 5 May. (Photo Marco Fabbri).
5. Night around the fire inside the hut.
6. The ritual around the fire. (Photo Glenn Meyer©).
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In Nelson Mandela Bay, we
decided to add to the international
theme of public awareness
with respect to environmental
sustainability, the essential subject
of cultural re-appropriation,
together with the opportunity to
construct, through the performance,
a new sense of belonging for the
First Indigenous Peoples.
The ritual performance in Nelson
Mandela Bay took place on 5 and
6 May 2017 at the fish traps in the
Cape Recife Nature Reserve.
These fish traps are sacred places to the KhoiSan.
Those are the most ancient man-made stone structures
present in the area, dating back to precolonial time16,
and constructed by hunter-gatherer communities living
on the coast of Southern Africa at that time. The stone
structures, mostly unknown to local people, are not
part of the National Heritage sites and are not officially
acknowledged as being related to the Indigenous
Peoples of Southern Africa.
This disconnection with the places linked to the
Indigenous heritage, as Corboz would say arranged in
the folds of the territory, is the result of the long history
of repression and segregation suffered by the KhoiSan,
beginning with the arrival of the settler colonisers,
confirmed by the apartheid regime, and unfortunately,
perpetuated up to the present day.
The representatives of the KhoiSan people performed
their ancient rituals, referred to as !NAU, such as the
cleansing and sprinkling ceremony17 of the site before
anyone was permitted to walk on it, and thereafter the
cleansing of the soul of the people.

THESE FISH TRAPS ARE
SACRED PLACES TO THE
KHOISAN. THOSE ARE
THE MOST ANCIENT
MAN-MADE STONE
STRUCTURES PRESENT IN
THE AREA, DATING BACK
TO PRECOLONIAL TIME.

10. The ritual around the fire. (Photo by the author).
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Part of the ritual was also the making of a fire
inside the hut on 5 May and before the fish traps on
6 May. Both events replayed an ancestral symbol of
community gathering, a primordial element that unites
all cultures. The “central”18 part of the performance
was the positioning of a wooden stick on the fire by the
chiefs, followed by the participants, and the subsequent
sitting in a circle in front of the fish traps. During this
central phase of the performance, everyone repeated
the phrase “we are here” as a mantra. This expression
seeks to mark the importance of being, as individuals
who have become – thanks to the performance – part
of a community at that specific place and time, together
expressing collective strength while at the same time
being connected via water to the other assemblies
performing elsewhere across the oceans.
When the last participant completed the circle, the
horn (piri //nab) blew seven times, calling everyone
together. The horn bearer called the names of the
Indigenous ancestors in four directions while honouring
them by raising the horn high.
At the end of the ceremony, the participants were
encouraged to express themselves in terms of the
significance of their relationship to the ocean.
The performance was a metaphorical act connecting
our contemporary reality of polluting and exploiting
the sea with a time in the past when human beings
were in harmony with Mother Earth and the oceans.
The participants were representatives from the KhoiSan
communities and staff and students from the Nelson
Mandela University as well as those with a commitment
to the ocean, its preservation and restoration, seeking
reconnection with Mother Earth as of old.
The ongoing research project, and the “The Spirit of
Water” ritual that took place at Cape Recife, are part of
a cultural re-appropriation process legitimising what
the Indigenous people are striving to accomplish daily.
They are vital processes demonstrating resistance
to the ongoing colonial system, which continues to
negatively influence KhoiSan lives. Moreover, it is a
peaceful struggle for legal constitutional recognition
as a nonextinct people with the right to their lands and
possession of their sacred places.

METHODOLOGY AND PHASES OF THE PROJECT

Phase 1: The project at the international level
My involvement in the international project “The Way of
Water” began in December 2016, thanks to an invitation
from the artist Davide Skerli, creator of the initial
stages of the project. In essence, “The Way of Water”
prioritised the urgency of safeguarding the seas, oceans
and estuaries. Artists were encouraged to contribute
processes, performances and rituals independently
from each other with an emphasis on site-specific
variations appropriate to their places of origin.
A collective was formed where, through transparent
dialogue and negotiation, each artist contributed to
define the international project’s common principles:
1. International participants had to be physically and
contextually present at the ocean (ideally united
by water) to express in different ways the desire to
reconnect with Mother Earth.
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2. Art was to be the primary communication medium
of the project collectively and transversally
focusing attention on the critical timing concerning
environmental protection. The creative acts thus
became tools designed to shift awareness and create
greater social cohesion.
3. The results were to be photographed and filmed to
document the performance for future exhibitions in
galleries and universities, beginning first in the cities
of origin.
Phase 2: The project in Port Elizabeth
(January–April 2017)
Defining “The Spirit of Water” project involved the
active participation of the chiefs and the resident
Mandela Bay KhoiSan community in every phase.
This was a crucial aspect of the participative method to
produce an authentic, credible output meaningful to the
First Indigenous Peoples of South Africa, rather than a
superficial external reading of the ritual.
Despite the brutal repression they have suffered, the
KhoiSan people have maintained their indomitable
oral tradition, defying all the barriers placed before
them. Inevitably, like many other oral cultures, the
KhoiSan have been interpreted and analysed by
external observers.
After broadly defining the fundamental outline of the
project (at an international level), we moved directly to
dialogue with the KhoiSan Chiefs. The first meetings
were conducted with Chief Xam ≠ Gaob Maleiba, of
the Damasonqua tribe – custodian of the territory
that includes the coastal region and ocean off Nelson
Mandela Bay – and Chief Margaret Coetzee from the
Inqua tribe. Thereafter, they had the role of general
co-ordinators within the KhoiSan.
After these preliminary meetings, other chiefs
representing the whole region of the Eastern Cape as
well as other head persons, joined in discussions, site
visits, organisation and the practical implementation of

