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Hypothesis

“Transforming the Rex Trueform Clothing Factory in Salt River into
a Skills Training- & Workshop Facility for the Cape Town Garment
Industry.”



Abstract

The announcement in March 2005 of the imminent closure of the Rex Trueform
clothing manufacturing plant in Salt River created a large impact on the Cape
Town economy in view of the nearly 1000 jobs that were at risk. The reason for
the closure, according to management, was due to globalisation.!

Four years have past since the last garment was produced in this factory
building, which was designed in 1934 by one of Cape Town's best-known
modernist architects, Max Policansky. It is now abandoned and derelict — left for
dead with the possibility of demolition threatening its existence.

This thesis will focus on the adaptive reuse of the Rex Trueform Clothing
Factory in Salt River. | am proposing to transform the Rex Trueform Factory into
a Skills Training- & Workshop Facility for the Cape Town Garment Industry. This
new facility will provide leaming spaces for the training of those working in the
garment and textile industry, as well as offer a creative workshop environment
for small clothing manufacturing enterprises. In addition, residential and retail
spaces will be provided, as well as a clothing market.

This project will also demonstrate how the layering of architectural modes of
expression can produce delightful and surprising results. As cities constantly
evoive through dramalic change brought by large-scale new-built re-
developments, less obvious change occur as existing buildings undergo a more
stable, continual mode of change and adaptation. Through this process,
individual buildings can express the passage of time.

' Nwati, M.P. (2007): “Rex Trueform in the age of Globalisation.” University of Cape Town




The purpose of this document is to serve as a design informant for the rest of
the thesis design project and should be seen as an integral part of the overall
design process. It should be iterated that, although the structure of this
document comprises of various chapters, the design process should not be
seen as a linear process as such, Each chapter thus represents a critical
portion of this project’s development, lending its weight to an integrated design
project.

The first section, ‘Theory', is intended to define the term ‘adaptive reuse’ and
its relevance in architectural discourse as a more appropriate option oppose to
demclishing abandoned or derelict buildings. This section is also concerned
with the making of an architecture that expresses both continuity of the
architectural history embedded in the physical built fabric and progression of
the society that uses the building. The intension is thus to develop a design
methodology which is concerned with ‘layering’ in architecture, describing its
relevance to the process of adaptive reuse. In this section, the argument for
layering as a design narrative is substantiated through studies of the design
approaches of both Cario Scarpa and Enric Miralles, and through the study of
the ‘palimpsest.’

The second section, ‘Analysis’, comprises of case studies of various projects
where existing buildings have been adapted for different uses. The case
studies are divided into four categories: Building within, Building over, Building
onto and Building into. Through this analysis, the various approaches to formal,
spatial and programmatic transformation will be uncovered.

The final section, ‘Experiment’, is concerned with finding form and appropriate
structural solutions, which relates to the concept of layering through formal
experiments and exploratory design using physical models.



Theoretical Position

introduction

Throughout history, mankind has erected buildings to facilitate any desired
function, functions relating to shelter, education, religion, recreation, etc.
Buildings are thus one of humanity's greatest stores of materiai, energy and
meaning.

But buildings often outlive their intended purposes. When there is a need for
changing the function of a building, there is inevitably also a need to change
the building itself to accommeodate the new desired use; and since buildings are
generally conceived with the idea of it containing a very specific function, not
all buildings can adapt that easily. As a result, many buildings have been
demolished to make way for new and improved specimens.

The alternative to demolition and rebuilding is adaptive r eusez s
important to iterate that | see adaptive reuse - the process of conversion and
rehabilitation — of a derelict building as a different issue from repair and
restoration. The most important aim of this thesis is not preservation, but

transformation - with transformation describing the process of
changing the form and structure, program, and the spatial experience of an
existing buikding.

Adaptive reuse is thus an architectural, rather than a sentimental or historicist
approach to create new form out of old built fabric. The challenge is not merely
to save an abandoned or derelict building from demolition, but to explore ways
in which it can yet again contribute to the character of a community, and serve
as a cultural landmark in an area where re-generation and revitalisation is
needed.

2 The process of changing old structures for purposes other than those initially intended, is termed
‘adaptive reuse.’



The case for adaptive reuse

The motives behind adaptive reuse in the past, were predominantly functional
and financial, and often took place without regard for the history or 'character’
of the building or the area.® | am of the opinion, though, that it is important to
always try and retain some of the existing architectural details that make the
building unique, even if the primary function of the building is changed.

it was only guite recently that legislation, rooted in a ‘romantic and historicist'
philosophy, appeared which intends to protect old buildings. This return 1o
historicism, and the ‘coniextual' approach that characlerises architecture
nowadays, is probably in reaction 10 the way in which the Modem Movement
refected coexistence with existing built fabric or even the wilful destruction of the
latter. Past masters like Le Corbusier, Mies van der Rohe, Alvar Aalto and Frank
Lloyd Wright might have made reference to the past, but they never proposed
integrating their projects with existing building.*

Abandoned, derelict buildings — thase buildings that are in danger of being
demoalished, have always intrigued me. The fate of such buiklings are usually
determined by economic change, leaving them (as well as the peopie inhabiting
them) dislocate and disconnected. But | am not only interested in buildings that
are from any distant past. | think it is important to realise that it is not only historic
districts and ‘old buildings’ that have contemporary value. Buildings that were
conceived not too long ago ~ modern buildings — are also potential subjects for
the process of adaptive reuse.

