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The contemporary relationship between university and city in Cape Town is highly 
marked by segregational urban planning under apartheid, of  which a direct consequence 
was the positioning of  the University of  the Western Cape (UWC) in Bellville. The 
former coloured university finds itself  far outside the centre of  the city, as it was 
established during apartheid in the midst of  nothing but bush. The institute was spatially 
planned not to have an opinion or a voice in and on Cape Town, and to remain as 
invisible as possible. 

This dissertation looks into the specific intentions of  UWC’s Centre for Humanities 
Research (CHR) to establish an off-campus ‘Arts and Humanities Centre’ in the suburb 
of  Woodstock, which is located right next to the city’s Central Business District, and 
is currently being rebranded as Cape Town’s new ‘creative district’. Falling under the 
general inquiry into the relationship between university and city, the two main themes 
that will be addressed in this dissertation are: 
- The contemporary situation in Woodstock, as well as its history to provide for a firm 
understanding of  the area’s urban fabric and imaginary, and for a context to the current 
development in light of  the ‘creative industries’, generally referred to as either urban 
renewal or gentrification.
- The typological-institutional set up, and the proposed interdisciplinary nature of  the 
new centre, on its own, and within the structures of  the CHR and the UWC. 

Regarding the two main themes, the dissertation will work towards presenting a 
set of  questions on which the new centre will have to profile itself. The dissertation 
will do so by focusing on the new facility’s institutional intentions and their spatial 
consequences, both on a conceptual level, and linked to the particularities of  this specific 
project. Furthermore, the thesis will argue that its setup exactly in Woodstock has the 
potential to put CHR, and by extension UWC, in a position to critically engage in the 
current debates on post-apartheid urban development in Cape Town, both as a city 
project itself, and by means of  its production of  artistic and academic content.

Abstract 
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A series of  master dissertations written during the last eight years at the University 
of  Ghent in collaboration with the University of  the Western Cape (UWC) are starting 
to form an elaborate body of  work. The common starting point of  this research is the 
establishment of  the UWC campus in Bellville during apartheid, as a direct consequence 
of  apartheid’s segregational policies. By placing Cape Town’s Coloured university north 
of  the Cape Flats, approximately twenty kilometres away from the city centre, apartheid 
planners denied UWC any kind of  voice or visible presence in the city. Today, the spatial 
translations of  apartheid ideology appear to be among its most difficult aspects to 
transform, and UWC’s remote position remains a challenge for the institute. 

The collaboration started in 2010 with a thorough mapping of  the UWC campus 
and further research into student mobility, campus models and Bellville itself. In 2012 a 
catalogue of  the university’s off-campus facilities was constructed and served as a basis 
for spatial reflections on the one in Mitchell’s plain and the role of  UWC in Bellville itself. 
These were supplemented in 2014 by a dissertation on UWC’s Tygerberg Hospital site. 
Two other dissertations also worked around off-campus accommodation as a valuable 
strategy to discover the role of  the university within the broader Cape Town area in the 
post-apartheid era, but they looked into areas where UWC isn’t or wasn’t present yet. 
The dissertations described the areas’ urban landscape and social fabric, framed within 
their historical development, to determine future possibilities for the university. Within 
this research context, a master dissertation on Belhar was written in 2013, and last year, 
in 2016, one was completed on Voortrekker Road. 

Also in 2016, Premesh Lalu, director of  the university’s Centre for Humanities 
Research (CHR), engaged into conversations with different levels of  government to 
acquire a property for the establishment of  a new off-campus centre envisioned as an 
‘International Centre for Arts and Humanities’. This intention forms the basis for our 
dissertation, which is complemented by the one of  Jonas Decloedt on Cape Town’s 
suburb of  Athlone, where CHR currently hosts a lecture series. Both of  the dissertations 
inscribe themselves into the previously produced body of  work, by considering UWC’s 
position within the city of  Cape Town, but they differ given the specific focus on the 
CHR, and the possible differences in the functioning of  the university as a whole, and its 
‘flagship department’. 

Research Context & Foreword
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During our preparatory research in Ghent, from October until December, the CHR 
was still considering property in Athlone and on the edge of  District Six as a site for the 
new centre, as well as an abandoned school building in Woodstock. At the end of  2016, 
due to a number of  different reasons, the gaze got fixed on the last option, and the project 
moved onto the next stage which included the appointment of  Wolff  Architects, led by 
Heinrich and Ilze Wolff, to start with the preparatory design research. During our stay in 
Cape Town, from the end of  January until the end of  March 2017, we got the chance to 
use their office as our ‘base of  operation’. For two months we engaged in conversations 
with a wide variety of  people: academics, historians, urban and institutional planners, 
artists, people from several past and current institutions and organisations in Woodstock, 
and so on. They all helped us to get an understanding of  both the area of  Woodstock, as 
well as the intentions and functioning of  the CHR. Regular group discussions with the 
project team of  Wolff  architects, as well as with Premesh Lalu and other people involved 
at CHR and UWC helped us to guard an overview of  all the gathered information, and 
to provide us with the necessary contextual insights that we, despite all the preparatory 
reading, often lacked. 

Quite quickly a two-part structure emerged from our gathered material. One part 
would focus on Woodstock, a previously undiscovered area for UWC. It concerns a 
historical reconstruction of  the area’s urban fabric and of  the ‘urban imaginary’1 that 
is plugged onto Woodstock, to be able to fully understand the impact of  the possible 
establishment of  an Arts and Humanities Centre in the area. The second part would 
focus on the centre itself  and elaborates on different institutional-typological aspects, as 
well as its concrete framework conditions. Both parts of  the thesis developed together, 
first roughly during our stay in Cape Town, which was mostly focused on gathering as 
much information and material on Woodstock and on CHR as possible, and more in 
depth back in Ghent, where we selected and compiled the gathered information.
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 Looking at Woodstock

When we started gathering information on Woodstock, quite quickly some 
categories were to be detected in the academic literature, mainly to be divided into two 
sections.

Firstly, in historical overviews on Cape Town, by authors as Bickford-Smith 
and Western, Woodstock is featured as one of  Cape Town’s many suburbs, and pops 
up here and there throughout the books as part of  a particular episode of  the city’s 
history.1 But without exception, Woodstock is always part of  the centre of  attention 
in the chapter that handles forced removals under the Group Areas Act because of  its 
officious status as a ‘grey area’ where forced removals where never executed, and that, 
as such, didn’t comply with the apartheid segregational laws. Defying apartheid racial 
segregation, Woodstock was the only officially declared ‘White Group Area’ in central 
Cape Town where Coloureds lived through apartheid, which stood in sharp contrast to 
the neighbouring, bulldozed District Six. Even within the context of  South Africa as 
a whole, for example in Christopher’s ‘Atlas of  Changing South Africa’,2 Woodstock is 
made mention of  as one South Africa’s urban irregularities during apartheid.

Secondly, recent academic production on Woodstock exists in the form of  journal 
articles writing about gentrification in Cape Town, of  which Garside’s was the first, 
already in 1993.3 Woodstock is one of  several study areas closely located to the inner city, 
which were mostly working class areas during apartheid and have recently experienced 
enormous increases in real estate prices due to a combination of  different factors, like 
location, a certain ‘appeal’, and the pressure on housing in the inner city. In Woodstock 
this phenomenon is highly related to the upcoming ‘creative industries’. The studies are 
mostly written in the context of  general academic interest in the neoliberal free market 
paradigm taking over Cape Town, and the current state of  post-apartheid South Africa 
with a government failing to implement productive urban policies, resulting in patterns 
of  segregation highly similar to apartheid. 

To frame the current pattern of  relocations in Woodstock, in which its former 
working class inhabitants are being replaced by middle class professionals, most of  the 
articles feature a short history of  the area, in which the evolution from a Coloured working 
class industrial neighbourhood into what is called a ‘creative district’ is explained, and the 
lack of  integration between the two worlds is pointed out - an image of  Woodstock that 
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occurs also in popular media around the world.4 The articles then elaborate more on the 
‘negative externalities and social exclusion’ that were caused by this rapid appearance of  a 
‘geography of  creativity’.5 They show that Woodstock is currently the subject of  debates 
concerning alternative urban development, which considers both opportunities for new 
urban improvement and economical opportunities, and apartheid’s legacy of  a highly 
divided and unequal society. 

However, an elaborate historical survey of  Woodstock’s development does not yet 
exist. In terms of  historiography, Woodstock lies in the shadow of  the neighbouring 
District Six, Cape Towns famous destroyed inner city suburb. Nevertheless all the 
pieces to construct such a history do exist. Apart from the aforementioned categories, 
Woodstock is also the subject of  some other literature. In 1987 Badham already devoted 
an article on Woodstock’s eighteenth century history called ‘Rediscovering Woodstock’.6 
Earlier accounts on Woodstock, zooming in on specific aspects of  the suburb, are 
written by Ridd in 1981, on the social division in Cape Town’s working class area,7 and 
by Whitingdale in 1973 on the evolution of  its industrial landscape.8 Furthermore, some 
dissertations and articles on specific ethnic groups in Cape Town deal with Woodstock.9 
Lastly, From 2003 to 2007 there existed a historical magazine, called ‘the Woodstock 
Whisperer’, featuring fragments of  solely Woodstock’s history in the form of  different 
small, newspaper-like articles.10 Hence, most of  the time primary sources, like the census, 
or the government gazette, were already processed and interpreted in one of  these 
books or articles. Harder to find where precise descriptions of  Woodstock’s changing 
urban fabric, but the huge amount of  historical maps in the Western Cape Archive,11 
complemented with recent heritage and urban planning reports,12 proved more than 
sufficient. Also some newspaper archives were consulted, to gain an understanding of  
the specific sensitivities of  the area during certain periods of  time.13 More difficult to 
capture is the demographic composition of  Woodstock during apartheid. Hence, in the 
respective chapter, we explicitly refer to different authors to structure the text. 

In the first part of  this dissertation these different narratives with their different 
focuses will be stitched together to construct a more or less continuous history of  
Woodstock (as far as possible for two students and outsiders, not used to work in, nor 
write about the South African context). Although the history is structured as a different 
part, it actually falls under, and is complementary to, the third chapter of  the second 
part of  the dissertation, considering the possibilities of  Woodstock as the area for the 
new Art and Humanities Centre. There, we will look at concrete possibilities present 
in Woodstock, directly applicable to the institutional and spatial design of  the new 
centre, in an almost quantitative manner. In the first part we will try to construct an 
in-depth understanding of  the neighbourhood on itself, to allow for a complementary 
understanding of  the impact an ‘Arts and Humanities Centre’ could have. 

Originally we focused on Woodstock’s twentieth century development. But soon it 
became clear that from the very beginning of  the urban colonial history of  Cape Town 
the decisions made, buildings erected and routes established - on itself  partly influenced 
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by the precolonial African population - would prove to have a lasting influence on the 
eventual, twenty-first century urban fabric of  Woodstock, and its position within greater 
Cape Town. That is why eventually, as most of  the literature concerning Cape Town’s 
early urban history,14 the start of  the timeframe considered in our thesis coincides with 
early European interest in the Cape of  Good Hope, and the first permanent settlement 
established by the VOC in the seventeenth century, with references to the earlier history 
of  the Cape’s indigenous population. 

Although we split up the history-part of  our dissertation in six chapters focusing 
on a certain period of  time, most of  them are highly defined by a combination of  certain 
events that can be linked back to a few, interconnected themes, meandering through 
Woodstock’s history. There is the infrastructural development, that runs as a common 
thread through to the suburb’s urban development. It encompasses the famous growth 
of  the harbour, and the foreshore reclamations that disconnected Woodstock from its 
beach, but also the development of  Cape Town’s railway system and road infrastructure 
are important recurring themes. Furthermore, the development of  the urban fabric 
from a small settlement to an industrial urban extension of  Cape Town, and the recent 
redevelopment and rebranding of  Woodstock as Cape Town’s ‘design district’ extends 
a single timeframe. Lastly, the changing demographics of  the suburb and Cape Town’s 
working class area  are considered throughout the whole history. 

Each period of  time is accompanied by an introductory and concluding picture, 
and a historical map on the area, complementing the discursive argument. A description 
of  current-day Woodstock serves as a prelude, to introduce the different parts of  
Woodstock, the names of  its streets, infrastructure and important buildings, and the 
current characterisation of  the area, complemented by some maps that frame Woodstock 
within its urban context. Lastly, a timeline of  maps provides a framework during the 
reading.
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Thinking about an Arts/Humanities 
Centre

The second part of  the dissertation looks at the ‘Arts and Humanities Centre’ the 
CHR intends to establish. It aims to provide a number of  reflections and ideas, on both 
the institutional nature of  such a centre, as well as its implementation in a specific site and 
building in Cape Town, that, we hope, will help the various stakeholders of  this initiative to 
define what kind of  centre it might actually become and what is required to accommodate 
such a centre in terms of  urban location and physical/built hardware.

The processing of  all the information in this part, gathered during our fieldwork in 
Cape Town as well as via a small literature study, happened mostly while in Ghent. The 
approach followed here is closely linked to the typological research that is being conducted 
at the university’s Department of  Architecture and Urban Planning.1 Furthermore, the 
structure of  the second part was motivated by two practicalities. The first one is the fact 
that Wolff  Architects was already appointed to deal with the design of  the centre. And 
the second one is the lingering uncertainty about the availability and suitability of  the 
Greatmore Building. This both allowed and prompted us to construct a document with a 
wider scope of  view.

The structure of  the second part divides the project in three sections. We begin 
our discussion by looking at the intentions for establishing the centre, as formulated by 
Premesh Lalu in a first concept document,2 and in many discussions between the involved 
parties we were able to attend while in Cape Town. The intentions form the basis for the 
development of  the first section which is analytical-conceptual in scope, and develops a 
model to understand the preconditions of  a generic Arts and Humanities centre. The model 
is illustrated by a set of  four references. A second section illustrates the model by presenting 
three scenario’s for the centre. They will be complemented by a third section describing 
three contingencies underlying the CHR’s initiative: the existing, historic building that is 
currently envisioned to house the centre in the future; the urban site of  Woodstock and its 
“creative landscape” and finally how this institution is embedded in the larger framework 
of  CHR and the UWC. 

But first and foremost, the document wants to present an overview of  the different 
‘levels’ on which decisions are made, and how, together, they form a vision for the concrete 
centre, since the dissertation, we hope, might function as a tool to help guide future 
discussions on the centre’s brief  and development. A more elaborate introduction follows 
at the start of  the second part. 
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Part I
Framing Woodstock
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At Table Bay, in the natural amphitheatre-shaped area defined by Table 
Mountain and its surrounding hill peaks lies Cape Town’s city bowl, comprising 
the city’s central business district (CBD) and its immediately surrounding 
suburbs. It spans from the hillsides of  Lion’s Head and Signal Hill on the 
western side, to the foot of  Devil’s Peak, east of  Table Mountain. At the 
slopes of  the latter, on the edge of  the amphitheatre, squeezed in between the 
mountain and the water, Woodstock, Cape Town’s ‘oldest suburb’1 is located. 
Within the urban landscape, Woodstock is to be found in between the CBD, 
the empty land where once was District Six, and Cape Town’s northern and 
southern suburbs.

As depicted on the included maps, Woodstock reaches roughly from the 
N1 highway in the north, to the N2 highway in the south, comprising the sub-
places of  Walmer Estate and University Estate in between the N2, and the De 
Waal Drive. In the east the suburb ends at Salt River Road. And in the west 
it is partly bordered by Trafalgar Park and partly by the N2 as well. Although 
officially, a part of  western Woodstock belongs completely counterintuitive 
to District Six, which is located at the other side of  the highway, hinting at 
the origins of  the N2, and the impact its construction must have had on 
the previously existing urban fabric. For drivers on one of  the two national 
highways, Woodstock is the very last stop before arriving in Cape Town’s CBD, 
or the first after departing. Running parallel in Woodstock, one kilometre apart 
from each other, the N1 reaches all the way to Bloemfontein, Johannesburg 
and Pretoria until it ends at the border of  Zimbabwe. The N2 connects Cape 
Town with Port Elizabeth, East London and Durban. 

Woodstock’s two main roads, Albert Road and Victoria Road, play an 
important role within the city of  Cape Town itself. Victoria Road connects 
central Cape Town with the southern suburbs. Starting in the CBD, it passes 
Woodstock right before turning southwards in Salt River, where its name 
changes in ‘main road’ to end some twenty kilometres further in Westlake, 
right before Muizenberg surfer’s corner and Vishoek on the shores of  False 
Bay, its original destination dating back to the seventeenth century. Albert 
Road starts in Sea Point, turns around Signal Hill and runs right trough the 

Current-day Woodstock

[Figure 0.1 and 0.2] - 2017- The 
first two pictures show the typical 
streetscape of  the Main Roads. The 
small scale retail, varying in the 
what they have to offer, but united 
in its appearance is interspersed 
with some medium-scale former 
industrial blocks. 
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centre of  Cape Town before passing in between the Castle of  Good Hope 
and Cape Town Central Station underneath the N2, to enter Woodstock. The 
Lower Main Road ends on the border between Woodstock and Salt River on 
the Salt River circle roundabout. From there on Voortrekker Road connects 
Cape Town with the northern suburbs and the university of  the Western Cape 
in Bellville.2 The position of  Woodstock in between the centre and the suburbs 
becomes mostly visible during rush hour, when the main roads are filled with 
small and large busses transporting commuters back and forth from central 
Cape Town. 