the project. This broad co-operation was crucial for the
success of the various phases of the project.
Our meetings (often lasting up to five hours) had
weekly deadlines aimed at defining as many of the
conceptual, performance and organisational aspects
as possible.
Discussions were articulated, starting from the
fundamental international project concept including a
general structure made available to the group. These
meetings were simultaneously both significant and
exhausting. They contained moments of genuine,
sincere negotiation between the “weight” that the
overall – embodying the Indigenous message – had to
have on the performance.
Universal values relating to cultural heritage were
agreed as the path to follow in reconnecting the past to
the present. Particularly a past unique to the KhoiSan
and other Indigenous cultures, where life was based on
a sustainable holistic world view with respect to natural
resources. This was an approach rooted in the concept
of “custody” rather than “possession” of the land and
its resources.
We agreed that we face an era that emphasises
perpetual material change: an approach towards nature
that has failed. “The Spirit of Water” sought to suggest
a more viable road: the Indigenous one.
For this reason, the decision was made to perform
facing the unique fish traps, localised on the shoreline
of the Cape Recife Nature Reserve. These ancient
structures, designed in precolonial time, remain
virtually unknown to the local inhabitants of Nelson
Mandela Bay.
As a result of consultation with the chiefs, we decided
to divide the programme over two days. The first on
8, 9. The KhoiSan Chiefs group organised the visits of a large number of
schoolchildren at the exhibition at the Nelson Mandela Art Museum in Port
Elizabeth as well as at the Old Library Museum in Graaff-Reinet. Traditional
KhoiSan dances were performed during the openings. (Photos by the author©).
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5 May was dedicated to the workgroup preparing the
site spiritually. This entailed not only cleansing and
slaughtering ceremonies, but also the construction
of elements central to the ritual: huts, fire and
woodpiles that facilitated a dialogue with the fish
traps. The second day, 6 May, was reserved solely for
the public performance.
The event on 6 May provided an opportunity for the
KhoiSan and the general public to meet, learn, share
and exchange where everyone actively participated
in creating cohesion around a specific theme and a
place. This process effectively and uniquely dissolved
any barrier between “audience” and “actor” making
everyone present a participant.
In achieving this objective, the performance
programme had to be defined in all its phases – from
the time of arrival at the site until the end of the
ceremony. We had drawn up an “open call” in advance
with a programme for the participants, which had to
be followed step by step. The call was distributed a
month before the performance and was also presented
as a poster at the entrance to the Cape Recife Nature
Reserve where the performance was to take place.
Once all phases of the call and the programme
were complete, Chief Maleiba and Chief Coetzee
were invited to present it to a group of my students
studying Architectural Representation Techniques,
and the History of Art and Architecture in the School
of Architecture. The project was viewed as an
opportunity, firstly, to expose younger generations to
a highly significant site in terms of cultural heritage
and secondly, to outline values characteristic to
36
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Indigenous cultures that represent the potential
to reconnect to a sustainable system of life in
relationship with the environment, as opposed to
friction against nature.
Student participation from this moment on
became active. It was decided that on the day of the
performance they would welcome the participants at
the site entrance, reminding visitors of the project’s
ethical principles. The students’ presence as guides for
groups of 10 visitors also served to control the flow of
participants on site.
Phase 3: Performance execution and production
of the project output (May–September 2017)
From the morning of 5 May, the chiefs and members of
the KhoiSan community commenced preparing the site
at Cape Recife and constructing the two cane huts that
were used to host us during the night.
The construction phase represented a unique
training experience for several of their people, as these
structures are built by the KhoiSan only on special
celebratory occasions.
When the two structures were completed, the fires
were lit and the group reunited at the end of the day in
preparation for the following day. At the same time, at
an adjoining site made available by the Nelson Mandela
Bay Municipality, a group of women worked throughout
the night preparing the traditional food that was to be
served to all the participants at the end of the public
ritual on 6 May.
Photographic and film documentation began on
day one. This was a sensitive issue as I wanted to
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avoid cameras becoming an inhibiting element
interfering with the attention of the participants,
thus compromising an experience that should be
fully immersive.
On the morning of 6 May, we were joined very early
by the students who were involved in the project. We
concluded the last preparations while waiting for the
start of the public phase of the performance. Two buses
and several minibuses with members of the KhoiSan
community from the northern areas of Port Elizabeth
(Bethelsdorp and Uitenhage) were timed to arrive
according to the ocean tides.
The positioning of the wood, fire and huts and the
movements of the participants on site were studiously
arranged to facilitate the discovery of the presence of
the fish traps, which are visible only at low tide.
After the performance, we began work on the editing
of the video and selecting the photographs for the
travelling exhibition. At the end of the postproduction
process, there was a new dialogue with the KhoiSan
representatives to hear their input, receive their
impressions and accept suggestions with a view for
their final approval.
Phase 4: Diffusion of the output
(after September 2017)
The exhibitions and video screening began both
locally and internationally from September 2017. For
our workgroup, the diffusion had a determining role
in further sharing the Indigenous message both with
the community and with the youth. The travelling
exhibitions organised for Port Elizabeth on the occasion

of Heritage Month and in Graaff-Reinet enjoyed great
participation and enthusiastic reception in primary
schools with guided visits organised in co-operation
with the KhoiSan Chiefs. This aspect of the project
was crucially important above all for the Indigenous
community, which is greatly impeded economically in
terms of travel, given the vast distances encountered
traversing South African territory.

CONCLUSIONS

In 2018, following the project along the Eastern Cape
coast continued with greater involvement from my
students, via a scientific survey utilising drone and
theodolite technology of the fish traps. We were,
through the collaboration and great friendship of my
colleagues from the School of Architecture, Lucy and
Hansie Vosloo, able to identify other sites with fish
traps besides that of Cape Recife. These were added as
case studies.
The survey was organised as a year-long exercise
for History of Architecture and Art 3 students in
co-ordination with the KhoiSan Chiefs, local guides and
in collaboration with Mr. Donald Flint, senior lecturer
of Topography and Geometry at the Nelson Mandela
University School of Architecture. The exercise’s
objective was to increase student awareness and
knowledge of South African heritage and precolonial