The present is heir 1o a diverse and dynamic Modem tradition that is far from
exhausied, and Cape Town is no different. Cape Town has a wealth of good
examples of buildings from the Modern era, but they seem to be victims of
contemporary urban growth and change. The fate of old, historic buildings, to
be protected and reused is many times more assuring than il was in the past.
There is greater awareness of the cultural loss in such rapid and often
meaningless destruction and changes in the built enviroriment, especially those
caused by large-scale developments in cities resulling from commercial
activities, urban motorway construction and wholesale housing renewal. But
Modem buildings, such as the Customs House in the Cape Town Foreshore, the
Werdmuller Centre in Claremont, and more reciently the Rex Trueform Clothing
Factory, are struggling to survive,

. The legislation for preservation of aur historic built fabric has been farged, but at

the same time it must be decided what measures of change are compatibie with
the inheritance of our not so distant modern past.

In an article published in the Architectural Review of March 2007, William Curtis
reminds us that the present is heir o a diverse and dynamic Modern lradition
that is far from exhausied. He refers to the primary works of Modem architecture
that are still very much present, even if we see the world that created them with
a certain distance. “They", referring to modem buildings, “are nct there to be
mimicked, but to be submitted to a critical analysis and to creative
transformation. Theg still communicaie on many levels and we still have much
to leam from them.”

He further slales, “When this transmission across time ceases {0 occur, we can
claim (for the hundredth time} that Madern architecture is dead.”

For my thesis design project | have decided to explore the possibilities of
adapting an existing, derelict, Modern buiiding for a different use. So the
question_that | asked myself was this: how can this existing building be
trarisformed — spatla!!y formally, and programmatically — in such a way that it
can again coniribute to the character of a community, or serve as a culiural

Iandmark in an area where rehabilifation is badly needed? | also set myself the
' challenge of uncovering the historic layers of this building, in order to determine

 the heritage value of the buikding and to what extend formal and spatial
- transformation couid occur.

Working with an existing building obviously requires you to first get to terms with
its structure, spatial character and history — but when a new layer is added to
this building, a new dialectical relationship is created between old and.new. The
challenge is thus to find a way to overlay old and new so that the dialogue
between the two is clearly visible, both tectonically and through spatial
experience.

7 powell, K. (1990): ‘Architecture Rebomm, the conversion and reconstruction of old buildings.’
Laurence King

4 Philipe, R. (1987} ‘Adaptations — New uses for okd buildings.” Princeton Architectural Press

% Curlis, William J.R. {1948-) ‘Transformation and invention: on re-reading modem architecture.’
Architectural Review, 2007 Mar., p.34
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Expressing continuity & change through layering old and
new - Layering as a design narrative

The repair, restoration and preservation of existing buildings is the practice of
specialist agencies; recognising this opens the way for fransformation 1o be
integrated into the art of architecture. Projects related to adaptive reuse have
generated sorne very innovative and exciting work, by architects such as Frank
Gehry, Bernard Tschumi, Norman Foster, Enric Miralles, Daniel Libeskind and
Herzog & de Meuron.

| see adaptive reuse as a different issue from preservation. | am by no means
opposed to the objectives and principals of the heritage council® or the
intentions of any other form of preservation or conservation act. The aim of this
thesis is to discover new ways of dealing with the issue of conversion and
renovalion of abandoned buildings — issues relating to design and creative
space- and form making.

Working with an existing building does not make the project any easier than
working with an entirely new structure. One needs to come to terms with the
building and understand its structural constraints and possibilities, which are
additional to those ansing from program requirements and building regulations.

But these additional constraints, whether relating to form or physical and spatial
structure, could also act as a stimulus to the imagination; they permit further
architectural solutions and existing solutions to be developed by chance. This
chance element to design could never have been produced from a clean slate.

® SAHRA - Sa heritage resource agency



| would like to describe this approach to design as a procass of layering; the
method of overlaying old and new. Layering describes the way in which existing
spaces and new uses are matched; it describes the dialectical relationships
between form and function: existing spaces and potential uses; the relationship
between available ficor area and the requirements of the program, the
configuration of the building and its possible function, former appearance and
new image. Adaptive reuse through layering is not about just adding the new
with the old, but about the nature of the critical relationship between the two.