When entering Woodstock via one of  the two main roads coming from 
the CBD, the urban landscape changes profoundly, from office towers with a 
height of  a few dozen floors, to industrial buildings of  smaller size, interspersed 
with residential buildings dating from the beginning of  the 19th century, and 
small-scale retail, upon passing underneath the N2. A whole different kind of  
view uncovers itself  when driving on the De Waal Drive, the winding road on 
the slopes of  Table Mountain that forms the border between the city and its 
natural scenery. When the residential blocks of  the inner city stop blocking the 
view, drivers witness a glimpse of  the vacant land where were once District Six 
was, before passing Walmer Estate. In the background, the silhouette of  Cape 
Town’s harbour industry is sharply visible against the waves of  Table Bay. 
More or less in between those two spectacular and completely different urban 
landscapes, a patch of  low residential roofs indicates residential Woodstock. 

The vibrant main roads have always been, and still are, the arteries of  
Woodstock, constituting its clear and legible structure. Along the main roads 
one finds most of  Woodstock’s local retail lined up, mostly still occupying 
the double storied, arcade typology built around the turn of  the twentieth 
century. In between lies a part of  Woodstock’s fine grained residential urban 
fabric. This part of  Woodstock is mostly referred to as ‘Lower’ Woodstock, 
which refers to its relative position on the slopes of  Devil’s Peak. In between 
Victoria Road and the N2 we find ‘Upper’ Woodstock. The residential urban 
fabric of  Woodstock is mostly made up of  beautiful Victorian row and semi-
detached housing, which are characterised by the soft slope of  the roof  and 
the narrow terrace in the front, consistent in use of  material, yet various in 
detail. The limited range of  building types finds its origin in the speculative 
nature of  development around the turn of  the twentieth century, during the 
rapid development of  Woodstock.3 This provided Woodstock with a sense 
of  unity that lasts until today.4 Buildings addressing the local community like 
schools, mosques and churches are spread throughout Woodstock’s residential 
area. Further up the slopes of  Devil’s Peak, behind the N2 which constitutes 
a firm border, the look of  Walmer Estate and University Estate is different. 
The houses are built more recently, and row-housing is replaced by a typology 
of  detached ones.

The triangular part of  Salt River right next to Woodstock, and the 
northern part of  Woodstock stretching from Albert Road down to the 
harbour, consist mostly of  more large scale industrial buildings only scarcely 
interspersed with more fine grained residential or retail property, reminding 

[Figure 0.3 and 0.4] - 2017- The 
third picture shows an example 
of  one of  the typical units of  
Woodstock’s residential urban 
fabric, which is located in between 
and above the main roads, and 
displays a high level of  unity due to 
speculative development at the basis 
of  Woodstock’s urban expansion. 
In between the residential urban 
fabric, a variety of  religious, 
cultural or community institutes are 
located. The fourth picture is one 
of  those. It is Roodebloem Estate’s 
old mansion that has survided 
until today (see further), and 
which houses today a since long 
established art school. 
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of  the area’s industrial past as a working class suburb. By far most of  the 
industrial buildings appear no longer in use, or are reconverted as office 
buildings or wholesale stocks. Only a small part of  ‘industrial Woodstock’, 
packed in between Albert Road and the train tracks which hide the other part, 
is actually visible when one walks around in Woodstock. The visible part is a 
strip notorious for drug use and poverty.( Currently, Bromwell Street, east in 
the strip, is the scene of  a bitter lawsuit of  residents, facing eviction, against 
developers who bought the property. 

Behind Woodstock Train Station a footbridge provides for a rare vertical 
crossing over the horizontally orientated infrastructure dividing Woodstock 
from the sea. It’s only upon walking over it that industrial Woodstock uncovers 
itself  on eye level. In an almost historical way, one passes perpendicularly the 
different layers of  large industrial blocks and a huge pack of  railways piled up 
over the years. The land is the result of  a large reclamation campaign in light 
of  Cape Town’s harbour development, which destroyed Woodstock famous 
beach in the first half  of  the twentieth century, a part of  Woodstock’s history 
that is now still present in street names like ‘Beach Road’ or ‘Strand Street’. 
The footbridge spans over the N1, providing for a magnificent view on Cape 
Town’s CBD, and ends right before the fence separating Cape Town from the 
international territory of  its harbour. Nowadays, the access to the Bay via the 
harbour is prohibited. 

Upon walking through the streets of  residential Woodstock, the area’s 
intense historical connection with the sea is still visible in subtle sea-themed 
decorations on the facades of  the buildings, as is Woodstock’s rich history 
of  immigration and its ever-changing ethnic/racial composition. Tiles with 
Portuguese patron saints decorate houses, and Greek or Hebrew is written on 
the facades of  the different places of  worship, some of  them still used, others 
converted. 

Since the beginning of  the 21st century the creative industry has been 
manifesting, itself  in a quite visible way. Old warehouses and industrial 
buildings are turned into ‘creative spaces’ all over Woodstock. At Sir Lowry 
Road, the extension of  Victoria Road, east of  Trafalgar Parc, some of  South 
Africa’s most famous art galleries are to be found. And along Albert Road 
the famous Old Biscuit Mill is located: a converted factory that describes 
itself  as ‘a vibrant little village in the heart of  Woodstock’,§ which houses, 
among others, designer stores, creative firms and highly regarded restaurants. 
The conversion of  old, empty industrial buildings is a model that has been 
repeated a number of  times, mostly throughout lower Woodstock. In between 
these ‘hubs’ one can find a number of  smaller galleries, small designer stores, 
trendy workspaces and restaurants connecting themselves to the newly 
established ‘Woodstock creative scene’ by adopting the same ‘look and 
feel’. Linked to the creative scene, events like the Cape Town Art Week, or 
the weekly ‘neighbourgoods’ market by the Biscuit Mill have recently been 
bringing in a new public of  temporary visitors into the working class area. 
The neighbourhood is constantly subjected to theses different regimes that 
take on or even claim the area, ranging from recently established arts scene to 

[Figure 0.5 and 0.6] - 2017- During 
the course of  the twentieth centry 
the suburb was subjected to 
various phases of  infrastructural 
development and intensive 
industrialisation. Apart from 
the smaller industrial buildings, 
Woodstock features some big 
factories beneath Lower Main 
Road, like the one the fifth 
picture. The sixth picture, taken 
from the footbridge that crosses 
the industrial area below Lower 
Woodstock, captures a small part 
of  the layers of  infrastructure that 
disconnected Woodstock from Table 
Bay: The N1 highway, and one of  
the many railway lines constructed 
to facilitate Woodstock’s 
industrialisation. 
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remnants of  the once working class. 

But before elaborating further on the history of  the neighbourhood, 
the following four maps provide graphical support for the understanding of  
Woodstock’s current urban landscape, and its position in the city. They indicate 
the necessary important information that has been mentioned above, and will 
be throughout the whole first part of  the dissertation. The first and the second 
map situate Woodstock within the broader urban context, indicating suburbs 
and infrastructure. The third map focuses on Woodstock alone and indicates 
the important streets and buildings. Finally, the last map depicts Woodstock’s 
characterising typological landscape. Focussing on the appearance of  the built 
form, the map does not depicts the current functioning of  the buildings, only 
the new ‘creative scene’ related art institutes are indicated, and the hubs, given 
their profound impact on the image of  the neighbourhood. 

[Figure 0.7 and 0.8] - 2017- The 
last two pictures show Woodstock’s 
most recent urban development: 
the establishment of  a ‘creative 
landscape’. A number of  big and 
small galleries are becoming 
increasingly visible in the streets of  
Woodstock, together with designer 
stores and small creative businesses. 
These developments partly takes 
place immediately at the side of  
the road, as on the pictures, or in 
the form of  more enclosed ‘creative 
hubs’. 
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To help with a spatial understanding of  the area’s urban development, 
and to structure the lecture of  the first part of  the dissertation, two sets of  
historical maps are introduced. 

The first set of  maps is a collection of  archival material1 which also 
reoccurs at the beginning of  each of  the six timeframes of  the dissertation. 
Chronologically and mostly situated around the end of  each timeframe, they 
provide a more or less exact representation of  the build form at the time. 
Because the extreme level of  detail, the maps are displaced full page throughout 
the dissertation, and complemented by a short text. Here, they are listed in 
order, with the current borders of  Woodstock indicated, and all framed and 
scaled in the same way, to allow for a thorough mutually comparison of  the 
different historical situations, and for comparison with the contemporary 
situation.

The second set of  maps visualises a more specific storyline which runs 
trough the discourse of  the first part of  this thesis: the construction of  the 
harbour and the accumulating infrastructure which gradually disconnected 
Woodstock from its beach. Six different maps chronologically group the main 
infrastructural development: the changes of  the coastline and the harbour 
development, the changing estuary of  Salt River, the railway development, and 
the constructing of  the main roads and highways through Woodstock. Each 
map also depicts the urban development of  Woodstock at the time, to allow 
for an understanding of  the growth of  the suburb through time. 

Historical Maps 
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1862  

Drainage of  the Salt River Estaury 

1863  

Branch off  railway line to Wynberg 

1886 - 1891  

Construction of  Victoria Dock 

c.1650 

Main Road/ Salt River Road 

c.1750 

Lower Main Road 

1859 - 1863  

Railwayline from Cape Town to 
Wellington 

1860 - 1870  

Construction of  Albert Dock 

1912  

De Waal Drive

1920   

Small reclamation for Salt River 
Railway Works 

Marine Drive 
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1937-1943 

Construction of  Duncan Dock 

1969 - 1977  

Construction of  Shoeman Dock 

2009  

ISPS Line 

1952  

The N1, current F.W. De Klerk 
Boulevard 

1968  

The N2, current Nelson Mandela 
Boulevard 
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It is said that, when Jan van Riebeeck arrived at the most south-western 
area of  the continent of  Africa in 1652, he put ashore his ship at Woodstock 
Beach, to find the first permanent settlement at the Cape of  Good Hope.1 

With the construction of  his Castle, he concluded 150 years of  preliminary 
European interaction with the Cape and signalled the start of  the colonisation 
of  South Africa and the urban history of  Cape Town, after the region had 
been occupied for a thousand years by the indigenous Khoisan. However, it 
would take a while for Cape Town’s urban form to appear, because originally, 
the settlement was never meant to grow. It was to be a supply and refreshment 
station for the Vereenigde Oostindische Compagnie (VOC), or Dutch East 
India Company, and regularised the use of  the Cape as a trading frontier with 
the Khoisan on their way to the East. During the seventeenth century, the 
settlement was mainly a resting point, as the Cape had already served the 
Europeans for over a hundred years before. The outpost was merely formed 
by a set of  logistical arrangements made to provide the passing ships with 
fresh water and food supplies.2 

Early development: Roodebloem Estate and Papendorp 

In 1657 the Cape saw its first European ‘Freeburghers’ released from their 
company duty and allocate land in the vicinity of  the settlement to establish 
farms on which they worked for the VOC’s benefit.3 In the early 1660s, the 
Company made a grant of  land to Hendrik Lacus on the slope of  Devil’s Peak 
that is known today as Woodstock. The farm he established, later named the 
Roodebloem farm, would prove to be the first significant development in the 
area, and is upon today still represented in Woodstock’s urban landscape, by 
its mansion, that witnessed the region’s entire urban history. The farm was 
located approximately a quarter of  an hour away from the castle, along the 
very first road in South Africa, on its crossing with South Africa’s second 
road, nowadays known as respectively Victoria or Main Road, and Salt River 
Road. Victoria Road began at the fort and would develop into the ‘wagenpad’ 
eastwards around the mountains along which the Freeburghers established 
new farms during the second halve of  the seventeenth century, until it spanned 
all the way from Table Bay to False Bay. Perpendicularly, Salt River Road cut 

Pre 1882: Farming and fishing between Devil’s Peak and Table 
Bay

[Figure 1.1] - 1659-  The free 
burgher farms were mapped in 
the mid seventeenth century by 
the Duch East-India Company. 
Table Mountain and Table Bay 
are depicted as well as some 
preliminary routes, all starting 
somewhere east of  Table Mountain, 
leading towards the interior where 
the hinterland seems to be occupied 
by wild animals and monstrous 
creatures. 
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right through the hillside’s original melkbos vegetation and sand dunes, and 
would open up South Africa to the European explorers.4 Its extension would 
later become the famous Voortrekker Road, and serve as a route to the east of  
South Africa. From the early beginning of  the establishment of  Cape Town, 
the slopes of  Devil’s Peak served as a movement passage, since it is here that 
the protective ring of  mountains around the early settlement opens up towards 
the inland. The routes used by the first settlers, and probably already set out 
by the Khoisan, would later on form the underlaying geometry of  Woodstock, 
and structure the sprawl of  Cape Town’s Northern and Southern suburbs.5 

Cape Town itself  saw its characteristic grid formation become clearly 
visible around 1700, as part of  its very first urban development. But quickly, 
the irregular fortune of  the Company, and wars in Europe, made the 
small settlement disappear out of  Dutch focus for a while. Apart from the 
establishment of  the Zonnebloem farm west of  Roodebloem, the first half  
of  the eighteenth century proved harsh, and only some small, accidental 
development happened. The second half  of  the eighteenth century however, 
turned out to be defining for the future of  Cape Town. As neutral Dutch 
territory during the war between Britain and France, Cape Town started to 
revive. Later, in 1780, the Dutch entered into war with Britain themselves, 
which led to the construction of  the so-called ‘French lines’ built by French 
military assistance in the Cape. It consisted out of  four forts, stretching from 
fort Knokke on the beach, towards the Zonnebloem Estate uphill.6 The 
established defence line, of  which remnants are still to be found in Trafalgar 
Parc, now constituted a clear boundary to the village of  Cape Town, with 
Roodebloem at the outside. But the relative prosperity in its settlement didn’t 
reflect onto the VOC. In 1790, at the end of  its resources it started selling all 
of  its property in the Cape. In 1795, the British took control over the area, 
only shortly disrupted from 1803 until 1806, by Dutch farmers who wouldn’t 
submit to British rule. 

[Figure 1.3] - 1860 - The fishermen, 
recognisable by their peculiar 
hats, would take out their boats 
from Woodstock Beach into the 
sea. Under the watchful eye of  
Lion’s Head and Signal Hill in the 
background, the fishing activity 
was a true goldmine for the local 
community. Because of  the high 
amounts of  fish captured the prices 
would sometimes drop almost to 
nothing

[Figure 1.2] - 1858/60 - The Table 
Bay Harbour Map depicts the 
already characterising grid of  
the CBD, with just east of  the 
French lines - built in between Fort 
Knokke and Zonnebloem Estate - 
Papendorp’s very early and scarce 
development. A certain awe speaks 
from the way in which the map 
depicts Cape Town at the shores of  
an immense Table Bay. However, 
the settlers were already quite busy 
discovering the hinterland. A small 
fine line north of  the Lower Main 
Road already hints the upcoming 
railway development. 
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At the time, a tiny fishing village called Papendorp was established 
around a spring on the beach, east of  Fort Knokke, on land registered in 
1788 as belonging to Pieter van Papendorp.7 On what was probably given 
to him as farmland, the Dutchman would become one of  the first initiators 
of  ‘urban’ development outside of  the border of  the French Defence lines,8 
which coincided with the development of  the Lower Main Road, from which 
Papendorp was to be reached.9 In 1806, the village would, very shortly, be 
the centre of  the British colonial empire, when the eventual peace treaty 
between the British and their contesters was signed in one of  its small 
cottages, probably Van Papendorp’s own home. The event gave name to the 
Treaty Street, and the treaty tree which both exist upon today.10 Afterwards 
the tree got known as the ‘Old Slave Tree’ where insubordinate slaves were 
hanged, which probably contributed to the reputation the villagers would gain 
throughout the nineteenth century (see further). In 1809, when Papendorp 
consisted out of  a set of  small cottages and probably some public buildings 
like a post office, the village decided it was time to inaugurate its first ‘village 
management board’, and Papendorp was - more or less - officialy born.11 

In the beginning of  the nineteenth century, the slopes of  Devil’s Peak, 
east of  the French lines, housed a main farm, the beach housed a fishing 
village, and in between, a set of  dirt roads connected Cape Town with a 
sprawling network of  farms and further reaching settlements. During the 
nineteenth century, its inhabitants would be on the first row to witness Cape 
Town’s development from a village into a city.