10. Chiefs and KhoiSan community members. 11. staff and students from the
School of Architecture of the Nelson Mandela University, Port Elizabeth involved in
the research project. (Photos Magda Minguzzi©).
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THE EXERCISE’S OBJECTIVE WAS TO INCREASE
STUDENT AWARENESS AND KNOWLEDGE OF SOUTH
AFRICAN HERITAGE AND PRECOLONIAL HISTORY,
AS WELL AS FOSTERING A BETTER UNDERSTANDING
OF INDIGENOUS CULTURE AND SUSTAINABLE
PRINCIPLES AS IT APPLIES TO THE OCEAN.
history, as well as fostering a better understanding
of Indigenous culture and sustainable principles as
it applies to the ocean. This aids the development of
a student’s ability to employ different disciplines as
instruments of investigation when conducting research.
We firmly believe that the role of academia as a locus
of knowledge and exchange is crucial in advancing the
processes required in recognising and enhancing the
inheritance of the KhoiSan people. All these are actions
that must take place through the direct involvement and
engagement of community members themselves.
Currently, my research on the coastal sites is
continuing with the investigation of territorial dynamics
and marine harvesting technologies, as well as the
spiritual significance of these sites. Starting from the
general observation that what we see there today is
probably only a fraction of the systems and structures
that existed before the arrival of the settler colonisers.
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THE SPIRIT OF WATER” ART PROJECT,
EXHIBITIONS AND VIDEO PROJECTIONS

2017
• New York, 23 September–15 October 2017, Hot
Wood Arts, 481 Van Brunt St. Brooklyn.
• Port Elizabeth, 27 September–30 November,
Nelson Mandela Art Museum. In celebration of
Heritage Month.
• Zagreb, 27 September–1 October, Hdlu.
• Mexico, Universidad Nacional Autonoma,
Centro de Ciencias de la Complejidad,
23 November.
• Venice, I 7 November 2017, Fabbrica del vedere.
• University of Southampton. The description of
the project is part of the MOOC programme
of the University: https://www.youtube.com/
watch?v=jwdanHhJI20&feature=youtu.be
http://moocs.southampton.ac.uk/
oceans/2017/07/05/exploring-oceans-goes-southafrica/
2018
• Graaff-Reinet, 22 February/22 June 2018,
Graaff-Reinet Old Library Museum.
• Benin, 20 June (video projection), Le Centre,
Arts and Culture.
• Venice, 21 June, 16 International Biennale of
Venice, Architecture, Scottish pavilion.
2019
• Lisbon, 14th International Conference on the
Arts in Society, Polytechnic Institute of Lisbon,
19–21 July 2019. Conference and
video projection.
• Valencia, University Politecnica of Valencia,
UNESCO chair’s conferences series “Earth
architecture, culture, construction and
sostenibility”, course 2018–2019, organised by
Prof F. Vegas and Prof C. Mileto. 28 June, sala
de projection ETSA-UPV. Conference and
video projection.
• Port Elizabeth, Nelson Mandela University,
Faculty of Art. Indigenous Knowledge Systems
(IK 21) Conference, 8–11 November 2019.
Conference and video projection.
• Port Elizabeth, Nelson Mandela University,
Institute for Coastal and Marine Research
(CMR), “Diversity Symposium”, 13 November
2019. Conference entitled “Pre-colonial sites
along the coast of Eastern Cape and practices
of cultural re-appropriation”.
2020
• Port Elizabeth, Nelson Mandela University,
Revitalising the Humanities Canon in South
Africa colloquium, 5–6 March 2020. Conference
and video projection.

The project was realised with the support of Nelson Mandela
University, Nelson Mandela Bay Municipality Department of
Arts and Culture, AEON, NRF.
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END NOTES

AWARDS

The decision to use the term “KhoiSan” in this research
project was taken after an internal debate by the chiefs who
are part of the research group. The discussions were based on
the necessity to find an adequate term that could represent the
entire group of research. It was decided finally to use the word
“Khoisan”, the official term of the South African government,
but altered to have a capital “S”. The alteration from small to
capital was proposed based on the word’s visual impact, which
highlights, in their view, the equal importance of Khoi and San
people. The change was positively embraced by everyone. The
author of this text did not take part in the above discussion, but
simply made note of the decision of the working group. The
discussion showed the controversy and difficulty of defining
two groups, which in precolonial times had overlapping
subsistence patterns and use of the territory, and which, from
the colonist arrival until the present, have been fighting for
the recognition of their identity and heritage. In this regard,
find Besten M. “We are the original inhabitant of this land:
Khoe-San identity in post-apartheid South Africa”, in Adhaikari
M., Burdened by Race: Coloured Identities in Southern Africa.
(Cape Town: UCT Press, 2013), chapter 6.
2
Corboz A., Ordine sparso. Saggi sull’arte, il metodo, la città
e il territorio, (original title Le territoire comme palimpseste et
autres essays), cap VII, “Il territorio come palinsesto”, (Milan:
FrancoAngeli, 1998).
3
The Cape was under Dutch rule from 1652 to 1795 and again
from 1803 to 1806.
4
British sovereignty was recognised at the Congress of Vienna
in 1815, the Dutch accepting a payment of six-million pounds
for the colony. In 1820, the British authorities persuaded about
5 000 middle-class British people to leave Great Britain, they
were mainly settled in Grahamstown and Port Elizabeth.
5
Chief Margaret Coetzee, Inqua tribe, interview with the
author, 29 March 2018. The discussion was related to the values
that Indigenous people applied in respect of nature and the
discrepancy with the one brought by the settler colonialists.
6
On settler colonialism: Bartolomei E. (2014), “Dieci
1

2018: Nelson Mandela University, 18.
ENGAGEMENT EXCELLENCE AWARD as team
leader for the project “The Spirit of Water”.
Nelson Mandela University, 18. PERFORMING
AND CREATIVE ARTS AWARD for the project “The
Spirit of water”.
2019: NIHSS Humanities and Social Sciences
Awards 2019. “The Spirit of Water” was
shortlisted as one of the three best projects/
films in South Africa for the category
“Creative Collections: International Art Project
and Performance”.
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BEYOND CONTINUITY
AND CONTRAST: PART 1

NEW ARCHITECTURE IN HISTORICAL CONTEXTS
Wilkinson Architects’ additions to St. Mary’s DSG, Pretoria provide insight into
how an architect can design within historical contexts
By: Professor Arthur Barker, Department of Architecure, University of Pretoria.
This article describes how an architect can
operate when designing in historical contexts. It
will also sketch the biographical influences and
design philosophy of Wilkinson Architects to not
only increase the limited record of the practice of
South African architects, but also elucidate design
approaches.

KEYWORDS

Historical context, conservation, preservation,
design practice.

INTRODUCTION

1

T

his article is in two parts. Part 1 is a
discussion of architectural heritage and
introduces Chris Wilkinson of Wilkinson
Architects. Part 2 deals with Wilkinson’s work
in an historical context and his architectural
strategy for the additions to St Mary’s DSG.