This layering process through time can also be described, as the ‘morphological
diversity' of a building.” Morphological diversity is not only a characteristic of the
townscape. It coukd also be encountered in individual buildings, making the
architecture both interesting and attractive. Over the centuries the facades of
numerous buiidings have been repeatedly modified, with the result that they
now bear witness to many different styles. There are many precedents in the
history of architecture of morphological diversity, like the Doge’s Palace in
Venice, whose fagade is a perfect example of the harmonic integration of three
different styles, namely, Romanesque, Gothic and Renaissance.®

The architecture of adapting and reusing old buildings — the layering of old and
new — is a shift away from that which is similar to the monument-obsessed
nature of the Modem Movement. This layered approach is about process rather
than product. it welcomes the dynamic of the future and addresses the lessons
of the past. And also, it celebrates diversity, recognising the vale of old and new,
of modernity and tradition.

Aldo Van Eyck described the relationship between time and space in the course
of adaptive reuse as follows: *Places we remember and places we anticipate
are mingled in present time. Memory and anticipation, in fact, constitute the real

perspective of space, giving it depth.™

When dealing with existing buildings, there should be an awareness of urban
vitality and identity, but most importantly, continuity. The need to retain
buildings is not only a desire for the physical form of these structures, but also
a desire for a certain degree of permanence in the mental images or ‘maps’ that
people have of their environment.

Any building, old or new, classic or modem, carries with it historic vaiue and
cultural meaning, because it was created and used by men and woman of that
particular day and age. Discarding of this embedded memory and meaning in
our buiit environment is an offence to those who have gone before us, and
detrimental to historic and cultural continuity.

But the expression of progress and change is as important as the
expression of historic and cultural continuity. Adaptive reuse is thus a different
issue from preservation and conservation: Adaptive reuse is not rooted in a
sentimental or historicist approach to architecture. It is concerned with the
transformation of the formal struciure, spatial quality and programmatic
requirements of an existing building.

As cities constantly evolve through dramatic change brought by large-scale new-
built re-developments, less obvious change occur as existing buildings undergo
a more stable, continual mode of change and adaptation. Through this process,
individual buildings can express the passage of time.

In the words of David Chipperfieid:
“We should not live in a bright shining new future, any more than we shouid hide
in a comfortable pastiche of the past. We must inhabit a ever-evolving present,

motivated by the possibilities of change, restricted by the baggage of memory
and experience 10

This statement sums up the challenge of this thesis.

7 Papageorgiou, A. (197 1) ‘Continuity and Change — Preservation in City Planning.’ Pall Mall Press
London

8 papageorgiou, A. (1971): ‘Continuity and Change — Preservation in City Planning.’ Pall Mall Press
London

® Markus, TA (1979): ‘Buikding Conversion and rehabilitation: Designing for change in buikfing use.
' Butterworth

Opowell, K. (1990): ‘Architeclure Rebom, the conversion and reconstruction of old buildings.’
Laurence King
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The work of Enric Miralies

The dim streets of Barcelona held a few surprises for me during my visit there in
2007. The Santa Caterina Market was one such surprise. | honestly did not know
at the time who the architect was, or even what the history of the building was,
but it's colourful roof, extending over what looked like the remains of a very old
building, remains in my memory. Knowing now that this new market building was
a conversion project by Enric Miralles, | decided to further investigate his work.

Enric Miralles worked in association with Carme Pinos, and between 1993 and
2000 with Benedetta Tagliabue. His work emerged out of the rebuilding of
Spain’s cultural identity; a process that differs from an approach that focuses on
iconic monumental buildings, by concentrating on many small projects.??
Miralles’ rehabilitation of Santa Caterina Market in Barcelona (1999) is one such
project.

Miralles criticises present planning methods by saying, that these are “incapable
of addressing the complexity of the historic city. Geared for immediate resuits,
they simplify the rules of the game to an unacceptable extreme."23

“We tried to break with the pattern of brutal demoiitions foliowed by rebuilding
using very different typologies.”24 Miralles refers to the raw, simplistic slab-blocks
typical of public housing elsewhere in the region.

in his work, Mirafles seems to have investigated the possibilities for alternative
tectonic expression by trying to extend the boundaries of conventional
construction techniques to respond specifically to programmatic and site
requirements. Like Scarpa, Miralles had a preoccupation with maten'ali? and
craft, which ‘traces the hand and the expressive potential of construction.'%>

But, although there seem to be a general tendency towards formalism these
days, current practice is still increasingly more concerned with generalised
buildings, assembled of mass-produced and standardised components.
Buildings are becoming homogenised, and the industry is becoming further
removed from craft-based fabrication and the contingencies of craft and culture.