Cape Town’s nineteenth century growth

The arrival of  the British in 1795, and the firm establishment of  their 
reign in 1806, meant the beginning of  a transformation of  Cape Town’s 
economy and urban fabric. After functioning as a small and undeveloped 
settlement only serving the Company’s needs mostly by farming, the dominant 
economic activity changed to the export of  raw products to the British 
markets. To strengthen the town’s strategic and economic position, the British 
initiated large immigration schemes.12 Helped by technological advancement 
in the form of  the first steam ships to arrive in Cape Town around 1825,13 
the immigration, together with the abolishment of  slavery in the Cape colony 
resulted in an increasing demand for urban housing, which made the city 
starting to expand, and overflow its -then- boundary canals.14 

Firstly, the working class sought a place to live at the edges of  the city. 
Above ‘Buitengracht’, its western boarder, houses started to appear in the 
Bo-Kaap area on the slopes of  Signal Hill, where from the 1820s on, the 
Cape Muslim community would move in. On the other side of  the city, White 
workers were busy moving towards the yet undeveloped east side of  the city, 
called Kanaledorp, and further, outside of  the city, towards the small fishing 
village that was Papendorp. The first urban development filling up the void 
between the city and the French lines took place around the 1820s in the 
form of  a new market and an outlined grid of  plots alongside the main road.15 
Kanaledorp grew rapidly and was declared the sixth district of  the municipality 
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of  Cape Town in 1867, aptly named ‘District Six’. Mid-century, the inner city 
started to lose its last village-like features and Cape Town would transform 
into a market centre on its own right.16

In the mean time, improvements in transport saw the middle and 
upper class move out of  the overcrowded city centre, to one of  the many 
spacious and quiet neighbourhoods outside of  its borders. In between the 
1830s and the 1860s, the development of  public transport made it possible for 
new suburbs to expand in three directions. The first type of  public transport 
means, omnibuses carried by horses, were operative between Cape Town and 
Wynberg and would pass Papendorp.17 Along the existing routes, suburbs like 
Rondebosch started to appear all around the east side of  the mountains.18 The 
city also expanded up the slopes of  Table Mountain, and to the west, where 
suburbs like Sea Point developed on the shores of  the Atlantic Ocean. These 
grew to be substantial villages by the end of  the century.19 

In between the expansion of  the inner city, and the development of  
a string of  settlements away from the centre, Papendorp was neither a true 
suburb, nor part of  the inner city. Nevertheless, as already mentioned, the 
pressure on the city’s housing stock saw some of  the poorer inhabitants and 
immigrants of  Cape Town join the small fishing village. During the 1820s and 
30s, also Papendorp began to grow and its urban fabric began to expand. The 
French defence lines lost their original purpose and changed from a militaristic 
border to an economic one,20 with toll gates erected at its entrances where 
farmers had to pay to bring their products into the city. Because of  the growth 
of  Cape Town’s many small suburbian villages, Papendorp saw the daily flow 
of  commuters from and to the southern suburbs, passing along the main roads, 
increase steadily. To allow for its increase, the roads got a more permanent 
character, and the present alignment of  Victoria Road became fixed.21 

[Figure 1.4] - 1865 - The most 
Southern tip of  Africa, where the 
cold waters of  the Atlantic Ocean 
meets the warm water streams 
of  the Indian Ocean, was by 
no coincidence initially named 
‘Cape of  Storms’ by Portuguese 
explores. Even when renamed more 
optimistically by the VOC ‘Cape of  
the Good Hope’, the severe wind 
conditions did and still do speak to 
the imagination. One of  the most 
notorious storms to ever take place 
at Table Bay was the Great Gale. 
The morning after, Woodstock 
Beach was a true ravage with ship 
wrecks piled up at the shore, a 
spectacle that attracted quite the 
audience. 
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Early changes at the Table Bay coastline

Cape Town’s transformation towards a market centre also resulted in 
its first substantial harbour works, to be able to play out its position on the 
tip of  the African continent economically.22 British prince Alfred tipped the 
first truck of  stones into the sea, of  what would become Cape Town’s first 
harbour basin in 1860. By doing so he initiated the start of  the development 
that would change Table Bay’s coastline immensely during the next hundred 
years. The opening of  the dock in 1870 was however eclipsed by the opening 
of  the Suez Canal in 1869, which troubled the predicted great future of  the 
Table Bay Harbour. The only route from Europe to the East, with Cape Town 
as ‘the tavern of  the seas’, was now cut short between Asia and Africa. But this 
fallback was overly compensated as the Mineral Revolution was just around 
the corner. The first diamonds in South Africa’s interior were discovered in 
1867, leading the way for gold diggers and speculators to find their way to 
Cape Town, from which the journey inland could begin. Quite quickly the city 
evolved from being the ‘tavern of  the seas’ to the ‘gateway to South-Africa’. 
Thousands of  fortune hunters docked in the new harbour and passed through 
Cape Town, and along Papendorp on their way to the diamond fields in South 
Africa’s interior. The Alfred Dock soon failed the new generated capacity, and 
the outlines for a new outer basin had to be drawn, which would later become 
the Victoria Dock, to be able to accommodate the quantity and size of  the 
new influx.23

Furthermore, the advent of  the railway in the 1860s opened up Cape 
Town to the South African interior.24 In 1859, after years of  preparation, the 
first sod was turned for the construction of  the first railway in the Cape. 
The line would connect Cape Town through Stellenbosch with Wellington, 
a farming community some 90 kilometres inland. Originally, the terminus of  
the line had been planned in Papendorp, and not Cape Town itself  because 
it would be impossible to carry a line into the city along the shore without 
interfering with the cities boundaries, still firmly established by the old French 
lines.25 However, Papendorp was spared of  this honour and today one can only 
wonder how Cape Town and Woodstock would have evolved if  the central 
station had indeed be constructed outside of  the inner city. But in 1862, when 
the first train departed, Papendorp was only the first stop on the second railway 
of  South Africa.26 The railway line passed right next to Albert Road, to which 
it runs almost parallel, leaving but a small strip of  land which was probably 
residentially developed at the time, with for example the treaty house. In 1863, 

[Figure 1.5] - 1885 - On the map 
depicting Woodstock and the 
southern suburbs, the new railway, 
north of  Lower Main Road, is a very 
distinguishable black line, clearly 
dividing the area in two sides. At the 
border of  Papendorp the line splits 
into two tracks, to Wellington and to 
Wynberg. With the railway, the first 
-although mere visual- border was 
constructed between Woodstock 
and its beloved beach.
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soon after the line to Wellington was completed, a branch line to the South 
Peninsula was constructed, beginning at the Salt River Station. It would prove 
to be a very important structural element for the further urban development of  
Woodstock, with residential growth taking place almost only on the southern 
side, and industry more alongside the railway. Furthermore, with the railway 
Woodstock also had its first, albeit unclear, distinction between its urban fabric 
and the beach. At the time the railway was hardly an impenetrable border but 
merely a visual divider, and Woodstock Beach was all but unaccessible. On the 
contrary, in a growing city the beach would start making name, with cricket 
matches being played near Fort Knokke already in 1865.27 Nonetheless during 
the second halve of  the nineteenth century, it would still be mostly frequented 
by fishermen and their boats. 

The emergence of  a working class area

On the margins of  Cape Town, the poor village of  Papendorp contrasted 
sharply with growing suburbs like Rondebosch, and appeared much less 
desirable to live in.28 On the most dreary land around Cape Town, the flat 
marshes of  Salt River next to Papendorp, the Salt River Railway Works was 
established in 1860, which prompted the draining of  the Salt River estuary in 
1862.29 A new line of  work presented itself  to the inhabitants of  the village, 
with the very first ‘industrial’ building in the area. At the time, the suburb had 
become the concern of  the Anglican Church, because apart from being poor, 
its inhabitants had also been making name as being the most criminal in all 
of  Cape Town.30 During the second half  of  the nineteenth century the church 
was focussing on creating a ‘respectable poor’, with their urban mission work.31 
Hence, one of  the first bigger structures to be built in Papendorp was the 
Church of  St Mary the Virgin finished in 1864 after several smaller chapels 
had been constructed and grown too small for the expanding population 
of  the suburb. The first one of  those was to be said a reconversion of  Van 
Papendorp’s old house in 1849.32 The Dutch reformed Church followed 
shortly after, with the establishing of  a mission school for the poor kids in 
the 1870s.33 The 1865 census reveals that, at the time, Woodstock had evolved 
from a set of  cottages set up by some Dutchmen, to a village consisting 
out of  around a thousand inhabitants. which were equally divided over the 

[Figure 1.6] - 1859 - On a rainy 
afternoon in March 1859 the first 
sod was turned of  the first railway 
line of  the Cape, connecting Cape 
Town with Wellington. Firstly, 
Cape Town’s central station was 
envisioned on Woodstock Beach as 
it was still considered impossible 
to carry a line to Cape Town along 
the shore without interfering with 
the cities military defences. But 
Woodstock saw nothing more of  the 
central station than this ceremony. 
Not much later, plans were already 
made for the extension of  the line to 
Cape Town’s Grand Parade, in the 
centre of  the city, and Woodstock 
Station was  demoted to a mere stop 
along the line. 
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‘European’ group, and the ‘Other’ group. The ‘Africans’ made out a small 
ten percent.34 Over the whole of  greater Cape Town, differences between the 
elite, and the working class were beginning to show. For the most part the elite 
had always been White in Cape Town, and the rich lived separate from the 
poor, but for the mixed labouring classes no formal residential segregation 
existed during the nineteenth century.35 This was exactly the profile of  District 
Six, and Papendorp and Salt River, with a quite comparable demographic 
profile.36 However District Six’s urban development had happened earlier and 
faster than Woodstock’s. During the already mentioned inner city eastward 
expansion in the second half  of  the nineteenth century, developers had very 
rapidly been constructing dense rows of  urban housing in the open areas on 
the edges of  the city and District Six had already been making name as the 
immigrant quarter of  Cape Town where Europeans and freed slaves tried to 
establish themselves in business and sought for a livelihood.37 

Nevertheless, during the second half  of  the nineteenth century, 
Papendorp also had been growing at least to the extend that the managing 
of  the suburb started to suffer the consequences of  its lack of  regulation and 
services. Furthermore its reputation remained miserable. In 1875 the Anglican 
Church described Papendorp as a very dreary suburb along the shore of  Table 
Bay. And two years later St Mary Church reported that the moral tone of  the 
village was fearfully low.38 But around the 1880s some inhabitants of  Papendorp 
had become aware of  the image of  their village. Papendorp’s bad reputation 
resulted in the changing of  its name, with the intention to change the village’s 
reputation with it.39 The story often reoccurs, of  a meeting called together in 
1882, in the New Brighton Hotel by the owner, to vote for a change of  name 
from Papendorp to New Brighton. But the man saw his intentions frustrated 
by the drunk fishermen that had accidentally showed up, outnumbering the 
sober attendees and favouring the name of  their favourite hotel in the area: 
The Woodstock hotel. Another version of  the story tells about the patrons of  
the Woodstock hotel themselves hijacking the meeting and voting against the 
New Brighton patrons.40 In any case, the name Woodstock became the name 
of  the new municipality that had been agreed upon in 1882, after recent events 
like a fire, and disturbances of  the public order had prompted the need for a 
structural and efficient organisation.41 The former Papendorp, together with 
Salt River, would form the first municipal suburb of  Cape Town with their own 
official government. Its boundaries stretched roughly from the mountain to 
the sea, and from the Toll Gate on the Cape Town side to the end of  current-
day Salt River, comprising the whole of  Papendorp, Roodebloem Estate, and 
Salt River.42 Up until then, Woodstock’s urban development had been taking 
place principally bellow and between the main Roads, concentrated along the 
coast. Above Victoria Road, the land remained mostly farmland. It wouldn’t 
be until the 1870s when District Six started to fill up to the borders of  the old 
French lines that it was Woodstock’s turn to truly grow, when Cape Town’s 
borders overflowed once again.

[Figure 1.7] - 1860 - Woodstock 
beach was during the nineteenth 
century mainly known as a place 
for fishing activity. The fishermen 
would leave their boats on the surf  
of  Table Bay, waiting for the most 
optimal conditions to go out into 
the sea and spread their nets. In the 
background the Craigs Towers, part 
of  the early defences of  the Cape 
from which large artillery guns 
where pointed towards possible 
hostiles from overseas are still 
standing at the Salt River Estuary. 
They were established by British 
Military authorities after the second 
occupation of  the Cape. Urban 
development in the area was at the 
time mainly limited to cultivated 
farmland, and a set of  cottages 
known as Papendorp grouped 
together along the Main Road.  
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After the city had been built up until the French lines, urban 
development spread out in three new ways. Firstly, the city kept on expanding 
in new directions. Secondly, the existing urban areas started densifying, what 
happened in Lower Woodstock. And thirdly, the remaining farmland between 
the city centre and outlying neighbourhoods was starting to be subdivided, 
and the existing estates developed into smaller plots, which is what started 
to happen with Roodebloem Estate, although the full urban development of  
the former farmland would only be accomplished later. In the meantime the 
wealthier class kept moving out of  the central areas, which became increasingly 
congested with the working class population and new immigrants.1 Woodstock 
itself, grew a staggering 400% within the last decades of  the nineteenth century, 
from around 1 200 inhabitants in 1875 to nearly 5 000 in 1891.2 Hence, the first 
concerns the new municipality of  Woodstock dealt with, were all related to the 
rapid development of  the area: clean water, health and disease issues, and the 
accumulated dirt and filth.3 

Along with the rapid population growth came the urban development 
which was causing Woodstock’s rural character to make place for an urban 
one. During the 1880s, town houses were built next to stables, and the local 
horse traffic had to manoeuvre between herds of  sheep and cows.4 Most 
of  the land between Victoria Road and Albert Road was subdivided, and 
Woodstock’s street pattern as it still is today, names included, was established.5 
Woodstock became mostly a residential suburb, popular with the poorer 
commuters working in the inner city, since its very close location. The 
last decade of  the nineteenth century, Woodstock would keep on growing 
spectacularly. In between the 1891 and 1904 its population increased nearly 
sixfold, from around 5 000 to almost 30 000.6 Around the turn of  the century 
its population increase, and the population density was higher than that of  
any of  the other suburbs,7 and the rate of  the increase was matched only by 
the new boomtowns in the Transvaal, where the gold diggers settled.8 It is 
within this timeframe that the characteristic row houses  and semi-detached 
houses were build between Victoria and Albert Road, which still constitute the 
urban character of  Lower Woodstock. The mode of  speculative development 
provided the area with its sense of  unity, since most of  the residential building 

1882-1901: From country village to urban suburb

[Figure 2.1] - date unknown, 
estimated end of  nineteenth century 
- Along the newly established 
infrastructure, Woodstock would 
switch its rural character for an 
early urban one. However, the first 
residential development was still 
mainly located in the area between 
Albert and Victoria Road, next to 
the beach. 

[Figure 2.2] - depiction of  1900 
typology - The typical row houses 
and semi-detached houses between 
Albert and Victoria Road, as a result 
of  the speculative development, 
provided a unity in the early 
residential development, as they 
would only vary in architectural 
details. 
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stock was build according to the same pattern, and consistent in layout, only 
variated in roof  design and architectural details. In the year 1900 alone, 538 new 
houses were built, the most part of  which by absentee landlords as speculative 
investment.9 Woodstock was starting to finally shake of  its nineteenth century 
reputation, for the last time emphasised by the Bishop of  Cape Town in 1887. 
He described Woodstock as:

“a very dreary suburb of  Cape Town along the shore of  Table Bay, with a population 
largely of  fishermen and other poor folk, (…) nearly all living almost as heathens. There are 
a few, but a very few, of  a better class.” 10 

But in 1897, a content mayor Woodstock stated that: 

“Old Papendorp had a very bad character indeed, most of  which has been redeemed 
by Woodstock (…) the only fault remaining is that of  the wind.” 11 

A suburb of  ‘poor Whites’ 

The immense housing pressure on the edges of  Cape Town and 
further, also saw Salt River being completely subdivided  in plots by the turn 
of  the century.12 District Six, Woodstock and Salt River had developed into 
Cape Town’s working class area, with many similarities. They shared the 
same kind of  urban fabric, and both District Six and Woodstock attracted 
many immigrants, and were known as poor areas. Despite the dominant class 
condemnation, general socialising, cohabitation and intermarriage between 
White and Coloured inhabitants continued in the working class areas, and in 
the mission-schools, looking after the education of  the poor, the working-
class children intermingled.13 At the end of  the nineteenth century, social 
distinctions were a matter of  class rather than race (albeit related), and where 
one lived was determined by what one could afford.14 However, the African 
population was considered a problem, which would culminate in Cape Town’s 
first urban removals in 1901 (see further).15 

Nevertheless, around the turn of  the century, the demographic 
composition of  District Six and Woodstock started to differ. At the time 
District Six consisted of  a mix of  Coloureds, Africans and Whites, locals and 
immigrants from all over the world,16 it hosted the largest number of  non-
White residents in Cape Town both in absolute numbers and in proportion 
to its population.17 Contrarily, Woodstock was starting to be recognised as a 
suburb mainly for poor Whites, and was never associated with District Six’s 
image of  a cosmopolitan society. The census of  1891 en 1901 do indeed show 
that Coloureds only make out half  of  the number of  Whites in Woodstock. But 
nonetheless, characterising for a working class area, the social and economic 
distinction between White and Coloureds was much less pronounced than 
in other suburbs that featured a more equal demographical distribution of  
Whites and non-Whites, like Rondebosch.18 

[Figure 2.3] - 1901 - The Salt River 
estuary is drained -however still 
indicated as ‘marsh’ on the map- to 
accommodate the Salt River railway 
works. Within the same area, some 
of  the early industry of  lower 
Woodstock is indicated but not 
further specified. The land between 
the two main roads is already 
subdivided in plots constituting a 
visible street pattern. Some of  the 
oldest residential tissue is depicted, 
the Bromwell Estate for example. 
The urban fabric in between the 
main roads starts to densify, but the 
slopes of  Devil’s Peak above them 
remains untouched, or farmland. 
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Developing the ‘Gateway to Africa’ 

The population boom in Cape Town, and in particular Woodstock 
was mainly caused by the already mentioned mineral revolution of  the last 
decades of  the nineteenth century. The immense influx and passing of  people 
and goods was quickly followed by plans for the development of  a broad 
infrastructural network. Given the position of  Woodstock right next to the 
CBD, located where Cape Town’s natural amphitheatre opens towards South 
Africa, it would soon bear the consequences of  the infrastructural ambitions 
of  the Cape. 

The first catalyst for the development of  a fine-grained railway network 
towards the South-African hinterland was the earlier discovery of  diamonds 
in Kimberley.19 In the 1870s, the fortune hunters had to make their way inland 
depending on horse-drawn means of  transport. The optional ninety kilometre 
by train to Wellington was quite insignificant compared to the thousand 
kilometres that hat to be travelled to the their destination in South Africa’s 
interior. But once initiated, the railway development happened quickly, and by 
1885, when the first train arrived in Kimberly, South Africa’s southern coast 
was connected with the diamond fields inland. The same year, at the other 
side of  the line, Cape Town Station was given an architectural upgrade from 
a temporary structure made out of  wood and iron, to a massive Victorian 
building, to accommodate the enormous expansion of  the railway network.20 

Additionally, quickly after the establishment of  the Albert Dock, Cape Town 
had began constructing the Victoria Dock, which officially saw the light of  
day by the end of  1891. 