ABSTRACT

About two years ago, two new and distinctly
different, but sensitively considered additions were
designed by Chris Wilkinson of Wilkinson Architects
for St Mary’s Diocesan School for Girls (DSG) in
Hillcrest Pretoria. Wilkinson’s considered approach
to working in historic contexts provides much food
for thought for architectural heritage practice in the
21st century.

1. The new Kopano Centre alongside its Art and Crafts inspired neighbour.
(Photo Franz Rabe).
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St Mary’s Diocesan School for Girls (DSG), in Hillcrest
Pretoria, is a primary and high school founded in
1879 by the then bishop of Pretoria, Henry Brougham
Bousfield (1832–1902). Two new distinctly different
additions designed by Chris Wilkinson of Wilkinson
Architects have been added to DSG’s campus. You
will not notice the new buildings at first glance and
although several of the architect’s previous projects
have been published1, you will struggle to find a
picture of him! There are none on his practice website2
and after trolling the internet, I could only find one
on LinkedIn! This exemplifies Wilkinson’s self-effacing
nature, which belies a deeply philosophical, yet
contextually nuanced, and pragmatically focused
view of what architecture should be. In one-on-one
discussion, his quiet demeanour also disguises a
fiercely critical attitude to the forging of our built
environment, represented, in the main, by his
“background” buildings. This considered approach to
working in historic contexts provides much food for
thought for heritage practice in the 21st century.
This article describes how an architect can possibly
operate when designing in historical contexts. The
perceived limitations of current design attitudes that
seem to focus on formal approaches, which are either
a copy of or contrast to existing historical contexts,
are also to be highlighted. The article describes a
more holistic approach that involves seven design
stages, starting with recognition and ending with
architectural expression. Additions at DSG are
used as case studies to explain how the various
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2
stages have been applied. This article follows in the
same vein as previously published articles on the
architecture of Thomashoff+Partners, Marguerite
Pienaar and earthworld architects, by sketching the
biographical influences and design philosophy of
Wilkinson Architects to not only increase the limited
record of the practice of South African architects, but
also elucidate design approaches.

HERITAGE PRACTICE

Architects need to make critical decisions about
design approaches in historical environments to
limit the perception that historical contexts are
but static resources. In South Africa, the role of
the architect working in historical contexts has,
since the advent of the NHRA of 19993 and its 2000
agency in South Africa, highlighted the importance
of determining a range of values that frame the
significance of important artefacts. Terms like cultural
landscape have begun to sensitise architects about
the significance of tangible and intangible heritage
and the value of place, culture and form and their
interrelationships.
To advance a critical approach to working in
historical contexts, architects need to undertake
several design stages (Barker, 2021). Firstly, they
should be able to recognise that a historical context
with significance is present. Secondly, they need
to collect enough relevant information, and then
through a third process, analyse the context by
unpacking values and determining significances.
Here heritage practitioners fulfil a vital role.
Fourthly, the architect needs to develop an
architectural-historical attitude to the particular
context under consideration. This will be influenced
by education, theoretical knowledge, and legislative
restrictions. Theoretical-historical positions and
the spirit and content of heritage charters provide
the main stimuli for the development of relevant
attitudes. MacGilvary, (1988:3) recognises that today
there are three main alternatives in dealing with
a historic resource, suggesting that it can either
be kept, changed or destroyed. Pre-enlightenment
attitudes for intervening in historical contexts were
essentially traditive. The “model” was passed down
and refined while maintenance procedures closely
followed the original intentions. Later, Vitruvius’ first-

TERMS LIKE CULTURAL LANDSCAPE HAVE BEGUN TO
SENSITISE ARCHITECTS ABOUT THE SIGNIFICANCE
OF TANGIBLE AND INTANGIBLE HERITAGE
century BC manual De Architectura, cited regulations
for Rome, which guaranteed that new buildings were
designed in harmony with the existing built context
and good building practice and maintenance were
adhered to (Jokilehto, 1999:2). Towards the end of the
19th century, a dialectic formed between restoration
and anti-restoration (conservation) movements led
by Eugène Emmanuel Viollet-le-Duc (1814–1879), and
John Ruskin (1819–1900) and his protégé William
Morris (1834–1896) respectively. Later, the Italian
architect, Camillo Boito (1836–1914), advocated
philological restoration – a theory directly influenced
by the ideas of Ruskin and Morris. It avoided both the
conservativeness of the restorers and the radicalism
of those who preferred to see new buildings
by emphasising conservation over restoration
(Hernandez Martinez 2008:249).
Heritage charters provide limited formal guidance
for working in historical contexts as they focus on
principles and broad intentions. The International
Congress of Architecture, held in Madrid in 1904,
highlighted philological attitudes to be taken to
existing monuments by defining them as either
living (those that continue to serve their purpose)
or dead (those belonging to a past civilization or
those that no longer served their original function).
Living monuments were to be restored while dead
monuments should be preserved, but only insofar
as they are prevented from falling into ruin (Erder,
1986:209). The 1931 Athens Charter, a revision of
Boito’s principles (Stubbs and Markis, 2011:16),
“discouraged stylistic restorations in support of
conservation processes that respected different
changes made to buildings over time” (Heroldt,
2014:4; Gerneke, 1983:42). The 1964 Venice Charter
broadened the understanding of a historical context
to include setting and event. The 1972 UNESCO

2. The Arts and Crafts inspired 1926–1928 main school buildings at DSG designed
by Rees Poole.
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4