Miralles' explored ways in which construction can reach beyond the merely
pragmatic, challenging the commodification and standardisation of building
production. The making of the physical artefact is ‘rooted in craft, culture and
context.’?® The Santa Caterina Market in Barcelona is an example of how
changing social patterns and the increasingly hybrid character of institutions
could be reflected.

15

Miralles saw an opportunity in Barcelona's program to adapt declining public
fresh-food markets to the changing needs and lifestyles of urban families 27

When the city officials announced plans to replace the badly deteriorated 19th
century building that housed the market, Miralles approached them with an
alternative proposal. The normal combination of form and program wasn't
accepled and the building type was thus reconfigured. This, together with the
juxtaposition of old and new structure, produced radically fresh results.

The use of ceramics as roof covering, reminded me of Antoni Gaudi's
renovation of Casa Battlo, also in Barcelona. Gaudi used ceramics as a wall
finish on that particular building, but the subtle colour pailet completely
transformed the building, from a typical home to one of the most recognisable
urban landmarks in Barcelona. The rich palette of the fruit and vegetable stalls
occupying the market inspired the mix of colours used. There is definitely a
certain affinity in Miralles’ work with the very animated formal expression and
tactile material aesthetic of Antoni Gaudi. But there is a difference though;
where Gaudi turned away from technology and industry, placing greater vaiue
upon natural form, Miralies used the products and processes of industrialised
mass production as the source of his tectonic vocabulary.2®

By converting the Caterina Market, Miralles successfully changed the existing
building from being a monadlithic structure into a new, muiti-layered one. It reads
less clearly as a figural whole and more as ‘fragments in a field of forces'?%; the
fixed system of order of the old was replaced by a new open-ended and
changeable system.

The work of Miralles, or that of any other similar architect, shoukin't be
confused as being products of a more recent Arts and Crafts movement — that
which ‘repudiates the materials and processes of industrialised building
production in favour of the handmade™" — instead, His 'craft’ developed from
an understanding of contemporary materials and construction systems, and the
means of manipulating these to produce something more existing. He
managed 1o move away from the 'frame and thin-skin' architecture of the 20th
century — which defined architecture in reductive terms as an ‘ever-thinner
assemblage of layers™®!- to produce buildings thraugh the layering of standard
systems in unconventional ways; ‘through revealing interstitial layers of
construction that are normally hidden from view, or through the play between
repetition and variation.’3?










Conclusion

Adaptive reuse is first and foremost a more sustainable alternative 1o both the
processes of demolition and rebuilding, and the rapid development of open land
on the fringes of our cities. Existing buildings, whether they are abandoned and
derelict or precious urban monuments, should be regarded as a valuable
resource for this generation and those that follow.

| think adaptive reuse is a design strategy in which the expression of historic
and cultural continuity must be considered in similar detail as transformation
and change. An architecture of fusing past and present is referred to in this
document as the layering of old and new — the overlay of past and present
modes of production; the overlay of past and present architectural styles.
Layering is thus a design narmrative, which describes a tectonic that expresses
both continuity and change, old and new.

This architecture, which derives from the concept of layering the contributions
of muitiple designers and schools of thought throughout time, is described as a
palimpsest. Architecture as a palimpsest is thus the layered evidence of
change, and can therefore be applied metaphorically to reused buildings. | see
in this analogy a basis for a design approach that will ultimately demonstrate
my intension to formally, spatially and programmatically transform an existing
building to accommodate the desired needs of a changing socio and economic
environment.




Precedent analysis through case studies

The various approaches to formal, spatial The objective of this analysis is to explore various ways of transforming an

nd ati ati existing buiiding for adaptive reuse through various case studies. The projects
and programmatic transformation that | have chosen for this analysis represent a body of work where the aim was
to transform the existing building in terms of use, spatial experience and form.

Extract architectural idea / design concept

Methodology:

- Extract fundamental structuring elements / devices
- ldentify programmatic transformation

- - |dentify formal transformation
- Identify spatial transformation

- Identify layering of old and new

Questions to consider during case studies:

- How was the new added?

- What was attitude towards existing?
- What is the relationship between old and new?
- How is layering expressed / achieved?

- What is the physical nature of layers?

Assembly - structure
Compaosition - compoents
Palette - textures / colour
Juxtapose - old & new

19




Building within

. Daniel Libeskind — Danish Jewish Museum, Denmark (2002-2004)
. Lina Bo Bardi - Oficina Theatre, Sao Paulo, Brazil (1980-1991)

Building over

- Enric Miralles, Benedetta Tagliabue, Rehabilitation of the Sania Caterina
Market, Barcelona, Spain (1999)

- Bernard Tschumi - National Studio for Contemporary Arts, Le Fresnoy,
Lille, France (1991-98)

Building onto

- Antoni Gaudi — Casa Batllo, Barcelona, Spain (1904)
- Herzog & de Meuron — Caixaforum, Madrid, Spain (2006)
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Introduction

| started to map the buildings in Cape Town that were abandoned, or deemed
for demolision any time soan. inn the process, | stumbled upon a number of
buildings in Salt River that were all derilect and seemingly left for dead. These
included the Vanguard House, also known as the Duchess Clothing Factory, and
the Rex Trueform Factory building.