The gold rush in the eighties was the impetus for even more ambitious 
plans concerning the railway network.21 The famous John Rhodes envisioned 
a British railway line connecting the most southern point of  Africa to the 
outer north part of  the continent, from Cape Town to Cairo. The railway line 
would connect adjacent British colonies throughout the content and in the 
meantime connect Cape Town with the Gold fields in the Transvaal region. 
The plan would prove impracticable, but Cape Town was indeed linked to 
Johannesburg by 1890.22 By the end of  the nineteenth century Cape Town 
truly was the gateway to South Africa, with a harbour, and a central train 
station that saw immense amounts of  fortune hunters pass through the city 
on a regularly basis. 

All the train tracks that departed in Cape Town Central Station passed 
Woodstock. The suburb would witness the layer of  infrastructure in between 
the town and its beach thicken for the following fifty years. However, at the end 
of  the nineteenth century, the beach still served as an important economical 
asset for Woodstock, because of  the fishing activity happening here. At the 
time, the beach was also becoming a famous and fashionable leisure spot, 
where the whole of  Cape Town could be found, given the disappearance of  
open space inside the city.23 If  we can believe the memoires of  A.F. Keen, a 
former ‘Woodstockie’, the beach was an almost magical place at the time, still 
untouched by harbour development and stretching from the Victoria Dock 
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all the way to the mouth of  the Salt River. He fondly recalls his childhood 
swimming in the cold water, playing in between the fishing boats on the sand 
and watching the fishermen drop their nets in Table Bay.24 

Early Industrialisation 

In the aftermath of  the mineral revolution, in the late nineteenth century, 
Cape Town’s economy started transforming towards industrial capitalism. 
Most of  the industrial development at the time was located the inner city, 
due to its proximity to the newly expanded harbour and the upgraded train 
station. However, a handful of  industrial establishment settled within the 
Woodstock-Salt River area, north of  the new railway lines. Raw materials were 
easily imported via the docks and via the number of  transport arteries through 
Woodstock: the railway and the main roads to and from the interior.25 Because 
of  its remote location to the residential tissue of  the inner city, the area was 
well favoured among the ‘noxious’ industries, who joined the already earlier 
established Salt River Railway Works.26 One of  the first industries to establish 
themselves outside of  the city was the Cape Town District Gas Light and Coke 
Company. The gas works entered Woodstock in 1888 and was established just 
west of  the railway works, on Railway Street. The same argument of  easy access 
applied here: coals where easily imported from Britain or Transvaal as Cape 
Town. Hence, before the electric lighting, parts of  the streets of  Cape Town 
were illuminated with gas from the gasometer near Woodstock Beach, from 
which the ‘lighters’ departed every evening with their equipment to lighten 
up the city. A mere 500 meters west one of  the oldest still existing buildings 
of  Woodstock was located: the Castle Brewery, which was at the time a true 
landmark from land and from the seaside. The construction of  the brewery 
apparently caused problems, as the ‘liquid gold’ was well received by the 
workers. It was up and running by 1902.27 The brewery also depended on the 
railways for the supply of  raw materials, but the management took it one step 
further by installing a private railway line, adding to the infrastructural layer. 
Today its stand alone character is blurred by the current surrounding tissue, 
but the brewery is still recognisable and a firm reminder to the beginning of  
Woodstock’s industrial history. 

But still, at the turn of  the century there weren’t more than a dozen of  
these industrial practices present in Woodstock, and the village could hardly 
be called industrial. But the industrial establishments did contribute towards 
the increasingly urban character of  Woodstock. At the end of  the nineteenth 
century, the development from a country village, towards an industrial town 
had begun.28 As A.F. Keen recalls: 

“Woodstock was a peaceful country village. The main road (Victoria Road) running 
through Woodstock to Wynberg was just a gravel road. Upper Woodstock, from Salt River 
Road to the Toll Gate was partly farmland and mountainside. (…) The lower part of  
Woodstock, below Victoria Road was much more intensively developed and built up in those 
days, due mainly to the adjacent Salt River Works of  the Cape Government Railways. 
Houses for artisans and labourers were built in the lower parts of  Woodstock and Salt 
River. Industry began to grow.” 29 

[Figure 2.4] - 1901 - The Castle 
Brewery was one of  the first 
industrial establisments along the 
railways. The Victorian building 
adorned Woodstock’s skyline for 
over a decade. 
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However, already in the late nineteenth century Woodstock began to 
bear the consequences of  its vast population growth and the dense urban 
development below its main roads. By saying Woodstock was a country village 
peacefully starting to industrialise, A.F. Keen perhaps tended to romanticise, 
and gloss over the sanitation, overcrowding and other less attractive concerns, 
which became central problems for the recently formed Woodstock 
municipality.30 Although his description quite captures the rapid difference 
between Woodstock at the beginning of  the 1880s, and Woodstock at the eve 
of  the twentieth century.

[Figure 2.5] - 1899- Woodstock at 
the turn of  the twentieth century 
was evolving towards an urban 
suburb, but still a considerable 
amount of  fishing took place at 
Woodstock Beach. However, the 
beach was also starting to become 
a more fashionable leisure spot for 
the whole of  Cape Town. During 
the following years its silvery sands 
would become popular with the 
population of  Woodstock, and Cape 
Town in general. 
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The staggering population growth at the end of  the nineteenth century, 
had led to the overcrowding and poor living conditions in the inner city, 
for which mainly District Six was known. But population growth had been 
comparable, if  not bigger in Woodstock, which urban fabric between the 
main roads had become completely congested at the time. Together with the 
proximity and the constant influx of  ships, and goods, the often improvised 
and unsanitary living conditions made Cape Town’s working class area the 
ultimate breading ground for epidemics.1 The most famous of  those, and the 
one with the most far-reaching consequences, was the 1901 outbreak of  the 
bubonic plague.

Cape Town’s first forced removals 

The diversity of  ‘race and colour’ of  the highly heterogenous population 
as a result of  the various migration influxes to Cape Town’s inner city, was 
blamed for the outbreak. Africans were depicted as ‘unfit for city life’, and 
poor Coloureds, immigrants and Indians, which hosted many small shops 
in Woodstock, were considered filthy and dirty.2 Their shops were one of  
the main targets in an attempt to bring the outbreak under control.3 These 
stigmatisations, and certainly the opinion on ‘unfit’ Africans, didn’t came 
out of  the blue, as some Captonians had been urging for Africans to be 
segregated for quite some years already, like the municipality of  Woodstock, 
which was highly in favour of  African relocation already before the plague. 
The municipality’s main arguments considering the ‘invasion’ of  the Africans 
regarded health, security and property prices, and the ‘dominance of  White 
over Black’.4 Although hard to verify, it appears that the old Papendorp, 
together with District Six were popular to African immigrants, and knew one 
of  the highest influxes of  Africans migrants, and former slaves.5 In the area, 
the underlying disregard for ‘African savagery’ had already manifested itself  
in the form violent incidents. For example, in 1881 non-African Capetonians 
attacked, and violently destroyed the property of  some 200 African immigrants 
somewhere on the edge of  Papendorp.6 Again, in the aftermath of  the plague, 
it were eventually the African immigrants who became the main scapegoats 
for the outbreak of  the plague, and their presence was considered  a threat 

1901-1930: Changing characteristics of  Cape Town’s working 
class area

[Figure 3.1] - c1905 - After the 
staggering population growth, 
Woodstock’s transport arteries were 
upgraded. On Victoria Road electric 
tramways were installed, going from 
and to Cape Town Centre. 

[Figure 3.2] - c1900 - The main 
roads were also evolving towards 
the commercial arteries they 
still are today. In contrast to the 
low residential urban tissue, in 
between the main roads, a new 
typology would provide double 
storied apartments which gave 
space to commercial purposes at 
ground level, charging both Albert 
and Victoria road with a lively 
streetscape. 
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to the health of  the city. In 1901 the city of  Cape Town carried out its very 
first urban removals, under the pretext of  sanitation measures. Africans were 
forcibly removed to Cape Town’s first Black township, Ndabeni, located on 
the Cape Flats.

This first removals contrasts highly with the image that Cape Town 
in general, and its working class areas in specific, would acquire as the most 
integrated city of  South Africa before apartheid.7 But apart from the forced 
segregation of  Africans, de facto racial segregation between Whites and 
Coloureds had already been increasing. Due to the greater upward social 
mobility possibilities for working class Whites, initiated by state policies, 
mixed areas like District Six had become increasingly Coloured.8 Woodstock 
on the other hand, experienced a significant influx of  British people retreating 
from the Anglo-Boer war (1899-1902) to the last places were open land was 
available in Cape Town. In Woodstock the refugees were accommodated in 
the same rapidly built terraces of  houses as the one absorbing the population 
increase of  the end of  the nineteenth century.9 Many of  the other newcomers 
at the time were also British. Their presence in Woodstock increased to 
the extend that around a quarter of  the Woodstock population was British 
by 1904.  The census of  the same year shows that, of  the almost 30 000 
inhabitants more than 20 000 were classified as being White, or of  European 
descent.10 The influx of  the British, although poor, had given the area a 
classy English-speaking image.11 At the time Woodstock had fully shaken of  
its reputation of  the nineteenth century, and prided itself  as a respectable 
suburb, strongly influenced by the Anglican Church which was highly involved 
in the municipality’s affairs. Most people were no longer involved in fishing, 
they now worked in commerce, or had a job at the railways. Displaying a 
strong sense of  pride, Woodstock protested heavily against the formation of  
the first municipality of  Greater Cape Town which incorporated Woodstock, 
Rondebosch, Sea Point, and several other suburbs around the inner city. 
The mayor of  Woodstock emphasised in a statement that Woodstock was 
‘quite content’ with its independence, that the Woodstockies didn’t want any 
interference with their everyday state of  affairs, and that Woodstock was 
not eager on merging into a bigger generic body, at the expense of  their 
individual identity.12 But the administrational affair was not the only change 
that Woodstock would have to endure during the following years.  

Infrastructural borders and increasing industrialisation

In 1912, the De Waal Drive was constructed, which would later constitute 
the official southern border for the uphill development.13 It would also cut of  
Woodstock from the mountainside which was, as much as the beach, a valuable 
leisure spot for the congested inner city. The lack of  incorporated open space 
in Woodstock  during its development was up until then countered by the 
open hillsides at its southern side, and the beach at the northern side. But the 
construction of  the Drive blocked of  the access to the former, and the latter 
would disappear thirty years later (see further). The first harbour development 
that would physically alter (Western) Woodstock Beach, and destroy fort 
Knokke, was the land reclamation of  1920, to construct the main railway to 

[Figure 3.3] - 1930 - The map of  
‘Kaapstad en die Omstreke’ is 
a composition of  six individual 
maps depicting Cape Town and its 
surrounding suburbs. Woodstock 
was no longer separated from 
the CBD by the French Lines 
as the small reclamation of  1920 
kicked out Fort Knokke in order 
to accommodate the railway line 
to the southern suburbs. Shown 
on the map is the new ‘Esplanade 
train station’ just north of  the 
‘Woodstock Station’. Also located 
between lower Woodstock and the 
beach, but most north, was the 
new Marine Drive. The Woodstock 
Beach pavilion stood his ground, as 
the reclamation took place on the 
most western part of  Woodstock. 
However, the new railway lines 
were now only inches away from 
Woodstock Beach and its pavilion. 
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the northern suburbs. The start of  the beach was moved from around Beach 
Road to the Marine Drive, and the area in between the two arms of  the railway 
would be a fitting new spot for further industrial development. However, the 
bathing pavilion on the beach was left to stand a little while longer,14 inches 
away from the new railways, and footbridges still provided access to the beach 
which was experiencing its heydays. as a leisure spot for the whole of  Cape 
Town.

The 1920 land reclamation was part of  a series of  harbour developments 
which had to allow for the ever-growing ships to be able to access Cape Town.15 
Now, the ships were no longer only bringing in immigrants, but also goods. 
The development of  the harbour was part of  the transformation of  Cape 
Town from harbour town to industrial city.16 The mineral revolution, which 
had led to the population growth and the railway and harbour development, 
also led to an impetus for industrial development in Cape Town.17 Until the 
turn of  the century, most of  the industrial development of  Cape Town had 
been located in the CBD, with only a few factories beyond District Six. As 
already mentioned, before 1900 Woodstock counted less then ten industrial 
establishments. But strengthened by the economic policies introduced by 
the newly formed Union of  South Africa in 1910, the number of  industrial 
establishments start to increase steadily. Contrary to before, the new factories 
were no longer exclusively located in the inner city. By the 1910s, Woodstock’s 
register of  industrial establishments had doubled.18 With the industrial growth 
also the characteristics of  the neighbourhood changed profoundly. A mere 
fifteen years after the romantic description by A.F. Keen of  Woodstock as a 
country village, a magazine article in 1908 described Woodstock as follows:

“If  you wish to appreciate the dismal and depressing effect of  wind sweeping over 
a galvanised iron town, you must visit Woodstock in a south-east wind. (…) A town of  
factories, of  workmen’s houses, of  middle-class shops and rival church spires [with] ugly and 
irreverent surroundings.” 19

However, it wasn’t until the First World War that industrial development 
received a true stimulus, due to the disruptions of  import.20 And Woodstock 
and Salt River turned out to be extremely attractive areas for industrial 
development. Firstly, the proximity to the harbour provided an easy access 
to raw materials of  all kind. Secondly, the suburb was crossed by several 
transport arteries leading to South Africa’s interior. And additionally, the 
railway provided access to the area for the labour forces from the suburbs, 
which together with the poor and mostly unskilled population of  Woodstock 
and Salt River provided for a wide labour force.21

Industrialisation in the Woodstock-Salt River area followed the main 
arteries. The railways and the two main roads would define the zones of  
industrial concentration.22 The first strip was located in between the railway 
lines, housing an eclectic amalgam of  different sorts of  new factories next to 
the already established Castle Brewery, Salt River Railway Works and the Gas 
Company. The second industrial site was located on the next parallel strip, 
between the train tracks and Albert Road. The area which consisted out of  
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disregarded cottages, was by the 1920s taken over by some fifteen factories. 
The last industrial zone was defined by Gympie Street and Aberdeen Street 
in Lower Woodstock. Here the new industrial establishments were far more 
invasive than within the other zones, penetrating the dense residential tissue 
of  cottages. But the invasion confined itself  to the western part of  Lower 
Woodstock. Almost no industrial development crossed Victoria Road.23

Particularly characterising for the area was the clothing industry, which 
would last until the beginning of  the twenty-first century. When in 1924 the 
government installed labour policies to promote local production,24 and to be 
less dependent on import, the production of  clothing would rise to the extend 
that it would completely characterise the industrial landscape of  Woodstock 
after the second world war (see further).25

From ‘classy British’ to ‘poor Afrikaans’ 

After the initial influx of  the ‘classy British’, they again moved out of  the 
increasingly industrialising neighbourhood, and were immediately replaced by 
new waves of  immigrants. Woodstock became the ‘arrival suburb’ for specific 
ethnic communities, some of  which constituted a clear visible presence. 
The Greek Hellenistic community for example had to establish its own 
cultural institutions because of  difference in language and religion.26 In the 

[Figure 3.4] - 1940s - The picture 
shows an industrial zone had 
developed in-between the two ‘arms’ 
constituted by the railway lines. In 
the back one can see Woodstock’s 
small scale residential urban fabric, 
seperated from the beach pavilion. 
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1920’s and 30’s the influx in Woodstock consisted mostly out of  poor White 
rural immigrants forced of  the land during the depression years. Afrikaans 
speakers who needed cheap housing but wanted to live separate from the 
‘Coloureds of  District Six’. They settled mostly in Lower Woodstock, which 
became increasingly run-down and changed from mostly English to mostly 
Afrikaans speaking. These influx gave a new profile to the working-class areas 
of  Woodstock, Salt River and Observatory.27 The English speakers that didn’t 
move out, moved to Upper Woodstock, and higher.28

By 1930, urban development in Woodstock was practically complete, 
including the villas and bungalows of  Walmer and University Estate, with 
houses reaching all the way uphill against the De Waal Drive. Reflecting the 
slightly longer and more complex process of  development, housing types 
above Victoria Road are more varied than below.29 As opposed to the row 
house typology eagerly implemented to house the big population growth 
of  the turn of  the century, semi-detached and detached housing typologies 
gained popularity after 1915.30 By the 1925, the leftover gaps in the residential 
tissue of  Woodstock and Salt River were filled up. Notwithstanding the overall 
speculative development that had taken over Woodstock, the area was very 
well endowed with public facilities like churches and schools, interspersed with 
the housing. The functioning of  Woodstock as a ‘gateway to the city’, because 
of  its location right next to the inner city. reflected in the high number of  
hotels and bars along the Main Roads, always open to visitors and newcomers 
to the city. Its commercial programme was housed on the main floor of  the 
specific double storied apartments typology, a considerable amount of  which 
still exist upon today.31 

[Figure 3.6] - early 1930s - The 
small reclamation in light of  the 
new railway line to the southern 
suburbs acquired only a small piece 
of  land on the edge of  Woodstock, 
and didn’t deprive suburb from its 
beach nor from its beach pavilion 
and hotel -visible as two small black 
boxes in isolation on beach- but the 
railway line did constitute an other 
border between the urban tissue and 
the beach. In the foreground also 
central Cape Town still stretched 
right down to the sea at the time. 
However, within the next decade, 
both Woodstock and central Cape 
Town would lose their connection to 
the sea, due to the construction of  
the Duncan Dock. 