Operational Guidelines for the Implementation of
the World Heritage Convention described, for the
first time, the meaning of “cultural landscapes”,
which broadened the categorisation of historical
significance to include all landscapes intentionally
designed by man.
The 1981 Burra Charter (and its 1999 revision)
were important milestones for the development
of attitudes to working in historical contexts. The
philosophy of “do as much as necessary to care
for the place and to make it useable, but otherwise
change it as little as possible so that its cultural
significance is retained” (Burra Charter, 1999:1)
fostered a vigilant approach to heritage practice while
its definitions of preservation, adaptation, restoration
and reconstruction provided general attitudes for
dealing with extant fabric.
Attitudes to historical contexts are framed by
the dialectics of restoration and conservation and
informed by a process of ever-increasing change.
The conservative pole favours reconstruction where
the lost or severely damaged artefact is rebuilt in
its original form with materials to match as far as
possible. Protection means retarding any decay,
no matter the condition, so that the artefact is,
effectively, “cotton-wooled” to prevent any further
damage or alterations. Remodelling encompasses
change. It is a “process of providing a balance
between the past and the future … the past takes on
a greater significance because it, itself, is the material
to be altered and reshaped. The past provides the
already written, the marked “canvas” on which each
successive remodelling will find its place. Thus,
the past becomes a package of
ADAPTIVE REUSE built-up meaning to be accepted
(maintained), transformed or
PROVIDES NEW PURPOSE suppressed (refused)” (Machado,
FOR BUILDINGS AND 1976:49). A Palimpsestic attitude
the theories of
PLACES IN HISTORICAL reinforces
Camilo Boito who argued for
CONTEXTS. an architecture in historical
contexts that is reflective of its
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time and which expresses a layering of additions
so that each is specifically recognisable. Adaptive
Reuse provides new purpose for buildings and
places in historical contexts. New life is breathed
into existing artefacts so that their value and
significance is contemporarised and extended.
Adaptive Reuse principles also reinforce the
spirit of the 1964 Venice Charter, which calls for
conservation, by providing a merit-worthy building
with a new “socially useful purpose”.
Replacement (new build) favours completely new
construction to replace a missing artefact, however,
the result is not achieved through a process of
inauthentic reconstruction but rather through a
process of authentic translation. The final and most
radical attitude is Relocation that forms part of the
context of reconstruction. Petzet (2004:21) notes that
this attitude can only be applied as a last resort if the
artefact cannot be preserved in its original context.
The fifth design stage involves the development
of design approaches. “The action or act of
‘approach’4 implies an awareness of the relation
between the original, historical body of the building
and its new complementary and/or defining
elements, that tries to establish a dialogue based on
the dialectical confrontation between independent
elements. The intention is to define a relation that is
established in terms of nearness and juxtaposition”
(Borsotti, 2014:4). Rapoport (2006:182) and Ozkan
(2007:104) argue that design approaches [can] vary
from the replicative to the interpretative. The former
tends towards a scenographic approach, while the
latter transforms principles to suit contemporary
practice. However, the limitations of scenography
freeze architecture in time, diminishing its validity,
while a process of interpretation can abstract
the architecture to such an extent that historic
continuity is lost. Defamiliarisation has been used
as a general approach to deal with these binaries,
the term being first coined by the Russian critic
Victor Schlocsky for whom the purpose of art [was]
to force the viewers to take notice by presenting
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everyday objects in an unfamiliar way to heighten
the perception of the familiar.
To alleviate the self-evident tendency of either
creating copies or contrasts in historical contexts,
a relational scale is suggested. It is framed by the
approaches of continuity to contrast and aligns
with the principles of defamiliarisation. At the
conservative end, an approach of mirroring is
posited. Collage follows with prototyping thereafter.
At the more radical end of the scale, transformation
and opposition are located.
In the sixth design stage, architectural strategies
need to be used to give impetus to the selected
approaches. These are detail decisions about formal
reactions to and interactions with existing built fabric.
It is the relationship between new and extant fabric
that is under consideration. Several authors have
suggested possible architectural strategies. These
are constructed through a relational scale that sets
the new intervention against its existing context. For
example, Robert’s (1989) strategies are “the building
within, the building over, the building around, the
building alongside, recycling materials and vestiges”,
while authors in the Idea Journal (2006:3) cite
“intervention, insertion and installation” as design
possibilities. Bollack (2013) classifies strategies by
type, as “insertions, parasites, wraps, juxtapositions,
and weavings”. Borsotti and Campanella (2015:4)
focus on strategies associated specifically with
remodelling, naming them as “approach, addition,
insertion and superimposition”.
The seventh, and final, design stage focuses on the
expression of strategies using form, space, materials,
technologies and light. This is the mettle of the
architect and requires strict aesthetic control to foster
architectural intentions guided by the preceding six
design stages. The architect is required to create
appropriate form and space by firstly, adopting an
appropriate structural system, which, at its extents,
can be visible or hidden. Then building technologies
(which are composed of materials combined in
various ways) must be selected to give impetus to
form that reacts to the structural expression and
spatial meaning. Thereafter, detail expression plays
a large role in highlighting design intentions to give
effect to principles such as the binaries of separation
and connection.
Wilkinson Architects have, subconsciously, adopted
many of these design stages in their work at DSG
campus. It can be argued that the antecedents of
Wilkinson’s critical, but sensitive, design approach are
founded in a contextual upbringing and education.

THE ARCHITECT

Chris Wilkinson (1966–) was born and raised in
Upington in the Northern Cape. His first vivid
recollection of architecture was a stone-walled, flatroofed house that belonged to an architect friend
of his parents, Floors Strydom. Wilkinson recollects
that he noticed the Strydom family had a different
outlook on life and that, in hindsight, the house was
probably regionally modernist with its ubiquitous

5

DETAIL EXPRESSION PLAYS A LARGE ROLE IN
HIGHLIGHTING DESIGN INTENTIONS TO GIVE
EFFECT TO PRINCIPLES.
sunken lounge pit. “This grabbed my attention early
on and I decided at about age five that I wanted to be
an architect. I even have a photo where I dressed up
as one with khaki hat and tape measure, measuring
up our garden walls!” (Wilkinson, 2019a).
Wilkinson was clearly a natural-born designer. He
recalls that “when asked to draw the number 1 on our
first day at school, I drew a three-dimensional ‘one’
(as on Monopoly bills), but was quickly ‘corrected’
by the teacher that is must just be a straight vertical
line. I will never forget that! I have been inclined to
three-dimensional exploration early on (from around
age six) and used to build endless models with white
cardboard offcuts from my dad’s framing business.
At age ten, I had my own treehouse with fireplace,
bicycle parking and a telephone line (old intercom
from my dad’s business) to the kitchen to order Oros
and Marie biscuits!” (Wilkinson, 2019a).
But the drudgery of secondary school education
brought itself to bear on the future architect.
“Although academically strong in primary school,
I started struggling in high school, especially with
conventional subjects like accounting. My new-found
love of taking motorcycles apart and [putting them]
back together as well as building balsa model
aeroplanes was a further distraction. I loved the
sketching part of biology and in Standard Nine5, I
switched from accounting to metalwork and really
excelled in technical drawings and the making of
three-dimensional items” (Wilkinson, 2019a).