But something about the Rex Trueform appeaied to me — whether it was its
unusually generous setback from Main Road, or its saw-toothed fagade on Main
Road, I'm not sure. But as | started to invesligate further into the history of the
buiiding — uncovering all its various layers — | became even more intrigued.

It all began with two Lithuanian-bom Jews, a tailor, Philip Dibowitz and a
salesman, Bemard Shub, who stated Rex Trueform. Their first factory was
called Judge Clothing and the factory in Salt River, designed by Max Policansky,
was opened in 1936 by Senator Fourie.4% . .

6 Kaplan, D. (1987); “Industrial Development in the Westemn Cape, 1910 — 1940.°































The history of the garment industry in Cape Town

Cape Town experienced significant industrial growth during the early 1930s.
The manufacturing industries focused on mainly food, drink and tobacco,
clothing and paper and printing. The local economy favoured whites, Africans
and women as employees above coloured men®, but during the Depression
the demographics of the workforce changed. The number of btacks declined in
relation to whites. By 1936, over half the white working population of Cape Town
was Afrikaner.5!

During the inter-war period, the clothing indusiry grew immensely in
importance. The fegislation enacted by the Pact Govemnment in 1924 protected
workers and removed customs duty on imported raw materials, which resuited
in the growth of the clothing industry.52

According to Kaplan (1986), all the earliest garment manufacturers in South
Africa were Jewish. There were two groups: the first group of manufacturers
moved their established tailoring businesses from Britain to South Africa, and
the second were Lithuanian and Polish Jewish immigrants who began garment
factories hare. 3

Kaptan points out that in the 1920s the industry had problems remaining
competitive with British goods because of the lower wage structure there. At the
time, the workers here were all White and the Garment Workers Union was one
of the first to be established following the industriai Conciliation Act of 1924,
Coloured workers only began to be employed during the Second World War. An
exception was the employment of 'Malay' tallors from the eartiest days, as
tailoring was considered a traditional occupation. The machinists were White
from the 1920s until the war.54

Figure 60: The RexTruaform Clothing Factory is located in the heart
of Cape Town's garment & textile industry. This map indicates the
cluster of buildings that are retated to the industry. Mcst of them are
now used for nothing more than retaii cutiets for imported garments.

The link between Salt River and the Garment Industry of Cape Town through
history is thus significant. One only needs to lcok at the humber of factories and
retail outlets in the area (refer to map) to realise the importance of this industry
in terms of its physical presents in Salt River's built context. But one also needs
to appreciate the role the garment industry, and indeed the faclories, played in
shaping the cuiturai and social character of the area. The fives of thousands of
Capetonians were influenced by the garment industry, and will continue to do so
for many more years. The cluster of industiial buildings that occupy this area of
Salt River therefore possess significant heritage value, not only because of their
age and architectural value, but also as they represent a cultural legacy unique
to Cape Town.

:?Bickford Smith et a} {1999:64)
Bickford Smith et al {1999)

%2 Bickford Smith st al {1989)

53 Kaptan (1986}
van Graan
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Social context

The people working in the gamment industry

51

Perhaps the most well-known, yet controversial aspect of the garment and
textile industry is the nature of its warkforce, which, owing to the relatively high
labour intensity, but relatively low skill level, is notorious for its minimal
wages.% Throughout its history in South Africa, the majority of the clothing
industry's workers ranked amongst the lowest paid in the country, and, largely
as a consequence, the industry was one of the country’s largest employers with
98 875 workers in 1973, representing around 19% of total manufacturing sector
employment in the country.68 Approximately half of this employment was
accounted for by the Western Cape clothing industry.

Another significant feature of the industry’s labour force is the significant
proportion of female workers. In 1968, 68% of Rex Trueform's workforce was
female 52 In addition, most of these women were relatively young, with a 1969
study revealing that 79% of women employed in Cape Town'’s ciothing industry
were between 15 and 35 years of age. These fealures of the workforce,
coupled with the sheer size of the firm — by 1973 it employed over 3000 — made
it a significant component of Cape Town's coloured working class
community.”?

The leasing of Rex Trueform in 2005, including the ioss of close to 1000 jobs,
had political, social and economic ramifications within the Westem Cape.
Owing to the fact that a bulk of the company’s employees was unskilied, mainly
female bread winners of usually large families, the closure did not only mean
joblessness, but the increase of poverty in already devastated working class
communities.’”?