[Figure 3.5] - depiction of  1915 
typology -  The double storied 
apartments with shops below, 
located on Albert and Victoria Road, 
embodied the new functioning of  
Woodstock as ‘Gateway to the City’. 
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The years after the industrialisation boom, the demographics of  
Woodstock continued to fluctuate. In the 1930s Woodstock and Salt River 
became the suburbs where immigrating Eastern European Jews settled, mainly 
from Latvia and Lithuania. At the time, Woodstock was partly a community 
of  shopkeepers, which also became the favourite profession of  many of  the 
Jewish immigrants, allowing for a rapid integration, and a steady growth of  
the community. But, characterising for the area, as quickly as the community 
had grown she declined, leaving only several visual reminders on the streets of  
Woodstock in the form of  different Jewish institutions and religious buildings 
that had appeared over the years. By the end of  the 1950s, there were less than 
50 jews left in Woodstock.1 This sudden fall in numbers was partly because 
of  the changing attitude of  the city’s government towards immigration, and 
the subsequent initiation of  several immigration quotas in the 1930s, like 
the Immigration Quota Act of  1930 and the Aliens Act of  1937, targeting 
respectively Eastern and Southern Europeans, and German Jews.2 

A community that, in one way or another, managed to avoid the quotas, 
and established itself  more firmly in Woodstock, were Southern European 
Italians, and mainly Madeiran Portuguese, who arrived in the late 1930s and 
early 1940s. Crisis on Madeira had made a large part of  the community move 
to the still existing Portuguese colonies in Southern Africa, and to Woodstock, 
where the early immigrants settled because of  the location next to the harbour 
and the last remaining fishing activity on the beach. Quickly the Madeirans 
had created an ethnic community around the St Agnes’s Church and above 
Victoria Road, an area that is still known as ‘little Madeira’. When during the 
1940s fishing became impossible because of  the foreshore reclamations and 
the disappearance of  the Woodstock Beach, the Madeiran community started 
establishing themselves also by means of  small businesses. Later, around the 
independence of  the Portuguese colonies of  Angola and Mozambique in the 
sixties and the mid seventies the existing Madeiran community in Woodstock 
attracted a new wave of  Portuguese immigrants, who now settled mostly 
above the N2, in University Estate.3 

Beyond absorbing these several waves of  new, mostly European 

1930-1958: Modernism and social engineering

[Figure 4.1] - 1946 - After a 
mere hundred years of  piling 
up infrastructure and gradually 
constructing a border -first visually 
and eventually also physically - the 
suburb was officially deprived from 
its beach and more over cut off  
from the sea, the moment Duncan 
Dock was build. Woodstock, all the 
way left in the picture saw its beach 
make place for an immense blank 
canvas. 

[Figure 4.2a and 4.2b] - 2017 - To 
this day the Portuguese community 
can be identified in Woodstock. The 
residences in the upper Woodstock 
still hold on to their roots, by means 
of  a tile presenting a Christian 
scene. ‘Abençoai o nosso lar’ means 
bless our home. 
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immigrants, Woodstock was also home to generations of  working class White 
and Coloured Capetonians.4 An example of  a community that had been 
present in Woodstock since its establishment are the Cape Muslims. In 1932 
Woodstock saw the construction of  the Suleimaneyah Mosque visualise their 
presence in the suburb, as another landmark for one of  the area’s different 
communities.5 

Urban and industrial development

Nevertheless, the 1930s meant a time of  hardship for Woodstock, as a 
consequence of  the worldwide Great Depression, and the subsequent demand 
for South Africa’s export products.6 After the suburb had been built up to its 
edges in 1930, the urban development consisted solely of  some piecemeal 
rebuilding and some fragmentary infill, mainly along the principal routes.7 
Along Victoria Road, commercial redevelopment predominated, and the areas 
along Albert Road and Salt River road became increasingly industrial.8 The 
older, fine-grained residential and commercial buildings along these two roads 
became fragmentary and discontinuous, interspersed with industry of  a much 
bigger scale, which characterises them up until today. A striking example of  
this development is the demolition of  the old treaty house in 1935 to make 
space for a factory.9  A process which proceeded after the second world war 
and highly constituted the built form of  Woodstock as we know it today.10 

The already characterising clothing industry in the area expanded even 
more.11 In the aftermath of  the Great Depression, this industry took off  again 
as partial automatisation made its entrance in Cape Town. The inner city 
factories wanted to expand, which was impossibly in the fully developed urban 
tissue surrounding them. In addition to the rising ground values, the factories 
fled the city centre in search of  low-cost alternatives. Part of  them settled 
on the main arteries of  Woodstock and Salt River, and a distinct clothing 
belt could discerned extending from the western edge of  District Six along 
the main roads all the way to the Northern edge of  Observatory. By the end 
of  the Second World War almost halve of  all clothing factories in Greater 
Cape Town would be located here.12 The area proved particularly suitable 
for the new large scale clothing industry, because of  the newly implemented 
Slum Clearance Act of  1934, which legalised the destruction of  ‘dilapidated 
suburbs’.13  Not having to take into account the local urban fabric anymore, 
Cape Town’s working class area provided cheap ground in close proximity to 
the local market, between the centre and the suburbs, and the availability of  
skilled White and Coloured labour. One of  the biggest stakeholders of  the 
clothing industry within the area was Rex True Form, since 1938 active on the 
Main Road, Salt River (see further).14

The last days of  Woodstock beach 

However, apart from the increasing scale of  the incoming industry, 
Woodstock had yet to see its biggest adaptation: the disappearance of  its 
beach. But at the beginning of  the 1940s the beach was still a valuable leisure 
spot for central Cape Town. The beach hotel was frequented by the factory 

[Figure 4.3] - 2017 - The Hebrew 
Community Hall was the home 
to the Jewish Community arriving 
in Woodstock from Latvia and 
Lithuania in the 1930s in search of  
a better life. Currently occupied 
by the ‘Whatiftheworld gallery’, it 
shows how Woodstock’s building 
stock is partly formed by the 
different waves of  immigrants, and 
constitutes a memory on its own. 

[Figure 4.4] - 1948 - Map of  Cape 
Town: Central and Neighbouring 
Suburbs, shows the finished 
reclaimed land of  the Duncan 
Dock, drawn as a white canvas. 
(see further). At the time the 
area’s urban development was 
‘completed’, including Walmer 
estate and University Estate.
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workers for a beer and snack after working hours, and the swimming pool 
which had replaced the beach pavilion was popular amongst youngsters and 
attracted sport fanatics and other enthusiasts from the surrounding suburbs.15 
The upper floor cafeteria would provide for a view of  the beach on one side, 
and Woodstock on the other. However, with the ever-growing number of  
infrastructure over the years, and industrial establishments invading lower 
Woodstock, the barrier constituted between the suburb and its beach had 
gradually increased. But even its last days are recalled with a certain nostalgia. 
In her memoirs, former inhabitant Blanche Church writes how her family 
waited on the bridge over the railway tracks to see their father driving a train 
underneath them before walking further to the beach. The anecdote reveals the 
difficulty of  indicating the  extend of  the loss of  the suburb’s connection to 
the beach.16 However, the true and total disappearance of  the beach happened 
in light of  the land reclamation for the construction of  the Duncan Dock of  
1943. The beach would be transformed into harbour territory after the city 
council had decided on a new dock in 1935, in order to meet the demands of  
the ever bigger ships, and to accommodate the upcoming motor car.17 With 
the construction of  the Duncan Dock, almost two square kilometres of  new 
land almost magically appeared at the Table Bay, which would lead to the 
development of  the Foreshore plan, to fill in all of  this newly created blank 
space. 

[Figure 4.5] - 1940s - Woodstock 
was evolving towards a fashionable 
leisure spot for the bigger 
Capetonian population as also 
motor races were held along 
Woodstock beach.

[Figure 4.6] - 1940s - One of  
the more iconic pictures from 
Woodstock Beach depicts an almost 
still life of  ‘a day to the seaside’. 
Woodstock Pavilion and Woodstock 
Hotel stand in the background. 
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Modernist planning: the Foreshore Plan 

The Foreshore Plan of  1947 by E.E. Beaudouin, made up in a modernist 
spirit, blames the ‘over-rapid expansion of  the modern industrial economy’ 
as the origin of  the problems ‘besetting the Modern city’: expansion had 
happened so rapidly that no time was given to the much needed planning in 
industrial times.18 Hence, the reclamation presented itself  as an opportunity 
to reorganise the organic growth, next to the development of  the newly 
constructed huge blank canvas. But apart from the aesthetics, modernism also 
presented itself  as political solution.19 It proved very fitting for the imposition 
of  the government’s authority and it also happened to blend in easily with 
segregational thinking at the eve of  apartheid.

The final design proposal was almost utopian. A lot of  emphasis was 
laid on the monumental approach to Cape Town as ‘Gateway to South Africa’, 
when arriving from the sea via the Duncan Dock. The Grand Boulevard, 
current Eastern Boulevard or N2, would serve as the monumental approach 
from the land. A series of  smooth curves would allow for a magnificent view 
on central Cape Town before driving into the city. As such, the construction 
of  this boulevard would have far fetching consequences for the underlaying 
urban fabric of  District Six and Woodstock (see further). In approaching the 
city by rail, the view towards Woodstock would be the last before entering 
the city, but according to the report, this was of  less importance. The 
impression would be made after the visitor had reached the terminus.20 As the 
foreshore plan was focused on the newly reclaimed area, and its connection 
with the CBD, it didn’t include Cape Town’s working class area. However, 
the implementations of  the plan would have far fetching consequences for 
District Six and Woodstock. 

The indifferent attitude towards the urban tissue of  Woodstock already 
comes to the fore in earlier proposals of  E.E Beaudouin, specifically in the 
first pitch for the monumental boulevard (now N2).21 Firstly the highway was 
proposed as a direct extension of  the esplanade, cutting with no compromise 
right trough the urban fabric of  District Six and Upper Woodstock, and 
separating the two from each other.22 The preliminary renders already suggest 
the uncompromising final design of  the foreshore and the ignorance towards 
the working class areas, literally underneath the highway. Although the 
boulevard would eventually adopt a more organic shape, the final Foreshore 
Plan had the same attitude towards the existing urban fabric surrounding 
the foreshore, being of  a secondary nature to the new monumental order. 
Furthermore, Woodstock would gain several new infrastructural boundaries 
flanking the urban tissue both North and South. On the north side the new 
highway (now N1), the railway line to the Southern Suburbs, the railway line 
to Ysterplaat station and the railway line to Salt River Station were stocked 
parallel to each other. with in between an area for industrial development.23 
This ensemble is only crossed once orthogonally, by the Lower Church Street 
Bridge, which is the only connection between the foreshore and Woodstock 
in the plan. Today the bridge provides for a historical overview of  the 
development of  the area.
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After the war, harbour engineer S.S.Moris was in charge of  Beaudeouin’s 
plan, which led to an unhappy compromise, and eventually little remained of  
the initial ‘Gateway to Africa’ utopia.24 But apart from the many adaptations 
on the design of  the actual foreshore, the two proposed highways became 
reality, true to the original plan. By 1959 the Table Bay Boulevard (N1) was 
constructed following the line of  the harbour. And by 1968, the sweeping 
curve of  the Eastern Boulevard (N2) divided Woodstock from District Six. 
The eventual final development of  the harbour was established in 1977. 
After the temporary closing of  the Suez Canal between 1967 and 1975, Cape 
Town found itself  once again failing to accommodate the influx of  ships 
from the other side of  the ocean.25 The rise of  the amount of  supertankers 
in the harbour triggered the construction of  The Schoeman Dock26, which 
completed Cape Town’s disconnection from Table Bay. 

The foreshore scheme continuously walked the fine line between spatial 
zoning and racial segregation.27 The council report of  1941 stated that the 
overall development of  the foreshore, would have priority over the existing 
urban fabric, in order to execute the desirable street patterns as if  drawn on a 
White canvas. The already mentioned implementation of  the Slum Clearance 
Act also made the construction of  the N2 possible, right trough its underlying 
urban fabric. The demolitions necessary for the construction of  the highway 
turned out to be the start of  the complete erasing of  District Six. Where 
Woodstock’s main roads had historically been a connector, and the framework 
for urban development, the new highways through and around Woodstock 
were designed as segregators.28 Apart from dividing Cape Town’s working class 
area and creating a no-mans land underneath29, the N2 is often metaphorically 
referred to as water pipe that carries water (or wealth) from one pole to the 

[Figure 4.7] - 1947 - Cape Town 
Foreshore plan. The Tabula Rasa 
was drawn upon to establish Cape 
Town as ‘Gateway to Africa’. 
While the focus of  the plan is the 
CBD, implementation had severe 
consequences for Woodstock. 
The drawing depicts the design 
of  the N1 and the N2 bordering 
Woodstock from both sides. The 
lost connection with the sea was 
-poorly- compensated by a cross-
over, connecting Albert Road with 
the harbour. 
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other, while passing by the ‘thirsty’.30 The highways would connect the CBD 
with the mostly White suburban areas like Stellenbosch, but cross the Cape 
Flats with little or no connection to its urban tissue.

Woodstock at the eve and beginning of  apartheid

These concrete examples of  the carried out segregational planning took 
place after apartheid had already been established in 1948. But the fact that 
the sketches of  the Foreshore plan were made up before that, indicates that 
segregational thinking had already been part of  Cape Town, and South Africa, 
long before apartheid. On the eve of  apartheid it had already become visible 
in the design and functioning of  the industrial working places in Woodstock. 
The previously mentioned Rex True Form factory, which had been established 
in 1938, is an example of  such. Although at the time no legal constructs were 
implemented for the segregation in industrial working spaces the asymmetrical 
positioning of  the windows on the main road facade, constituting a specific sort 
of  monumentality, are a translation of  a compulsive duplication of  changing 
rooms, according to race and gender: Changing Room for ‘European man’, 
‘non-European man’, ‘European Women’ and the largest amount changing 
rooms for ‘non-European woman’. Segregation in the industry started to be 
become more and more regularised in different phases. During early apartheid, 

[Figure 4.8] - 1940 - These two 
drawings are a sketch from E.E 
Beaudouin that show the Grand 
Boulevard as a direct extension of  
the esplanade, cutting right trough 
the urban fabric of  District Six 
and Woodstock. And while Table 
Mountain, Devils Peak, Lions Head 
and Signal Hill are drawn almost 
poetically as a backdrop to the new 
development, Woodstock’s urban 
fabric is left blank in the upper 
sketch. 

[Figure 4.9] -c1940- The Rex 
Trueform factory forms a visual 
landmark on the Albert Road since 
1938. The variety of  windows on 
the facade is the architectural 
translation of  segregation in 
industry on the eve of  apartheid. 
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the passing of  the Separate Amenities Act in 1953 separated the arrival of  the 
White and non-White workers at their place of  work, but for example at the 
Salt River Railway workshops, they kept on working together side-by-side.31

After the true start of  apartheid in 1948, the national party started 
preparations to practically implement its segregational party election platform, 
and anchor a racial hierarchy in the law. During the fifties, the way was paved 
further for inequality and segregation in every aspect of  life possible. The 
Population Registration act of  1950 required that each inhabitant would be 
classified according to his or her racial characteristics, in one of  four racial 
groups: ‘White’, ‘Coloured’, ‘Asian’, or ‘African’. And the Group Areas Act 
of  that same year aimed at removing what had remained of  racially mixed 
suburbs by defining certain ‘group areas’ for one of  the racially defined 
groups of  the Population Registration Act.32 The Group Areas Act would 
have enormous consequences for the city of  Cape Town, initiating massive 
relocation campaigns, because, while segregational policies towards blacks, 
date all the way back to the beginning of  the twentieth century, Coloureds had 
shared, to a certain extend, the same urban space as Whites.33 

However, by the late 1940s many of  the areas were already de facto 
segregated before the coming of  apartheid, only on a smaller scale than 
the Group Areas Act intended.34 The 1951 census shows, that Cape Town’s 
city centre was predominantly White, except for the Bo-Kaap and District 
Six.35 Contrarily, the statistics also indicate that the population distribution in 
Woodstock was quite diverse, with some parts featuring an equal division of  
Whites and Coloureds, and other parts featuring a predominant presence of  
one of  the two categories. During early apartheid, Walmer Estate, and lower-
western, ‘industrial’ Woodstock were for example mostly Coloured, while 
University Estate was mostly White.36 But in between, no clear distinction in 
racial demographic profile could be made. However, rather than indicating 
integration between Coloureds and Whites, this shows the difficulties the 
apartheid registration experienced, in dividing Woodstock’s population over 
its racial categories, more than anywhere else in Cape Town. 

[Figure 4.10] - 1974 - The 
construction of  Ben Schoeman 
Dock, which was finished in 1977, 
was the final adjustment to the 
coastline of  Table Bay. 