3. Rees Poole’s vision for the DSG main school buildings. The two lower, splayed
wings were never constructed (Addison, 1979:2). 4. A scale of architectural
attitudes (Author 2019). 5. A scale of architectural approaches (Author, 2008–2019,
developed from Japha, D. 1986).

ARCHITECTURE SA

FEBRUARY/MARCH

2021

45

REFEREED AR T ICL E – JOURN AL OF T HE S A INS T I T U T E OF ARCHI T EC T S.

Wilkinson studied architecture at the University
of the Free State. He notes that “Prof Paul Kotze6
had a major influence in my third year, guiding me
in the right direction and believing in my abilities”
(Wilkinson, 2019a). Kotze also planted the seeds
of the value of urban design, which increased
Wilkinson’s fascination with the making of place
rather than architecture as object. Here he cites the
influences of Roelof Uytenbogaardt (1933–1998) as
seminal in his architectural development. Other late
Modern Movement architects such as the Portugueseborn Alvaro Siza (1933–) and Eduardo Souto de
Moura (1952–) and contextually focused architects
such as Australian Glen Murcutt (1936–), reinforced
the contextual bias of his tertiary education. In 1991,
he completed his architecture degree and won one
of the first National Corobrik Architecture Student
Awards (Wilkinson, 2019a).
Between 1991 and 1998, Wilkinson worked for
several architectural practices, including Jan Ras
Architect’s Group in Bloemfontein and Broodryk
Bessenger in the Cape. It was his sojourn in the
southern part of South Africa that physically exposed
Wilkinson to the contextual architecture of Gawie
Fagan and the urban design and architecture of
Roelof Uytenbogaardt. In 1998, he established, with
Henri Comrie (1965–)7, Comrie + Wilkinson Architects.
Wilkinson notes that Comrie had a very positive
influence on his design career, especially in terms
of the value of working with platonic form such as
that used by Adolf Loos (1870–1933) and Alvaro
Siza (Wilkinson, 2019a). In 2010, he established his
firm, Wilkinson Architects, which operates from
Muckleneuk, Pretoria.
Wilkinson’s design skills
have been recognised through
“MY OUTLOOK NOW four South African Institute for
national Awards
IS TO ALWAYS BE Architecture
of Merit for various projects
ABLE TO APPLY THE between 2000 and 20168. Notable
PHRASE ‘RESPONSIVE achievements are the Architecture
SA Project Award for design of
ARCHITECTURE’ TO the Sarah Bartmann Centre of
ANYTHING WE DO.” Remembrance in Hankey in the
Eastern Cape after Wilkinson won
the international competition
in 2009. In 2014, against four other practices, he
won (with Mashilo Lambrechts Architects and GXY)
the national Sol Plaatje University Architectural
competition, to design phase 1 of a new university in
Kimberley in the Northern Cape. Since 2014, he has
been involved with the design of various educational
facilities and a wide variety of other projects.
Wilkinson’s architectural philosophy, founded
in making and context, has evolved into a holistic
response. “My outlook now is to always be able to
apply the phrase ‘responsive architecture’ to anything
we do. The phrase is all encapsulating and if you
apply its principles I believe the building will always

6. Creative pavilion “floating” edge also functions as seating (Chris Wilkinson).
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6
be successful” (Wilkinson, 2019a). “As architects we
have a sensible approach in which responsive design
plays a key element, incorporated with creativity,
practicality as well as budget constraints. Therefore,
we consider the client’s brief as utmost importance,
but in addition to the execution of the brief, we add
value in terms of the response to contextual and
climatic influences as well as finding ways to be most
creative within budgetary constraints. It is of key
importance that all designs comply with sustainability
requirements to establish long-term cost-savings.”
More importantly, Wilkinson’s buildings can be
described as “fitting” their context, seldom shouting
their intentions or existence, but rather grounding
themselves in place to forge a new background for
appropriate activities and events. At DSG, Wilkinson
has creatively engaged with the historical context by
inserting an architecture that is a transformation of
existing formal typologies.

END NOTES

See list at the end of this article.
http://www.wilkinsonarchitects.co.za.
3
Buildings of significance are protected by Section 38 of
the National Heritage Resources Act 25 of 1999, which
is legally binding through its stipulation that a building
over 60 years requires protection.
4
My italics.
5
Grade 11 today.
6
Prof. Paul Kotze taught at the University of the
Free State and retired from the University of the
Witwatersrand in 2016. He studied Urban Design under
Roelof Uytenbogaardt and has written extensively on
South African architecture.
7
http://artefacts.co.za/main/Buildings/archframes.
php?archid=2215 [accessed 11 May 2019].
See Awards list.
1
2
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AWARDS 8
1. 2000 – Architecture SA Project Award for recognition of
outstanding design for Nel Pavilion, Pretoria
2. 2002 – National Dulux Colour Award for Van Ryn Place of
Safety, Benoni (with Vikash Maharaj Rajoo).
3. 2005 – Gauteng Institute for Arch Vaal University of
Technology (with Morné Pienaar).
4. 2006 – National South African Institute of Architects Award of
Merit for The Chapel of Light, Vaal University of Technology
(with Morné Pienaar)
5. 2007 – Finalist in Daimler Chrysler Award for Design
Architects under the age of 40.
6. 2007 – Pretoria Institute for Architecture Award of Merit for
House Rosa, Pretoria.
7. 2008 – National South African Institute of Architects Award of
Merit for House Rosa, Pretoria.
8. 2009 – Architecture SA Project Award for design of Dune
House, Kai, Port Nolloth.
9. 2009 – Winning Architect of the Sarah Bartmann Centre of
Remembrance Design Competition, Eastern Cape.
10. 2011 – Architecture SA Project Award for Sarah Bartmann
Centre of Remembrance.
11. 2012 – National South African Institute of Architects Award of
Merit Kaikai, Port Nolloth.
12. 2012 – SA Architect Project Award for Remembrance Design
Competition, Eastern Cape.
13. 2018 – South African Institute of Architects Award of Merit
2018 for Sol Plaatje University Building CX 003.