57 (BUT 968 MELL)
% BUT 968 MELL)
% BUT 968 MELL)
°(BUT 968 MELL)
71(BUT 968 MELL)







The Rex Trueform Factory - Drawings of existing structure
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The Rex Trueform Factory - Drawings of existing structure ’
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(Re) Program

introduction

Not too long ago in the history of architecture, the presesvation of individual
buildings and monuments was a campaigning cause, but increasingly, a mix of
restoration, adaptive reuse and new design has regenerated entire areas.”’ The
clean sweep of old cities to make way for new, improved ones, became an
outmoded notion; the rediscovery of the vitality and character of old cities is a
tate 20th century phenomenon. 'If new architecture, the so-called ‘heritage of the
tuture’, is vital to towns and cities, the rediscovery and reuse of old buildings and
areas is even more significant in underpinning urban life in the 21st century.7®

By keeping traces of the old in the form of individual buildings or groups of
buildings, and by crealing adequate urban conditions, the process of urban
rehabifitation is an attempt to preserve the original principals of spatial
organisation and to integrate it into present and future architectural creation. In
doing so, this process of urban rehabilitation is much more creative and much
more fiexibie than those used in either the preservation of monuments or urban
renewal.”®

This intervention should be seen as a catalyst for future growth and investment,
particularly since Salt River and Woodstock have gone through a process of
decline.

powell, K. (1990). 'Archilecture Reborn, the conversion and reconstruction of old buildings.”
Laurence King

"8powall, K. {1990): ‘Archilacture Reborn, the conversion and reconstruction of oid buiidings.”
Laurence King

" papageorgiou, A. (1871); ‘Continuity and Change ~ Preservation in City Planning.’ Pall Mall
Press Loncdon
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Reviving the urban community of Salt River through the promotion of Creative Industries

The site of the Rex Trueform Clothing Factory falls within the study area of Cape
Town's inner cily revitalisation framework, which mainly focuses on the main
roads. (Victoria, Albert and Sait River Road) The economic strategy in the
Framework focuses on commercial revitalisation, which in many ways influences
the overall investment climate for residential and other markets in the area. The
program assumes that economic possibilities would be hamessed through a
committed public investment and community involvement programme. it aiso
relies on the fact that the study area is strategically located in relation to the City
Centre.

With this strategy in mind, | believe that there are even further possibilities for this
area, and indeed the Rex Trueform factory building. Through precedent studies
| have discovered that many city authorities and urban development agencies
world wide are using culture-related activities to promote the civic identity of city
districts, to market these districts both nationally and internationally, and to revive
the fortunes of cities and the districts within their boundaries experiencing
industrial decline.

During our M-Arch class tour during the July semester break of this year, we
visited Johannesburg where we were introduced to the work of the JDA — the
Johannesburg Development Agency. The JDA is an agency of the City of
Johannesburg that 'stimulates and supports area-hased economic development
initiatives throughout the metropolitan area in support of Johannesburg's Growth
and Development Strategy.”®® It was our visits to the newly renovated Turbine
Hall in Newtown and the Drill Hall in central Johannesburg that made me curious
as to what the intentions of this agency are in terms of urban renewal and indeed
the adaptive reuse of derelict buildings.

Both the Turbine Hall and the Drill Hall are now being used for functions deferent
to what their names might suggest — but both are also excelient examples of how
existing, rundown buiidings can serve as catalysts o inject new energy and lfe
into areas that are in great need of urban regeneration and capital investment.
Seeing and experiencing these buildings and the impact which they already have
on their immediate surroundings has given me further encouragement to pursue
the intentions and objectives that form the basis of my thesis design project.
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The creative industries have emerged as a key focus area for the JDA as
a number of their projects have been centred on the cultural and creative
industries. I've done further investigation into the JDA and their projects in and
around Johannesburg, and come across one particular project, the ‘Fashion
District.’ The Fashion District is largely an industrial area with textile factories
and ciothing shops, and has been situated in the eastern part of the CBD for
over half a century, with tailors and seamstresses bursting out of its buildings.
This area can easily be compared with Salt River in Cape Town, as it also plays
host to a very well established textile industry on the fringes of Cape Town's
CBD. in its heyday the Fashion District was a focal point of the garment
industry in Johannesburg, similar to what Salt River factories are for Cape
Town. The Fashion District was at its peak during the 1980s, but began to
decline rapidly when South Africa was re-introduced into the global economy
and with the opening up of China to the world trade. Massive retrenchment
occurred in the district and many people lost their jobs. Many buildings that had
been purpose-built for the fashion industry were abandoned and began to
deteriorate and decline.

The revival of the Fashion District meant that factories could open up again in
the form of smaller, more efficient operations, and most importantly, they've
now found a more secure, niche markel in ethnic African designs which can’t
be produced by Asian sweatshops because they're very individualistic and
localised.