[Figure 4.11] - 1958 - The collage 
projecting the route of  the N2 
through the working class areas 
of  District Six and Woodstock, 
visualises the attitude inherent to 
the foreshore plan, as the white line 
is drawn over the existing urban 
fabric. The picture is taken from 
above Salt River, Woodstock is 
located to the right and District Six 
in the background. 
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At the end of  the 1950s, the Group Areas Act (GAA) proclamations 
would declare most of  central Cape Town ‘White’, and most of  the Cape Flats 
‘Coloured’. Woodstock was declared ‘White’ in 1958, along with the whole of  
Cape Town’s inner city, except for the Bo-Kaap, which had been declared a 
‘Malay’ area (which meant Coloured under the GAA), and without District Six, 
on which the decision to declare it ‘White’ would follow in 1966.1 However, 
several parts of  Woodstock were left, what would later be called, ‘grey’ which 
means they remained ‘undecided upon’, and they would remain so until they 
were the last grey areas of  Cape Town in the mid 1970s. With its already 
mentioned difficult to categorise population, Woodstock would, more than 
anywhere else in Cape Town, challenge the government’s racial definitions and 
certainties during the whole of  apartheid.2 Its specific history of  immigration 
and interaction proved it very hard to apply racial characteristics to its 
inhabitants, or to base one’s race on his or her ancestry.3 A famous study that is 
often referred to, is the one of  Watson who described how the ‘Colour lines’ 
among Woodstock’s working class-population were frequently indistinct and 
sometimes even of  an unimaginable complexity. Within the same family, some 
members would be White, and others would be Coloured and some would be 
even both.4

Pass-White

The aforementioned differentiation between the suburbs that made 
out Cape Town’s working class area is also to be found in research by Ridd, 
focusing on the social division in the area. She characterises Woodstock as the 
suburb of  the poor-Whites and the ‘pass-Whites’.5 Pass-White is an important 
notion in the discourses of  ‘Whiteness’ in South Africa. Pass-Whites were 
mostly classified as Coloured by birth, but they were of  such light complexion, 
and displayed other ‘typically White features’, that they challenged the racial 
definitions installed by the apartheid government.6 

In his famous book Western devotes a lot of  attention to pass-Whites, 
however he points to Mowbray as the area ‘typical of  conditions under 
which pass-Whites lived’.7 He characterises being a pass-White as existing 

1958-1986: Woodstock Grey Area 

[Figure 5.1] - 1970s - The collage 
has become reality. The N2 cuts 
right through the working class 
area of  Cape Town, initiating the 
demolitions of  the District Six. 
Woodstock at the other side was left 
untouched. 
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at the remotest boundary of  the White race, and being in constant danger 
of  being expelled from it. In grasping the opportunity to climb into a far 
more advantageous social position as a White, pass-Whites had to live in areas 
designated as White, and they often had to break with their Coloured families 
because they couldn’t risk being seen in their company.8 In Mowbray, proclaimed 
as a White area also in the 1950s, forced removals had been executed, contrary 
to Woodstock and ‘pass-Whites’ lived under the constant fear of  being 
‘discovered’ and relocated.9 Although in Woodstock, also declared White but 
not experiencing forced removals, the ambiguity of  race-classification would 
have been almost more of  a coping mechanism.10 Sometimes, throughout the 
lifespan of  a person, he or she would switch from classification for practical 
reasons. Whites had better education and better wages, but joining or even 
visiting family in an for example a differently categorised elderly home would 
require to switch to Coloured.11 Illustrating for the confusion about the race 
classification in Woodstock is the Queen Park High School. The school 
became a convenient depository for borderline classification cases from all 
over the peninsula, since, from the late 1960s onwards, the school accepted 
fair skinned ‘pass-Whites’ without asking for identity documents. But the same 
school fought to exclude children classified as White, when they had darker 
skins.12

‘Woodstock White’

Essential in Ridd’s story is the ‘Coloured stigma’, initiated by the 
Population Registration and Group Areas Act in 1950.  Ridd describes how, 
because of  the declaration of  Cape Town’s working class area as ‘White’, 
from the 50s until the 70s, identity in the area was defined by how to avoid 
the ‘Coloured’ stigma. During this period the whole District Six area, which 
comprises Woodstock and Walmer Estate, underwent the same process, but 
in different directions. Comparable to other arguments considering the image 
of  District Six, for instance to be found in the work of  Bickford-Smith13, its 
cosmopolitan identity is described as a construction of  community identity. 
Multiculturalism became central in the city’s historical ‘immigrant arrival 
quarter’ and its rejection of  the definition of  ‘Coloureds’ as one racially 
defined, ethnic group as ‘in District Six people descended from all over the 
world’. Woodstock, on the other hand, was seen as the area where the Dutch 
had arrived and met the local population. The Coloured stigma was avoided 
by drawing on this assumed half-European origin, and trying to be declared, 
or at least seen, as White. Furthermore Ridd detects the same emphasis on 
respectability in Woodstock, as already described in earlier timeframes, as a vital 
part in the response to being ‘degraded as Coloured’. She calls the Woodstock 
pass-Whites the ‘Woodstock Whites’, “a term used of  someone in this White-
Coloured borderline position who is particularly conscious of  the relevance 
of  colour respectability.”14 However, there also lived a significant amount of  
people still classified as Coloured in Woodstock. Social stratification also had 
to do with language, employability and religion. Ridd characterises Woodstock 
as a place where different coping mechanisms allowed people to claim a higher 
social status by dissociating themselves from ‘Colouredness’. 

[Figure 5.2] - 1980 - The foreshore 
development is completed, showing 
only fragmentary resemblances 
to the foreshore plan of  1947. 
Woodstock is flanked on the 
north and the south side by the 
two new highways. The N2 now 
differentiates Upper Woodstock 
form Walmer Estate and University 
Estate. The N1 constituted yet an 
other boundary between Woodstock 
and the sea. Along with the 
Shoeman dock, the new harbour 
extension of  1977, the industrial 
area north of  the railway line 
became highly congested. 
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For example, the smaller parts of  Woodstock above the Eastern 
Boulevard knew a profoundly different attitude than the area below. Originally 
an extension of  District Six, Walmer Estate was already known as the elite-
Coloured suburb before apartheid.15 Ridd writes that people from Walmer 
Estate distinguished themselves through their money, manners, and lifestyle 
and that they looked down on the working class people that lived literally 
‘beneath’ them, on the lower slopes of  Devil’s Peak. Lastly, University Estate 
was the place where the European, Portuguese immigrants arrived during 
the 60s and the 70s. This caused an undercurrent of  tension between the 
Portuguese, and The Walmer Estate Coloureds, who were envious on the 
immigrants who, upon arrival in Cape Town, immediately enjoyed a more 
favourable starting point.

Group Areas Act regulation 

The difficulties with the categorisation, were perhaps one of  the reasons 
the regulation on Woodstock took so long. Furthermore the area itself  didn’t 
appear to want its situation to change.16 By the mid 1970s, Woodstock was 
the only area in Cape Town with parts still undecided upon, which makes 
Woodstock part of  the list of  ‘spatial anomalies’.17 Walmer Estate had remained 
undecided upon, as did western Woodstock. The industrial part of  Woodstock 
next to the railway and much of  Salt River hadn’t been declared as well. Most 
of  the areas undecided upon had an industrial character, and still have upon 
today, with the exception of  Walmer Estate which was a residential area. They 
all remained ‘controlled’ which restricted the transfer of  property from one 
racially defined group to another. In the proclaimed parts of  Woodstock, 
Non-Whites were given five years to move out but the area remained much 
the same, with no clear distinction between White and non-White, and 
between proclaimed and un-proclaimed.18 This, and the long standing status 
of  ‘controlled’ for some of  Woodstock areas made Woodstock a unique and 
famous exception on the Group Areas Act in Cape Town.19 Other than the few 
exceptional ‘Coloured’ communities that were permitted to remain, like for 
example the Bo-kaap, designated as an area for the Cape Malay20, Woodstock 
was simply not touched. 

However, in 1975, after twenty-four years of  controlled status, Walmer 
Estate, and a portion of  Upper Woodstock were proclaimed Coloured, 
becoming an offical ‘exception’ in the White inner city like the Bo-Kaap. 
Bordering the by then still being bulldozed District Six nearing complete 
destruction, its publicity value was enormous.21 Partly because Walmer Estate 
was identified with District Six, and partly because the dividing line ran along 
the middle of  Melbourne and Walmer Road, creating a situation where the 
now Coloured and White part of  Woodstock faced each other. This also led 
to the rare scenario in which Whites now had to relocate.22 The sudden interest 
and public attention for Woodstock was unsettling, not to say threatening for 
the inhabitants, whether they were classified as White or Coloured. Borderline 
cases living as Whites in Woodstock feared that newfound interest in the 
area would lead the state to new inquiries in the area, and those classified as 
Coloured in the White part of  Woodstock feared eventual eviction after all. 
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 White (1966)

White (1958)

White (1968)

Coloured (1975)

Coloured (1979)

Under investigation 
(1986)

[Figure 5.3a] - The map depicts the 
residential part of  Woodstock that 
was declared White in 1958, and 
the industrial part of  Woodstock 
and Salt River that followed in 1968. 
District Six was declared White in 
1966. 

[Figure 5.3b] - In 1975 Walmer 
Estate and part of  Upper 
Woodstock was reproclaimed 
Coloured, in 1979 parts of  east-
Woodstock followed, as did a large 
part of  Salt River. 

[Figure 5.3c] - In 1986, another 
part of  Woodstock was under 
investigation, to be reproclaimed 
Coloured. However, the Open 
Woodstock Campaign would 
prevent further reproclamtions in 
Woodstock. 

Coloured (1983)
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Furthermore, the designated ‘Coloured Area’ was way too small for everybody 
classified as such, since also the District Sixers who could afford it sought for a 
new place to live. Consequently the prices in ‘Coloured’ Woodstock increased 
enormously.23 At the end of  the seventies the Woodstock’s industrial area in 
between Albert Road and the railways found itself  in the centre of  attention 
of  the Department of  Planning, that had advertised an investigation into 
converting it into a Coloured Group Area.24 In 1979, two out of  five sections 
of  the area were reproclaimed, from White to Coloured after twenty-nine 
years of  uncertainty. The other zones remain controlled and uncertain.25 

The Open-Woodstock campaign

The newfound interest of  the apartheid state in Woodstock resulted in a 
general attention for Woodstock also by action groups. Around the end of  the 
1970s, Woodstock became the symbol of  the inhumanity and unworkability 
of  Group Areas Act legislation. It was argued that it was in the Woodstock 
that the first European settlers had established themselves in the seventeenth 
century, and that its present population represented the ensuing intermingling 
of  all people to be found in South Africa. The election of  Margaret Gardiner, 
inhabitant of  Woodstock, as 1978 Miss Universe of  1978 served as a case 
in point.26 Calls for an ‘open’ Woodstock were beginning to be heard, which 
would be free of  any racial exclusion. 

During the mid 1980s, Woodstock found itself  once again in the 
spotlights. During the turbulent years that were already announcing the end 
of  the apartheid, the area of  Woodstock came under the scrutiny of  the 
government in 1986, since Woodstock was one of  the White areas housing the 
9 percent of  Coloured Capetonians not living within their designated groups.27 
State President Botha stated ‘Woodstock must become Coloured, as it is not 
White”.28 Undoubtedly, this was an attempt of  the government to counter the 
upcoming image of  Woodstock as as a ‘blueprint for a future open society’.29 
The president’s words triggered the ‘Open Woodstock campaign’, launched 
in 1986. After press reports had heightened the awareness of  the Woodstock 
case to the Greater Cape Town population, the whole city was watching how 
the local campaign , overwhelmingly supported by the different racially defined 
groups in Woodstock, called for an ‘open Woodstock’. The message that the 
Group Areas Act was disruptive and divisive - Woodstock had witnessed the 
destruction of  District Six from close-by - resulted in an official petition by 
the Woodstock community for an ‘open’ suburb. In acquiring an official status 
as such, they did not immediately succeed, but still, the campaign could be 
seen as successful, since, not much after the announcement of  the plans, the 
matter was already dropped again by the Group Areas Board.30

The area in question was a part of  Lower Woodstock where it was made 
possible for Coloureds to live legally since the end of  the 1970s, because 
of  the system of  ‘exemption permits’.31 The local administration granted 
permits to Coloureds and turned a ‘blind eye’ to others who didn’t apply for 
permission, which initiated a trend towards an expanding population officially 
registered as Coloured in Lower Woodstock. Conversely, permits were rarely 
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issued to the Coloured families to buy in Upper Woodstock. The author that 
detected this, Garside, is not sure whether this situation betrayed a conscience 
related to the demolition of  District Six, or whether this was a last attempt 
towards establishing ethnic-based local authorities, again on a smaller scale.32 
In any case, Woodstock’s demogaphic profile, according to apartheid’s racial 
categories, was more clear in the eighties than it was in the fifties.33

At the same time an investigation had been running by the President’s 
Council into the Group Areas Act, that later recommended a substantial 
relaxation of  the Group Areas Act. This was in line with the general course 
the apartheid state had started to pursue in the eighties, with the abolition of  
the Mixed Marriages Act and Separate Amenities Act. This led many to believe 
the end of  apartheid was near.34 

Coloured business people working in the CBD started to move 
from the Cape Flats into Lower Woodstock, initiating a revamping of  the 
characterising rows of  houses by the local landlords and resulting in enormous 
price escalations, around 500 percent, which made the poorest working class 
residents relocate to other parts of  Woodstock or inner city slum areas. 
This pattern was repeated in Upper Woodstock where White professionals 
displaced the White working class and immigrants. Very few of  the people 
living in Woodstock around the mid 1980’s owned their own properties, and 
since the house prices began to rice, rent prices did too.35 Garside also already 
mentioned that Woodstock’s location, combined with its low-key mixture of  
residential and retail activities and its Victorian architecture was markedly 
different to both the CBD and the uniformity of  the northern and southern 
suburb, which, together with its convenient location started attracting artists 
and other creative professionals.36 

Nevertheless in the beginning the process happened mostly under the 
radar.37 During the eighties Woodstock was first and foremost still perceived 
as a working class area, famous for its Spring Queen festival, a beauty contest 
held by the clothing manufacturers for their female employees. The festival 
was so successful, that activities lasted for several months, and contesters came 
from all over Cape Town. The festival was one of  the results of  a strike in 
1980, and as such indicates the emergence of  the unions and the changing 
balance of  power in apartheid Cape Town during the eighties. 

Woodstock as a site of  protest

Woodstock and Salt River were becoming an important pole for anti-
apartheid movements, probably because of  their close location to central Cape 
Town, and because of  Woodstock’s officious statute as a mixed neighbourhood. 
In the context of  this emergence of  a broad political movement in the form of  
both labour and community organisations, the Community House was installed 
on Salt River Road in 1985, providing for the very well received infrastructure 
for some of  these organisations to operate.38 At the time organisations were 
actively hindered to form a united front by several apartheid policies, and the 
lack of  collective infrastructure. The trade unions needed a base of  operation, 
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which is what the Community House became. As such, during its functioning 
it would witness the role of  unifying the labour forces in the struggle for 
freedom. Apart from the above mentioned qualities of  Woodstock, its 
working class population also embodied the target audience of  the unions, but 
of  course, the Community House largely transcended the scale of  the suburb. 
People from all over Cape Town gathered at the Community House for the 
regular strikes and marches heading towards central Cape Town.39 

One of  the iconic organisations present in the Community House at 
the time was the Congress of  South African Trade Unions (COSATU). They 
formed the largest trade union federation in South Africa and featured a 
very diverse membership, opposing apartheid policies. The presence of  the 
COSATU in the Community House elevated the complex to being the ‘nerve 
centre of  the liberation movement’.40 In 1989 COSATU joined with the United 
Democratic Front (UDF), another major name in anti-apartheid protest and 
they formed the Mass Democratic Movement. Among the trade unions also 
the LRS, the Labour Research Service, was located in the Community House. 
The movement provided in overall knowledge and training for trade unions 
to indulge in negotiations, with the Trade Union Library at the heart of  their 
functioning, since ‘knowledge was too important to be left in the hands of  
the bosses.’41

Another famous organisation in Woodstock was the Community Arts 
Project (CAP), which was located in an old school/church in Chapel Street, 
abandoned after District Six’s demolition. CAP had come into existence in 
1977 in Mowbray, out of  recognition of  a massive need for cultural facilities 
in apartheid’s ‘group areas’.42 In 1982 the organisation had moved to Chapel 
street in Woodstock, but moved to Community House soon after due to 
practical reasons. The CAP media project, originated out of  the idea to 
mobilise communities trough the means of  art,43 made the t-shirts and banners 
for strikes and campaigns actively using their know-how to bring across, 
aesthetically, the anti-apartheid message.44 The protest that had established 
itself  in Woodstock around the mid eighties, was not to be stopped anymore. 

[Figure 5.5] - 1989-  This poster 
was made as announcment for the 
a CAP exhibiton at their premises 
at the edge of  Woodstock. The 
two posters clearly depict the 
functioning of  CAP on the one hand 
involved in Community House and 
on the other hand as a community 
arts centre. 