PUBLICATIONS
1.
2.
3.
4.

SA Architect Jul/Aug 2000 – New Garden Pavilion, Pretoria.
House & Leisure Aug 2001 – New Garden Pavilion, Pretoria.
Architecture SA Nov/Dec 2002 – Van Ryn Place of Safety, Benoni.
Leading Architecture & Design Jul/Aug 2002 – Focus on
Melrose Arch
5. SA Architect Jan/Feb 2002 – An Architecture of Discovery.
6. Leading Architecture & Design Mar/Apr 2003 – Van Ryn Place
of Safety, Benoni.
7. VISI Spring 2004 – Amazing Space.
8. Architecture SA Nov/Dec 2004 – New Garden Pavilion, Pretoria.
9. Architecture SA Sep/Oct 2004 – New Chapel, Vaal University
of Technology, Vanderbijlpark.
10. Garden & Home 2005 – Living in a Shed.
11. Digest for South African Architecture 2004/2005 – New
Chapel, Vaal University of Technology, Vanderbijlpark.
12. World Architecture 176 – Chapel of Light, Vanderbijlpark,
Gauteng, South Africa.
13. UME19 – Chapel of Light, Vaal University of Technology,
Vanderbijlpark.
14. Contemporary Architecture in a Landscape of Transition –
Chapel of Light, Vaal University of Technology, Vanderbijlpark.
15. Architecture SA Nov/Dec 2009 – Project Award for Dune
House, KaiKai Residential Estate, Port Nolloth.
16. VISI 46 Holiday issue 2009 – House du Toit, KaiKai Residential
Estate, Port Nolloth.
17. Mail & Guardian 23 Dec 2009 – House Rosa and the Chapel
of Light in an article by Hugh Fraser on South African
architectural expression.
18. Earthworks June 2016 – Sol Plaatje University.
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What is it and why is it necessary?

S

ometimes, despite years of
experience and double-checking,
unexpected issues occur: the
wrong height stools are ordered,
the 4000K LED fixtures are
specified instead of the 3000K, or two digits
are transposed on a dimension. Professional
interior designers are human, after all, but
clients may not be forgiving and an innocent
mistake can cost a fortune to correct. This is
where professional indemnity cover comes
in: to protect against errors and omissions
and accusations of professional negligence.
Without insurance, you could potentially
lose earnings and spend all your savings on
legal defence costs should your disgruntled
client decide to file a lawsuit. If you lose the
case, the damages awarded by the judge
may devastate your business. No one wants
to believe that they could be faced with
such nightmares, but the unfortunate reality
is that mistakes occur.

There is no one-size-fits-all professional
indemnity cover; the type and value of
projects you work on, the services you
provide, the excesses (the first amounts
payable), the ability to extend cover as
well as continue existing retroactive
cover … all come into play. Therefore,
deciding on coverage based solely
on the premiums is short-sighted and
foolhardy. That’s why you must consult
an experienced insurance broker who can
recommend cover that is right for you.
Genesis Insurance Brokers was
established in 1994, and together, the
team boasts more than 100 years of
industry experience. Over the decades, the
business has worked with and developed
close relationships with many specialist
insurers who are experts in this division
of the insurance industry. Through this
network, the business can provide the
most professional, progressive and
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specialised solutions to clients’ individual
insurance requirements.
Not only can Genesis Insurance Brokers
assist with expert advice and guidance, but
also with an array of different insurances
such as public liability cover or cover
for all your business assets. This way,
you have a single point of contact for all
your insurance needs. And should you
need to file a claim, the Genesis in-house
claims department is readily available to
make sure claims are paid quickly. And
throughout, the staff are happy to answer
any questions you may have.
For more information, please visit the
website www.genesisinsurance.co.za or contact
the underwriting manager Melissa Kloppers on
011 789 7845 or melissa@genesisib.co.za. She will
explain how professional indemnity cover ensures
peace of mind for both you and your clients and
protects your reputation and that of your firm.
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JOHANNESBURG
HERITAGE FOUNDATION
A two-part edited version of the Johannesburg Heritage Foundation’s response to the City
of Johannesburg’s Transformation and Spatial Planning Department process regarding the
review and update of the Spatial Development Framework 2040

T

he response prepared by Mr. Wynand Dreyer
(PrEng) on behalf of the Johannesburg
Heritage Foundation (JHF)1 to the City
Johannesburg2 is presented in two parts.
Part 1 deals with best practice and the
requirements that legislation imposes on authorities.
Part 2 talks to the practical steps required to give effect
to the Spatial Development Framework (SDF) and how
a volunteer body like JHF can contribute to a wellstructured high-level plan.

SDF 2040 was approved in 2016 and, following
the direction of the Spatial Planning and Land Use
Management Act 16 of 2013 (SPLUMA), is due for
review after five years. The review will be done in
the 2020/21 financial year with an initial objective
of updating, rather than overhauling, the policy to
address significant additions and amendments to
the SDF during the past five years (including the
Inclusionary Housing Policy, 2019 and the Nodal
Review, 2020) and to update information on the

BACKGROUND AND INTRODUCTION

In September 2020, Johannesburg City Planning
started the process with a preliminary round of public
discussions under various themes and interests.

1. Frans Geldenhuys House, circa 1895.
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heritage factors, which will affect planning at
that level.
2.2 Provincial. Although Heritage is a provincial
competency, the Provincial Heritage Resources
Authority – Gauteng (PHRA-G) is generally
ineffective. For South African cities to retain,
nurture and exploit their heritage, they must rely
on their own resources. Sadly, we mostly seem to
accept the local dysfunctional authorities. Luckily
it is not the case for all our cities, with Cape Town
having, apparently, better heritage protocols
in place.
2.3 The city. Heritage protection deserves a city
policy for the proper understanding and
integration of heritage into its planning
regimes. The SDF provides a framework for
implementation. To plan well, we need to define,
assess, value, grade, and know which heritage
resources need to be considered. The National
Heritage Resources Act needs to be given
substance at municipal government level. The city
has to concentrate attention on heritage under a
wide definition of the term.