Johannesburg's Fashion District is now regarded as the hub of South Africa’s
fashion industry. The district has a considerable fashion cluster comprising a
mixture of design, manufacturing, sales and supply outlets. The area generates
public interest in locally manufactured gamments and stimulates national and
international tourism.®*

Many people who previously worked in the fashion District, but who lost their
jobs, moved back into the district and operate as seamstresses. There are over
100 Cut, Make and Trim (CMT) operators located in or close to the District and
the operators have clusiered together in buildings forming impromptu
production houses. It is expected that the Fashion District in Johannesburg will
generate more interest in locally manufactured garments and stimulate national
and international tourism. %2






Bridging the skills gap in the clothing and textile industry

The South African ciothing and textiles industries have undergone difficuit
restructuring processes over the past decade under the combined impact of
domestic and international factors. The negative impact of this transformation is
evident in the declining contribution of our total manufacturing output, its falling
export share and the significant amount of jobs that were lost. The outcome might
have been different had this process of restructuring been anticipated and
accompanied by a rigorous effort to up-skill remaining workers and encourage
innovation. This could have enabled the sector to pursue a skill-led
compestjtiveness strategy and assist a move towards higher-cost, high-quality
items.

in the new global economy, a country’s successful involvement in the global
industry is directly related to its ability to consistently respond to customers’
needs, which requires local manufacturers to upgrade their design and marketing
skills and demonstrate world-class manufacturing®® capabilities. The US
Intemational Trade Commission has identified skilled labour and management as
a critical success factor, which provides countries with an advantage; as a result,
there is a serious need to develop skitls in the clothing and textile industry in our
country. The global trend has been for less-skilled tasks to be moved to low-cost
locations while high-value-added and higher-skilied tasks remain in developed
countries. %

With this in mind, it is obvious that emphasis should be placed on the need for
the upgrade of our technical and production capabilities so as to compete in
terms of quality, design and delivery, rather than simply on price. This thus
presents the opportunity for the Rex Trueform Factory to be transformed into a
facility where skills can be taught upgraded — skills related to the clothing and
textile industries.

Crganisations like The Clothing, Textile, Footwear and Leather Sector Education
and Training Authority (CTFL SETA), are established with the aim to raise skilis
levels in the industry. A skills audit of the industry, done by SETA®, concludes
that there are shortages in the upper occupational strata (senior managers,
professionals and technicians), and shortages of artisans and skilled workers (e.
g. machine mechanics)
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According to a report by R. Daniels, the ‘skills shortages are not only about
scarce and critical skills’, but should encompass ‘advanced qualifications and
elementary qualifications alike.” Skills development may also he needed for
ciii'ferentB geople at different stages of their life cycie, or over the business cycle,
or both.

The demand for scarce skill, accoding to the SETA, is for highly skilled technical
people in occupations that fall into the upper strata; furthermore, there are no
skills shortages in the lower strata of the occupational sphere.3? This statement
is accurate if one considerers the amount of job losses in semi-skilled and
unskilled occupations. Skilis gaps exist when employers recognise that their
existing worldorce has lower skill levels than are necessary o meet business
objectives. Skills gaps therefore refer to a lack of competence of existing staff
or an inability to perform their roles to the optimum level.

Both clothing and textile firms experience wide skills gaps. For clothing, the
main concemn is at both ends of the occupational spectrum — in management
and in operative areas. Technical skills gaps occur mainly at production
operative level.2® Most fims, according to Daniels’ report, have identified the
shortage of machinists as their greatest problem, with other production-related
positions also becoming increasingty difficult to fill. In terms of management,
skills gaps are identified overwhelmingly at mid-management level, mainly
relating to problem solving and team-leading. For textiles, technical skills gaps
are manifest in insufficient numbers of machine operators, particularly knitlers
and creels. Similar to the siluation in ciothing firms, there is an alarming
shortage of upper management skills.

It is interesting to note that skills gaps are more evident in those firms —
imespactive of size or market crientation — which have actively engaged in the
transition to WCM (world class manufacturing) and explicitly recruit labour
within this new mould. Technical advances in the globai industry and the
transition to WCM practices thus demand increased training within firms.






Conclusion
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If the Rex Trueform building is to become a catalyst for the future revitalization
of Salt River, then it needs to be transformed. Having locked at the success of
the Fashion District in Johannesburg, and understanding the dilemma which
the garment and textile industries finds itself in, an alternative program needs
to be implemented to achieve this goal.

| have thus decided to change the Rex Trueform Factory from being a building
where clothing items were manufactured on a mass production bases, to a
facility where people in the garment and textile industries can learn new and
improved skills. By employing this strategy, companies might be able to counter
the negative impact of cheaper eastem imports, by participating in the shift
towards catering for a global market that demands world class manufacturing
capabilities. This will hopefully also reiieve unemployment, as trainees could
then fill positions that require higher skills levels.