[Figure 5.6] - 1977 - The typical 
rowhouses from the beginning of  
the century where still in place in 
the late 1970s, on Roberts Street 
in upper Woodstock, with in the 
background Walmer and University 
Estate and the famous Table Cloath 
covering up almost all of  Devil’s 
Peak

[Figure 5.4] - 1988 - The poster 
is made by CAP in logistical 
support of  a union convention at 
Community House. The speaker, 
the CWUI, was born out of  the 
strikes in Durban in 1973. It was 
launched in 1974 at a time when it 
was still illegal for black workers to 
belong to a union.
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Around the end of  apartheid, Woodstock was cut of  Devil’s Peak and 
Table Bay by numerous layers of  infrastructure and industry. It had been 
separated from District Six, which was completely destroyed afterwards, 
leaving empty land between Woodstock and the inner city, and it was cut of  
from its sub places Walmer and University Estate. The uncertainty and the 
constant threat of  eviction during apartheid had contributed to a lack of  
investment and maintenance both privately, and of  the building stock owned 
by government agencies. This had all contributed to a general negative image 
of  decline.1 In 1987 Badham describes Woodstock as:

“a bustling, sprawling, ill-defined area stretching above the railway line, lining Albert 
and Main Roads. It is a mixture of  crumbling residences and grimy industry. Warehouses 
tower over semi-detached dwellings, shop facades and pocket sized front gardens. More-or-less 
centrally located, beside a clearing with its characteristic rubble, is a blackened church (the 
Anglican Church of  St Mary the Virgin) complete with belfry and flanked by resistant 
palms. Over the road is a timber warehouse and on Station Road stands a clothing firm. The 
trains rattle past. For the passenger, Woodstock is little more than the back of  buildings, 
bright pro-temperance billboards, a patch of  grass and windswept melkboom. This is a far 
cry from Woodstock at the turn of  the century.” 2

During the nineties the image of  Woodstock would remain more or 
less the same. Meanwhile, the aim of  the  aforementioned ‘Open Woodstock 
Campaign’ had clouded the silent, but already evident, process of  incoming 
professionals from the suburbs. Through the late 1980s and the 1990s the 
trend gained momentum. The families that the ‘Open Woodstock Campaign’ 
sought to protect from apartheid segregation, were starting to be displaced 
by  economic imperatives. And although, the repeal of  the Group Areas 
Act in 1990 did make an end to the threat of  racial residential segregation, 
it also meant a further impetus for ‘a change of  class’.3 The steadily changing 
demographic composition in Woodstock was not a stand alone case in the city 
bowl. Other areas like for example the Bo-Kaap4, and the Waterkant5 would 
also change profoundly, both of  them in a different way from each other and 
from Woodstock.6 

Post 1986: Futures for a working class suburb

[Figure 6.1] -1980- The industrial 
landscape along the railway line 
between Woodstock and Salt River 
(looking towards CBD) makes a 
desolate impression. During the 
following decades most of  the 
indrustrial produciton would leave 
Woodstock.
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With the change of  government after the abolishment of  apartheid 
in 1994, the expertise present in the Community House was enrolled in the 
different new government structures, and its functioning diminished until 
eventually even the library had to close.7 Also outside arts funding dried up 
given the international community’s focus towards meeting more general 
social improvement agendas. CAP, and other alternative, affordable art centres 
had to adapt their outreach and functioning under the diminishing resources 
for visual art education for those from disadvantaged backgrounds. Eventually 
CAP changed relocated to the CBD and changed its name before it ceased to 
exist in 2008.8 

The end of  apartheid also meant the opening of  South African 
borders, and the end of  economic isolation and sanctions by the international 
community. The consequences, in Woodstock particularly for the clothing 
manufacturing industry were immense, as production was quickly outsourced 
and import for resell became the overall economic model. This quickly led to 
the closure of  the factories and consequently the loss of  jobs. When Nelson 
Mandela marched out of  prison in 1990, wearing a suit from the Salt River 
based Rex Trueform company, announcing the end of  apartheid and the 
subsequent opening of  South African borders, this would ironically also mean 
the later closing of  its manufacturing section in 2005. The former clothing 
manufacturer now operates as an administration hub for the importation of  
global goods.9

Early after the abolishment of  apartheid, a highly ambitious attempt 
to post-apartheid urban planning was linked to Cape Town’s candidacy for 
the Olympic Games of  2004.10 The Olympic Games bid was described as a 
‘significant opportunity for redressing the physical and spatial imbalances 
which are characteristic of  the apartheid city.’11 The design of  the Culemborg 
area, north of  Woodstock, which would host the media village, aimed at the 
integration of  the population of  the larger metropolitan area, particularly at 
the poorest. Addressing the lower income residential areas near Culemborg, 
being Woodstock and Salt River.12 However, the report already questioned the 
efficiency of  reaching its target audience with this sort of  large scale urban 
development, it even stated that the implementation of  the plan could actually 
prove to be a disadvantage, by initiating rising property prices as a result of  the 
urban improvements.13 The bid shows a specific aspect of  the typical difficulties 
post-apartheid urban planners encountered, in attempts towards ‘inclusive 
planning’, which proves to be far more complex than segregational planning. 
Although Cape Town didn’t get to organise the Games, and Woodstock didn’t 
see a new attempt of  top-down urban planning of  a comparable scale, it did 
see itself  affected by a whole lot of  urban policies, in light of  South Africa’s 
neoliberal means of  development. 

Urban improvement policies 

In 2005, the same year as the closing of  the Rex Trueform factory, the 
eighth edition of  the Woodstock Whisperer was proud to announce that, by 
applying for a ‘City Improvement District’ (CID), the “suburb is starting to 
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[Figure 6.3] -1996- preliminary 
design proposal for the Olympic 
Bid. The media village (1) was 
the main site in combination 
with a mixed commercial area (2) 
underneath, next to the new train 
station (3). Trafalgar Park was 
projected to house the Olympic 
Swimming Pool and Diving 
Complex (4). 

[Figure 6.2] - 2000 - Aerial picture 
depicting Woodstock between 
the various harbour and railway 
extensions, north. Not visible on 
the picture, because it is simply a 
fence, is the final border between 
the harbour and the city: the ISPS 
(International Ship and Port Facility 
Security) line, installed in 2009. 
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shrug off  its lethargic attitude and is beginning to unravel itself  from layers of  
grime to display some magnificent architecture.”14 A CID is a zone that receives 
privately funded, additional services for security, cleaning and marketing, with 
the agenda of  “retaining business and encouraging new investment”, and 
is installed after a majority of  property owners votes in favour of  installing 
one. In Woodstock the CID would focus on lighting, cleaning and greening.15 
And however the CID undoubtedly did contribute to the improvement 
of  the grimy image of  Woodstock, it is also symptomatic for the mode of  
inner city development and regeneration in inner city Cape Town. The CIDs 
are criticised because the state is relieved of  its responsibilities by allowing 
privatisation of  its tasks,16 and by only allowing property owners a vote, and 
not tenants, the CIDs are an exclusionary spatial practice, mostly based on the 
interests of  formal businesses.17 

One year before big parts of  Woodstock, mostly alongside and 
in between Albert and Victoria Road were officially indicated as ‘Urban 
Development Zone’ (UDZ), together with a big part of  Cape Town’s Central 
Business District. The establishments of  such zones aimed to encourage 
private residential and commercial development in inner-city areas, following 
a program of  tax incentives. One of  the first to seize the opportunity was the 
Old Biscuit Mill, which is today widely referred to as the pioneer responsible 
for putting Woodstock on the map in the context of  its current creative-
industry-led urban transformation.18 But even before, the Palms Décor and 
Lifestyle Centre had already transformed another old Biscuit factory into a 
retail and design centre. 

Creative industries and new property development 

Since 2005, Woodstock is experiencing rapid change due to the influx 
of  the ‘creative industries’, not as a consequence of  top-down planning, but 
as the result of  a variety of  entangled private development.19 The creative 
industries were never specifically targeted by the policies. The combination 
of  the suburbs’ location, ‘character’, and affordability had already made 
other small scale art, and other creative institutes move in at the end of, and 
shortly after apartheid, like the Greatmore Studio’s which were established in 
1998. However, the new influx is related to the increasing number of  empty 
industrial premisses in the early 2000s, inscribing itself  in a more general 
(Western) phenomenon where old industrial suburbs seem to exert a certain 
attraction for creative industries. Furthermore, since the Urban Development 
Zone was initiated in 2005, recent development is linked to a general interest 
in Woodstock of  property developers, that want to profit from the ‘Rebirth of  
Woodstock’ by linking themselves to the creative industries. 

Contrary to the influx of  the end of  the twentieth century, the most 
recent development locates the majority of  creative spaces in Woodstock in 
enclosed block developments. Clearly separated from the urban landscape, 
these have initiated new forms of  spatial polarisation. Furthermore, the main 
target group for most of  the creative products and content produced, as well 
as the job-requirements for the sector, speak to a formally educated middle 
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class, which does not reflect Woodstock’s (former) working-class population.20 

The 2001 census shows that only 10 precent of  the population holds a master 
degree.

The newly appearing social polarisation is becoming more and more 
visible. As a remnant of  different periods of  its history, some areas in 
Woodstock are still mostly property of  landlords who rent out to tenants. 
But the newfound interest in Woodstock by developers has reinitiated the 
phenomenon of  evictions as symptoms of  the neoliberal excesses of  current 
city management. This stands in sharp contrast to the fact that Woodstock 
managed to resist evictions during the whole of  apartheid. The first victims 
were the Gympie Street residents, who were evicted to the relocation camp 
of  Blikkiesdorp thirty kilometres away, after a three year legal battle in 2009. 
Currently the most debated eviction case is the one considering Bromwell 
Street, which is being taken to court by the residents. But the encouragement 
to buy property in the urban development zones has made prices increase 
at astonishing rates, to up to 50 times the prices from the beginning of  the 
century. Next to the publicised cases of  group evictions, individual evictions 
are a continuous process in the centre of  the city’s affordability crisis.21

The NGO ‘Reclaim the City’ brought the struggle against evictions to 
the heart of  the creative-industry-led gentrification by occupying the Old 
Biscuit Mill and protesting at the offices of  The Woodstock Hub in 2016, 
the entity that bought the homes of  the Bromwell Street tenants in October 
2013.22 After the tenants lost their first court case, the city proposed relocation 
to distant communities. “As during the forced removals of  apartheid, our 
families will be uprooted from our communities, and lose access to jobs, good 
schools and healthcare,” evictees’ spokesperson Charnell Commando said in 
a statement.23 However sadly, eventually the fight shifted from protesting the 
evictions to demanding accommodation close to the community the evictees 
have lived their entire lives.24 However, achieving it seems uncertain since the 
judge stunned the evictees and their lawyer in a recent court case by asking 
“What’s the point of  being near a school? What’s the point of  them being near 
transport? Where are they going to go?”25
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After Woodstock has been the centre of  national and international 
attention as the ultimate example of  the unworkability of  apartheid, and due 
to its resistance against the Group Areas proclamations in the eighties, the 
suburb finds itself  in the spotlights once again. 

Since the 1980s, Woodstock has become less and less of  a working class 
area, demographically, but also in terms of  employment possibilities due to 
the disappearance of  the industries and the evolution towards a service based 
economy. The combination of  empty industrial premisses, its affordability 
and economical incentives, and its location next to the CBD has sparked an 
interest of  the creative industries, which are branding Woodstock more and 
more as ‘Cape Town’s design district’.26 The short introduction on the suburb 
that is featured on the recent publication: the ’Woodstock design district’ 
map is claiming Woodstock’s history as an old industrial neighbourhood to 
legitimise the ‘project’ by inscribing it in typical international post-industrial 
urban evolution. The evolution of  Woodstock also fits in the ambitions of  
Cape Town to profile itself  as a centre for design. In 2014 Cape Town was a 
year long ‘World Design Capital’, aiming to position Cape town globally as a 
creative city.27 

However, the current transition of  Woodstock between its former 
industrial economy, and the upcoming service/creative economy28 is revealing 
several problems, like an increasing socio-spatial polarisation, and an ongoing 
wave of  evictions, both reminiscent to segregational regimes in apartheid. In 
Woodstock, the one area in Cape Town that defied forced removals during 
apartheid, these processes are placing the suburb in the midst of  debates on 
neoliberal urban development which is focused on providing a favourable 
investment climate, but has no answer to apartheid’s legacy of  a highly divided 
and unequal society. They prompt the question on how this legacy can be 
incorporated in future modes of  urban renewal. Since it is already extensively 
described that it is counterproductive to leave this process solely to the effects 
of  market forces,29 providing for constructive and inclusive modes of  such 
urban renewal means enabling other urban actors to complement the current 
spectrum of  modes of  development.

Conclusion 

[Figure 6.4] - 2017 - ‘The Greatmore 
Building’, the building envisioned 
to house the CHR’s new Centre for 
Arts and Humanties, is the proud 
centre of  the picture. By developing 
the old schoold into a new centre, 
UWC and CHR could become new 
urban actors in Woodstock. 
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Part II 
 A Centre for the Periphery 
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UWC was erected during apartheid as Cape 
Town’s Coloured University in 1960. In light of  the 
regime’s segregational policies, UWC was located north 
of  the Cape Flats, in Bellville, approximately twenty 
kilometres away from Cape Town’s White city centre, 
‘hidden from view, to not offer a view of  its own’.1 It 
got its nickname ‘the Bush College’, because at the 
time, urban development in Bellville was very scarce 
and Cape Town’s city boundaries didn’t even reach 
that far. Since its early days, the main campus has been 
a place of  anti-apartheid struggle, which ultimately 
led to the rejection of  apartheid ideology already 
in 1982, by adopting a declaration of  non-racialism 
together with a commitment to the development of  
South Africa’s disadvantaged communities. Until the 
end of  apartheid, the university has had a leading anti-
apartheid voice, and played a big role in the emergence 
of  the South African democracy.2 

After 1994, Cape Town experienced an explosive 
growth. In no time UWC found itself  in the midst of  
an urban sprawl due to the development of  Bellville, 
and the university’s location is no longer as isolated as 
it was envisioned in apartheid. Assets of  its location 
are the proximity to Cape Town’s international airport 
and several other higher educational institutions with 
which UWC has established connections over the 
years. But still, its position in Cape Town’s peripheral 
zone limits the university’s possibilities concerning 
the expansion of  the institute’s influence ratio to 
central Cape Town; and the unmaking of  apartheid’s 
spatial legacy a challenge. The university misses out 
on the advantages of  an urban condition, and its 
enclosed ‘greenfield’ campus renders most forms of  
community outreach hard to achieve.3 In breaking 
with its position as part of  a remote enclave in Cape 
Town’s periphery, locating facilities outside of  the 

A Lettre of  Intent 

main campus is an important strategy, since they escape 
its physical constraints. UWC’s Centre for Humanities 
Research (CHR) proposed the establishing of  such: a 
new ‘International Institute for Advanced Studies in 
Arts and Humanities’.4 The CHR is an institutional 
component of  UWC, established in 2006 in light of  
the reconstitution of  the study of  humanities in South 
Africa, in the aftermath of  apartheid.5 A big part of  the 
functioning of  the CHR revolves around its functioning 
as a ‘flagship for critical thought’ by the university. As 
such, the centre has a particular international character, 
and is an important actor within the academic world. 
In Cape Town itself  the institute functions partly as a 
signboard for UWC, encompassing different sorts of  
academic outreach.6

Since the start of  the idea ambitions on the 
centre have been formulated and reformulated 
many times and in many different forms. At first the 
envisioned centre was referred to as ‘A Centre for 
Arts and Humanities’, which implies a meeting of  the 
disciplines of  Art and Humanities housed by CHR 
as a prerequisite. More specifically, the centre would 
become the new home of  the CHR’s ‘Factory of  the 
Arts’. Currently, the Artist in Residence program is 
housed in a hybrid church/school building, located on 
the border between Woodstock and District Six. Due 
to its partly deteriorated state and the high number 
of  involved stakeholders related to the maintenance 
of  the building, it isn’t really fit to fully accomodate 
the envisioned functioning of  the Factory of  the 
Arts. Currently it facilitates some performances, 
panel discussions and other events the CHR hosts 
as well as possible, but the impossibility to adapt the 
building makes the Factory mostly invisible, and limits 
its outreach program. Hence, the new Centre will 
first and foremost house the Artists in Residence of  
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the CHR, one of  whom is the Ukwanda Puppet and 
Design Company, which is connected to the famous 
Handspring Puppet Company. Linked to the puppetry 
company, the new centre would also house the 
‘laboratory of  kinetic objects and puppetry arts’, a new 
research entity, dedicated to the research on artistic 
creation in relation to the dynamics of  change in post-
apartheid South Africa.7 In relation to these programs 
the centre would feature a gallery and seminar rooms. 
Furthermore, the centre came into existence with the 
financial support of  a dozen international partner 
institutions. In return the centre would be equipped 
with facilities to house the partner institutions in their 
South African programmes.8

Halfway during our stay in Cape Town, we 
witnessed the first naming of  the centre. Its working 
title became ‘A Centre for the Periphery’, a name that 
refers to the set up of  the centre as an off-campus 
facility near central Cape Town, as well as it does to 
intentions towards the more internal functioning of  
the centre itself. In the literal sense of  the word, ‘the 
periphery’ refers to the the location of  UWC’s main 
campus in Bellville, near the Cape Flats, as legacy of  its 
historically disadvantaged spatial position. A centre for 
the periphery then alludes to the physical and mental 
presence of  an off-campus facility located in Cape 
Town’s city bowl to break away from apartheid’s spatial 
legacy, and to present itself  to a previously unreachable 
public. On a more abstract level, the periphery alludes 
to ‘the margin’, a concept that will be discussed by 
means of  two definitions of  Bell Hooks.9 Instead of  
identifying the margin as a ‘site of  deprivation’, she 
understands the margin firstly as a ‘space of  resistance’. 
In this sense the margin refers to the stated envisioning 
of  the centre as a specific city project to engage the 
larger questions of  deracialisation of  an apartheid 
city. A discussion that is, in the whole of  Cape Town 
and in Woodstock in particular, related to the current 
neoliberal urban development environment. Of  
course, the actual establishing of  a centre as such, in 
which the university becomes an urban actor is already 
a city project on itself, but specifically in Woodstock, 
the discussion on ‘ethical development’ is closely 
linked to the ‘creative scene’, in which the ‘Arts and 
Humanities Centre’ will have to inscribe itself  in one 
way or another. Secondly, she writes about the margin 
as “a space of  radical openness”10, a space that’s 
linked to practices that differ from the ones generally 

accepted, for ‘critical response against dominance’. 
This relates to the stated intentions to foster new lines 
of  inquiry in the arts and humanities and encourage 
collaborations involving both artists and scholars 
within the comprehensive functioning of  the institute. 
An intention that’s already clear in the setup of  the 
centre as a multidisciplinary ‘Arts and Humanities 
Centre’. 

Shortly: the centre tries to break out of  the 
binary framework that is constituted by ‘centre’ and 
‘periphery’. A physical binary framework that refers to 
the remote location of  UWC’s main campus in Bellville, 
housing also the CHR, linked to the elaboration of  
the concept of  post-apartheid in light of  the current 
neoliberal development climate in Cape Town; and 
an institutional framework that states the intention to 
locate the centre on the margin of  current artistic and 
academic practices. 

From intention to brief: model and 
contingency

However, putting all of  the different intentions 
together reveals a certain tension between the different 
sorts of  envisioned functioning for the centre. Will it 
for example focus primarily on new modes of  research, 
or will it focus more on the presentation of  output, 
given its unique location close to the city centre? The 
intentions also reveal a tension between the target 
audiences of  the centre. How will the international 
partner institutes relate themselves to the outreach 
ambitions of  the Factory of  the Arts, for example? 
Or how will the ambitions towards establishing new 
ways of  inquiry tie in with the ambitions related to 
the centre as a city project? Some of  these intentions 
and possible infills might not be so easily compatible 
with each other in the functioning of  the institute on a 
spatial, as well as on an institutional level. 