CONCLUSION TO PART 1

If our cities will apply lessons learned in
international planning practice and the lived
experiences of its people under current planning
regimes, take seriously the broad responsibility for
their heritage, meeting legislative requirements and
the expectations of their many communities, the
framework will be well set.
Part 2 will outline practical planning interventions
that the city should lead to give recognition to
culturally or historically significant landforms, uses
and histories, and how the JHF can help to realise
these goals. The City of Johannesburg will be setting
the way for the country’s metros in the application
of SPLUMA. The value of honest public participation
will be exhibited when the planning authorities
apply the insights gained, to the benefit of worldclass policies, to an African city.

END NOTES
The Johannesburg Heritage Foundation is a membershipbased entity dedicated to the identification, researching,
recoding, promoting awareness and preserving heritage
resources in the City of Johannesburg. In planning it works
through three volunteer Joint Plans Committees, covering all
regions of the City. It attempts to ensure that heritage concerns
are raised and that PHRAG procedures are for all properties
over 60 years old.
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The City of Johannesburg will be given the right to reply to
this “End Piece”.
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status quo of the city, report on the progress made in
the past five years, and address any limitations of the
2016 SDF document.
The City of Johannesburg is to be commended
for embarking on a review that is in the spirit
of SPLUMA as well as starting the process with
preliminary public participation to gain feedback
and suggestions from interested
on what should be
THE CITY OF parties
considered in reviewing the SDF.
JOHANNESBURG IS Armed with such comments and
City Planning has
TO BE COMMENDED suggestions,
undertaken to produce a draft
FOR EMBARKING ON A that will be taken out for full
participation.
REVIEW THAT IS IN THE public
Part 1 of this response
SPIRIT OF SPLUMA. considers some of the limitations
of the current policy regarding
international best practice and directs the city
to accept its obligations to comply with heritage
legislation, under a broad definition of the
term heritage.
1. INTERNATIONAL BENCHMARKS AND LOCAL
RESEARCH. In the compilation of a review of a
framework such as the SDF, one is accustomed
to seeing the results of research done by the
authority into experiences – both good and bad
– in other jurisdictions, lessons learned by other
authorities, and an extract of relevant guidelines
gleaned from such research, for application in
the review. Lack of international and national
references to best practice is a concern. There
are case studies from around the world and the
lessons learned by the City of Johannesburg, in
the application of the current suite of policies,
which demonstrate the effects of poor planning,
provide direction to solutions that might
benefit Johannesburg.
2. LEGISLATIVE FRAMEWORK. The policy review
stops short of listing any of the overarching
legislation or regulations. The absence of heritage
from the considerations of the SDF is a serious
problem as it ignores the responsibility laid on
the Planning Authority in terms of the National
Heritage Resources Act (NHRA): Section 30 (5),
which states:
“At the time of the compilation or revision of a
town or regional planning scheme or a spatial
development plan or at any other time of its
choosing … a planning authority shall compile
an inventory of the heritage resources which fall
within its jurisdiction and submit such inventory
to the provincial heritage resources authority
which shall list in the heritage register those
heritage resources which fulfil the assessment
criteria under subsection (1)”.
2.1 National. The wording in the NHRA is peremptory.
There is no excuse for failing to do this and the
legislation is clear that this is fundamental to the
planning, not a decorative afterthought. Heritage
legislation requires that all levels of planning
arising from the SDF take cognisance of the
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ADVERTORIAL

A WELL-OILED OFFERING
When it comes to treating wood, choose Jax Oleum – a range of cost-effective
and eco-friendly products to meet all timber requirements
to use: once the wood has been sanded and cleaned,
you simply oil the surface by hand or machine, leave
it to penetrate the upper layers of the wood for a few
minutes and then wipe off the excess. You can change
the colour of any natural wood product, enhancing
the grain and completely transforming the look. Jax
Oleum works well on flooring, doors, window frames,
furniture, roof trusses, and more – treating them and
increasing their longevity at the same time. Other
materials such as cement-based products can also be
coloured with Jax Oleum.

SATISFYINGLY DIVERSE

1

I

n operation since 1992, Jax Classics has grown
and diversified into a thriving global business.
After several years of research and development,
the company launched Jax Oleum, a single coat
oil-based wood stain, a urethane deck oil, and
other related products such as varnishes, cleaners and
applicators. Jax Oleum is environmentally friendly and
manufactured in South Africa with the highest quality
raw materials. This was achieved with a low VOC product
that is, most importantly, Global Green Tag Certified – the
world’s most robust, trusted and widely recognised
eco label.

LONG-LASTING IMPRESSION

In one easy application, Jax Oleum protects, nourishes
and colours all natural, uncoated timber. It reacts with
the upper layers of the wood,
penetrating and sealing in
JAX OLEUM WORKS the colour, nourishing and
WELL ON FLOORING, protecting the wood in one
easy step. Although not
DOORS, WINDOW waterproof, the product is very
FRAMES, FURNITURE, durable and boasts a high
resistance to water, heat and
ROOF TRUSSES, AND sunlight. To further protect and
the oiled surface, we have
MORE – TREATING seal
our own 2K matt water-based
THEM AND INCREASING varnish. However, most brands
varnishes and sealants work
THEIR LONGEVITY AT of
well over our oil, once it is fully
THE SAME TIME. dry. Jax Oleum is really simple
1. Jax® Oleum range of Single Coat Oil-Based Wood Stains. 2. Jax® Oleum range
of products.
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Choice is at your fingertips with Jax Oleum as more
than 70 colours are available. These range from shades
of whites, greys, browns and blacks to bright colours –
a choice of endless options as the colours can be mixed
for custom colouring. Jax Oleum can be used indoors
and out and is a very cost-effective product – one litre
covers up to 50m2 depending on the type of wood and
its preparation. To protect the wood and further increase
its lifespan, our maintenance oils are recommended for
annual application.

SERVICE EXCELLENCE

Jax moved into its new showroom “Jax House” in June
2020 and now has ample space to do training, demos
and sampling. It has also moved its engineered wooden
flooring oiling line and varnishing machine into the
same building. Jax offers colour matching and mixing
to suit specific design projects. Please visit either
www.jaxoleum.co.za or the showroom at Georgian
Place, Block K, 18 Southway, Kelvin, Sandton. Jax offers
both 20ml oil samples and White Oak sample blocks for
easy reference when specifying for projects.
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For more information:
Jax Classics cc
011 444 7221
info@jaxoleum.co.za
www.jaxoleum.co.za
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