Another objective of having a skills training faciiity for the garment and textile
industries, is to promote the establishment of small, medium and micro
enterprises. South Africa is in the process of overhauling its social, political and
especially economic institutions. Central to this process is a strategy for
economic growth and restructuring. Small, medium and micto enterprises
(SMME's) development and promotion are part of the broader strategy
because they are believed to absorb unemployment and to have the potential
for economic growth. 92

The reprogramming of the Rex Trueform Factory will thus entail the designing
of learning and smaller manufacturing spaces. These smaller manufacturing
spaces will cater for the design and manufacturing of garments on a smaller
scale. A space for a clothing market will also be provided, which wil give small
companies and young designers the opportunity to showcase their creations.
As the Fashion District in Johannesburg has shown, the use of creative
industries, such as fashion, as tourist attractions, could revive an entire area of
a City.

%2 Matshedisho. Knowledge Rajohane (2000): *Small, Medium and Micro Enterprise Promotion in
the Westen Cape Clothing industry — The Way Forward for SMME'S Promotion in South Africa.”
Department of Sociology, University of Cape Town
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The chailenge is to re-structure the Rex Trueform Factory building 1o facilitate the
spaces that are required to achieve these objectives. In essence, the intervention
will comprise of two halves: the school (skills learning} and the creative factories
{design and manufacturing studios).

The relationship between these two halves is fundamental to the success of this
project. It is therefore my objective to use the school as a skills and equipment
resource for not only the small design and manufacturing studios in the building,
but also any other company outside the premises. The school thus becomes an
impromptu factory in itself, where smaller enterprises could then have access to
pooled machinery and equipment that they would not otherwise be able to
purchase.

The following diagrams should be seen as an introduction to the following
chapter, which maps the conceptual development of the projects.

Diagrams exploring spatial relatipnships

The building is opened for free movement. \
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The iwo previously disconnected buildings are linked spalially and programmaticadly.

Walls are regarded as not oniy elements defining space, but also binding elements.
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Exploring structure, finding form

The work of Antoni Gaudi

There are a number of things about Barcelona that will retrieve many fond
memories of my visit there during the summer of 2007: drinking cerveza on its
sandy beach, walking along the Ramblas at 12 o'clock in the evening, and the
work of Antoni Gaudi.

The mere presents of La Segrada Familia sent shivers through my whole body,
and strolling around Park Guéll was five hours well spent. But Casa Battlo
grabbed me; so much so that | had to extend my stay in Barcelona, just in order
to finish a pencil drawing of this Catalonian icon. Casa Battlo is in fact a
renovated house.









































































Conclusion
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To conciude this design document, | must iterated that the next phase of this
thesis project will be concerned with the making of an architecture that
expresses the thoughts and intentions described in this document.

It has been stressed clearly in the first section of this document that adaptive
reuse is a design strategy in which the expression of historic and cultural
continuity must be considered in similar detail as transformation and change.
An architecture of fusing past and present is referred to in this document as the
layering of old and new — the overlay of past and present modes of production;
the overlay of past and present architectural styles. Layering is thus a design
narrative, which describes a tectonic that expresses both continuity and
change.

This architecture, which derives from the concept of layering the contributions
of multiple designers and schools of thought throughout time, is described as a
palimpsest. Palimpsest, as defined in the first chapter, is thus the layered
evidence of change, and can therefore be applied metapharically to reused
buildings. | see in this analogy a basis for a design approach that will ultimately
demonstrate my intension to formally, spatially and programmatically transform
an existing building, the Rex Trueform Clothing Factory, to accommodate the
desired needs of a changing socio and ecohomic environment.

The lessons learned from the study of the work of both Carlo Scarpa and Enric
Miralles, as wsll as the various case studies of projects concerning adaptive
reuse in sections two, will be vaiuable during the course of the thesis design
project. | regard Scarpa’s approach to adaptive reuse in particular as the most
valuable source to understand the tectonics of layering.

The projects analysed in section two were originally chesen purely on face
value, but through further analysis, a more thorough understanding of the
transformation of form, space and program was gained. 1 realise, however, that
all of the projects dealt with in the case studies are very different in terms of
their contexts and use. It is therefore crucial that a proper analysis and
investigation should precede any design development of the chosen site for my
thesis, Only then can the lessons learned from these case studies be applied.



My analysis of the physical, historical and social context of the Rex Trueform
Factory has certainly paid off, since my understanding of both its heritage value
and potential value for the Salt River community stand me in good shape to
make informed decisions during the design process.

It is my intention to extend the process of experimentation and exploration as
proposed in the final chapter for as long as possible until the end of the design
stage of my thesis, Working with the Rex Trueform building will prove to be an
exiting opportunity to test various approaches of formal and spatial
transformation, and to investigate the various ways in which the idea of tectonic
layering can be applied.
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