The second part of  this thesis will firstly focus 
on untangling the ambitions and ideas on the new 
centre.11 Central within the second part is the notion 
of  ‘incompatibility’, that will be explored mostly on 
the interplay between the institutional and the spatial 
level. Concretely this means that the central question 
this part wants to bring to the fore is: In what way 
makes a certain functioning of  the centre another 
functioning impossible? Important to fully understand 
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the notion of  exclusion or incompatibility, is the 
difference between building, regime and use.12 A building 
creates different possibilities and uses, and of  course, 
the building doesn’t determine those completely, but 
important differences between the envisioned regimes 
of  use, and the ones a building allows for can cause 
friction. A simple example of  such a regime is the 
amount of  scholars and artists the building will be 
designed for, or the sort of  events planned to be hosted 
by the centre. To illustrate: the building can be seen as 
the hardware and its regime as the different sorts of  
software that runs on the hardware. They both serve 
as the framework within which certain kinds of  uses 
of  the building are possible. Of  course, architecture 
can ‘fix’ to a certain degree the incompatibility of  
different ambitions and constitute a ‘hybrid’ centre, 
but to present a sharp overview of  the spatial impact 
of  certain ambitions, this dissertation will mainly focus 
on ‘homogenous’ ones. 

Ultimately, the interaction between building, 
regime and use transcends the scale of  the centre alone, 
and building also includes neighbourhood. Analogous to 
building, the neighbourhood as a spatial constellation 
can host different meanings and accommodate 
different uses. The new centre has the possibility to 
initiate new regimes of  use in Woodstock, which is 
currently quite mono-functionally being branded as 
Cape Town’s new ‘Creative District’, to widen the 
definition of  what such a ‘creative district’ can be. 

As already shortly described in the introduction 
to the dissertation, the second part of  the dissertation 
will be structured in three sections. A difference will be 
made between a conceptual analysis of  what a generic 
‘Arts/Academic Centre’ could be on the one hand, 
and the contingencies that will ultimately define the 
project on the other hand. In the first section we will 
develop an abstract-institutional typological model in 
which a generic ‘Arts and Humanities Centre’ will be 
unraveled in different components, and their relation 
to one another. Then we confront this model to a 
series of  references of  institutions that, each in their 
own way, introduce elements of  what such a centre 
could be. This takes the form of  a dossier, containing 
four specific references. As a dossier, this section has a 
certain individuality, and has to be understood as such. 
Eventual recapitulations to the references will occur 
throughout the other sections of  the second part of  

the dissertation. The four introduced references are: 
the Buda Arts Centre in Kortrijk, the SESC Pompeia 
centre in São Paulo, MoMA PS1 in New York, and 
the Neubauer Collegium in Chicage. After the dossier, 
three different scenarios are introduced, depicting three 
different future Arts and Humanities Centres, based 
on the CHR’s intentions stated above, as illustrations 
of  the model. The centres are a practical application 
of  the model and form the connection between the 
conceptual section of  the analysis, and what we believe 
to be the contingencies underlying the initiative. The 
first one is the existing building at Greatmore Street, 
that is currently envisioned to house the new centre 
(and to which will hereafter be referred to as ‘The 
Greatmore Building’). The second one is the urban 
site of  Woodstock and the ‘creative landscape’ that has 
emerged. This chapter builds on the end of  the first 
part, in which we already touched upon the emergence 
of  a new creative scene in Woodstock, as a form of  
post-industrial urban renewal/gentrification. The third 
contingency focuses on the institutional functioning 
of  the CHR. This chapter will elaborate on the 
position of  the new centre within the larger framework 
of  the CHR and, more broadly, how it can act as a 
part of  UWC. These contingencies are, according to 
us, the three concrete framework conditions that will 
ultimately give shape to the centre and will define its 
eventual institutional and spatial design.





109 

Unlike a school, artists in residence studios, or a gallery an ‘Arts and Humanities’ 
Centre is not a clear institute. Its interdisciplinary setup can be situated more or less 
within an international evolution towards academic or artistic interdisciplinarity and 
cross-disciplinary collaboration within higher education, on which some recent literature 
exists,1 but the combination of  the two (which from here on will be named more 
generically an ‘Arts/Academic Institute’) is fairly uncharted territory. The consequent 
absence of  a clear typology, as a conceptual reference to structure thinking, is somehow 
liberating, however it also complicates the formulating of  clear statements and getting 
a grip on the synergy between spatial design and institutional ambitions. Hence, the 
development of  a model, presented as a first section of  this part, seeks to provide a more 
clear understanding of  the general preconditions an Arts/Academic centre implies, to 
serve as an instrument with which intentions can be fine-tuned, and which can facilitate 
the discussions on the new centre by providing a link between the centre’s institutional 
orientation and its spatial implications. Since an Arts/Academic Centre is not a completely 
new institute, but rather a new combination of  different existing ones, the composition 
of  each of  the different components of  the model is inspired by different sorts of  art 
and educational institutes. The section starts with an overview of  the general model. A 
deeper elaboration on the different components follows afterwards. 

Model
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In order to develop a conceptual model, we start 
by making a distinction between the activities on an 
institutional level and the elements on a spatial level of  
which the centre will be composed. 

Four main activities are central to the functioning 
of  an Arts/Academic institute, and characterised by 
the fact that each of  them could be isolated into a 
separate building: collection, production, instruction 
and distribution.2 Dependent on the Arts/Academic 
institute’s profile and orientation, the importance 
and character of  the activities will change, as will the 
relations between them. 

Furthermore, every institute is also spatially 
structured around a series of  ‘spaces’, that are necessary 
for the institute to function the way it is supposed to. 
To a certain extent these are generic, and they can be 
abstracted into a ‘lexicon of  elements’ which is included 
as part of  the model. Important to understand what is 
meant with elements, is that they cannot be defined 
in an absolute, scientific manner, but they are rather 
strongly linked to, and can evoke, imaginaries that can 
be different according the specific contexts in which 
they are used. The elements can be situated on the 
border between ‘situation’ and ‘location’.3 ‘Situation’ 
relates to a set of  acts, or experiences, to a narrative, 
and ‘location’ is then the place that is modelled onto 
‘the situation’, involving its physical characteristics. 
Within the term ‘elements’ the two form a dynamic 
duo. Although in their concrete, built form different 
elements could have the same proportions, or the same 
level of  provisional features like internet and electricity, 
the lexicon want to focus on how one element 
distinguishes itself  from the others, and capture 
their inherent imagination. The defined elements are: 
studio/office, workshop/conference room, seminar 

room, forum, expo and archive & library. 

Each element is often linked to one of  the 
four main activities, but that does not restrict its 
functioning. All the activities ‘meander’ through the 
different elements, which means activity and element 
constitute a dynamic relationship and that a simple 
one-on-one relationship between them doesn’t exist. 
After their introduction follows an elabortation on this 
relationship.

Everything that falls outside the four identified 
activities is conceptualised as ‘framework’. Linked to 
the framework are some complementary elements 
that ‘organise’ the centre. They distinguish themselves 
from the previously defined elements because they 
are not specific to an Arts or an Academic institute. 
However, both the framework ‘activity’, and the 
related elements will be an inseparable part of  the 
centre. The institutional activities might also meander 
through these elements, in the same way they do 
with the other elements, and the other elements will 
from time to time also host the framework ‘activity’. 
Three elements are defined, located in the negative 
space of  the aforementioned, institutionally associated 
ones: entrance, administration and living Room. The 
status of  these elements within the centre can differ, 
from being its heart, to almost invisibly structuring its 
everyday functioning. 

The relationship between the previously 
mentioned intentions and the defined elements and 
activities are described as ‘institutional coordinates’, 
which will be subsequently introduced. They elaborate 
on the notion of  incompatibility by describing the 
opposing spatial implications of  certain intentions, 
and as such urge a certain choice to be made. Three 

Overview
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different issues are presented, which together will 
highly define the institute’s layout and its identity. The 
first one considers the question of  the public profile 
of  the institute, the degree to which the centre will 
be open to the public, and will allow for interaction 
between its inner community, and the outside world. 
The second one considers the notion of  flexibility 
versus specificity regarding the relationship between 
the elements and the activities. And lastly the question 
is posed to what extent the centre will function 
independently or as part of  its institutional context. 
Where the activities and elements are to a certain 
extent all-comprehensive, the institutional coordinates 
are starting to be more of  an interpretation of  the 
different stated intentions on the centre. They form 
a stepping stone to the three models that form the 
connection between the model, and the specific 
framework the centre will inscribe itself  in. But we 
will now first elaborate the model by discussing the set 
of  activities, followed by the lexicon of  elements and 
a further elaboration on their intertwined relationship, 
and the institutional coordinates. 
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Collection: To collect: Bring or gather together (a 
number of  things); Systematically seek and acquire (items of  a 
particular kind) 4 

In an Arts/Academic centre, collecting ranges 
from being an unstructured, private activity on an 
individual level, to constituting an orderly, public 
‘collection’ on an institutional level. From pinning a 
page of  a magazine on a wall or saving an internet 
image, over buying a book and putting it on shelf, 
to storing previously made work, both physically 
and digitally: it is all a form of  collecting on the 
most private level. One could even say that this sort 
of  collecting is at the heart of  any sort of  Art or 
Academic institute, for it is quite hard to produce, 
and further on, instruct or distribute, without having 
collected first: a process better known as inspiration. 
But collection can also take place on a bigger scale. A 
collection on the level of  the institute can formally 
gather whatever is produced, or brought into the 
centre by any of  its occupants, whether they are 
permanent or temporarily part of  the institute. On 
the biggest scale the collection transcends the scale 
of  the centre and becomes a pole of  attraction for 
a bigger arts/academic community. In any case, the 
outcome of  the collecting activity is a set of  memories 
or artefacts, which can appeal to just the collector, by 
capturing its thoughts, or to a broad audience, because 
of  a certain formal value. 

Production: To produce: Make or manufacture from 
components or raw materials; Make (something) using creative 
skills.

Production relates to the process that eventually 
leads to an end ‘product’, which can be artist or 
academic, and physical, digital or ephemeral. The 

Set of  activities 

production activity is mostly associated with the 
principal functioning of  art centres, however it is 
equally applicable to an academic one. The activity 
can take on many forms that require different sorts of  
accommodation. Included in the production activity 
are writing, general discussing, rehearsing and testing 
out, on a piece of  paper, a canvas, or a stage, and 
everything in between that works towards something. 
Essential to production is that it is an activity that is 
carried out mostly in private, with the eventual goal 
to end up with something that can be ‘distributed’ to 
the public, which means that spectators are left out of  
the production process, and kept waiting until the end. 
but that doesn’t mean that production can’t occur in 
group and, importantly, in an interdisciplinary manner. 
The eventual outcome of  the production is a certain 
piece of  work, that can take on as many forms as the 
production process itself. 

Instruction: To instruct: Teach (someone) a subject or 
skill; Give information to (someone)

The instruction activity is immediately related to 
academic centres of  all sorts, in its most rigid form 
existing out of  a teacher who tries to educate a group 
of  students. However, also the instruction activity can 
take on many different forms. A completely other 
way of  teaching is the arts related ‘atelier method’, in 
which a student enrols in the daily life of  an artist, and 
learns by following and assisting in his or her everyday 
actions. In between different other methods of  training 
exist, and the relation between teacher and student can 
range from very formal and organised on a structural 
basis, to very informal and accidental. Furthermore, 
the relationship between the addressed students and 
the teaching institute can vary. The ultimate goal of  
instruction is the bringing over of  skills or knowledge 
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from the teacher to the student. Different than 
collection and production,  instruction reaches out, 
and is as such as less private/more public activity.

Distribution: To distribute: Give a share or a unit of  
(something) to each of  a number of  recipients

The most public activity is distribution, 
which relates to the transfer of  any sort of  material 
produced inside (or outside) of  the centre to the 
outer world. As with production, distribution exists 
in a number of  different ways often related to a 
certain artistic discipline, requiring a specific type 
of  accommodation: a blank wall, a stand, a stage, or 
even the street. The relationship between the artist, 
the audience and the distributed piece can occur in 
many different forms, up until the point where one or 
even two of  them are completely absent. Considering 
academic distribution it is hard to think of  anything 
else than a lecture, and the difference with instruction 
is more vague, however, the relationship between the 
different parties is different than the one between a 
teacher and a student. The aim of  the distribution is 
to show the outside world the formal results of  its 
internal activity, as such the activity has an important 
communicational value.

Framework 

As already stated, every ‘activity’ that is no part 
of  the four main institutional activities of  an Arts/
Academic Centre is conceptualised as ‘framework’. 
The framework is what holds an institute together 
and allows it to function in the first place. It 
incorporates the welcoming and distributing of  the 
different users of  the building. and the leisure activity 
and encounters between those users. Furthermore, 

it incorporates the management of  the institute. 
These are activities that are not often experienced as 
the essence of  an arts or academic related institute, 
however, their implementation within an institute can 
differ profoundly, and can have an enormous effect on 
the overall functioning and identity of  the centre. No 
institute can survive without its framework. 
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Studio (1.A)

The studio is the epicentre of  the artist’s world. 
Subjected to the different regimes of  making art, 
the studio is ever-changeable. The main purpose of  
the studio is to provide the artist in residence with a 
working space, a private cocoon where an idea gets 
the freedom it needs to ultimately result in a piece of  
art, in the midst of  the artists personal collection of  
memories, thoughts and inspiration, often captured 
in objects stalled and displayed in the studio. In the 
studio the moment is bridged between apparent 
meaninglessness of  the memories and the offspring 
of  new work. All the material gathered together in the 
study displays the inside of  the artist’s head, and is a 
physical version of  its thought processes. As a remnant 
of  the ‘atelier method’, the studio also stands central 
in the passing on of  the metier to the apprentice, 
ensuring its continuity. Nowadays, the studio provides 
not only a physical space to work, but as it is often 
part of  a bigger institute, the studio is also the place 
where the artist plugs in and is accessible to the outer 
art world.5 

Office (1.B)

The office is the academic counterpart of  the 
studio. The brushes in the sink, the sculpture tools 
on the ground or the inseparable bunch of  extension 
cords for the different amplifiers make place for a 
desk and a computer. Nevertheless, for the academics 
an office functions in the same way as the studio does 
for the artist. It provides a private, silent room for 
thoughts and inspiration to be captured and to result 
in academic output. At the same time the office serves 
to receive fellow academics and other visitors in all 
sorts of  different configurations, from an informal 

[Figure 7.2] - Workshop - The materials used to construct 
this workshop say something entirely else than the ones of  
the conference room. The ceiling is left unfinished, a brick 
floor and a metal fence are prepared for filth and regular, 
heavy cleaning. They shout sturdiness. In plain sight are a 
set of  a tables. Behind the two doors in the background are 
places to work with wood and metal, featuring some heavy, 
noisy machinery. One can easily imagine this workshop as a 
tableau vivant, full of  life, laughter, sweat, sawdust, and after 
a while, nothing left of  the floor area to to walk on.  

(Buda Art Centre) 

Lexicon of  elements 

To illustrate fully the imaginary that is attached to the 
different elements, pictures are included and described, 
trying to capture a typical ‘atmosphere’ by focussing on 
their materiality, and how they appear to be used. All 
the pictures are examples of  elements as they can be 
found in the not yet introduced dossier of  references. 
For now, an understanding of  the case studies is not 
needed, but the dossier can provide for more information 
on where exactly these elements can be found within 
the layout of  the building, and how their functioning 
was envisioned within the institute they belong to.  

[Figure p.122-123] - Studio - An elaborate description of  one 
of  the studio’s at the Factory of  the Arts is included in the 
chapter ‘Calibrating the elements and activities’.
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[Figure 7.1] - Office - A set of  different offices, behind the 
glaze walls in the background, present a chair, a desk, and 
a computer. While the desk can be messy, the walls and the 
floor are clean, the academic’s material is stored away, and 
doesn’t take too much place to begin with. A bookshelf  and 
a magnetic board are enough to organise the office. There 
is even room for some small decorations, like a plant or a 
picture of  the kids. A soft light descends upon all the desks, 
providing for the ultimate conditions for concentration, and 
steady work. 

(The Neubauer Collegium for Culture and Society)

meeting between friends, over a formal discussion to 
a small presentation. The desk is the focus point of  
the office, and most of  the changes in functioning of  
the office happen around it. It constitutes a private 
working space, but also serves as the central furniture 
around which different configurations of  people form, 
all with a different meaning. 

Workshop (2.A)

The workshop is similar to the studio in 
providing a working space. But contrary to the studio, 
the workshop is in essence a shared space. While the 
studio is the brewery of  ideas by an individual, the 
workshop finds its advantage in the collaboration or at 
least proximity of  different individuals. The workshop 
often offers facilities with a certain specificity: tools for 
art making, but also, for example, for printed media or 
raw material handling. Facilities that extend the studio 
in usefulness, but also sheer size and cost. 

Conference room (2.B) 

As the office is the counterpart of  the studio, the 
conference room is the counterpart of  the workshop. 
The main feature of  the conference room is again the 
desk, but quite probably one of  considerable size, in 
order to provide meeting space for academics to gather 
and exchange research results, or to engage in round 
table discussions. The specificity of  its facilities is less 
visible than in the workshop, as it is nowadays often 
mostly linked to multimedia equipment, connecting the 
conference room to the digital environment. Essential 
in the conference room, (and contrary to the seminar 
room, further), is the equal relationship between the 
participants in the conversation.

[Figure 7.1] - Conference Room - In the foreground, the 
conference room, is visible, with centrally no longer a desk, 
but a big table. The ultimate lack of  anything else is very 
indicative for how a conference room is used: as a blank 
meeting space. Its materials are sophisticated and refined. 
A room like this invites polite discussions rarely exceeding a 
notable number of  decibels, between a number of  peaceful 
academics, who afterwards position the chairs back under the 
table, exactly on the one line as they found them before.

(The Neubauer Collegium for Culture and Society)
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Seminar room (3) 

The seminar room is in essence bipolar: a 
scholar in the front faces the students occupying 
most of  the space. This dichotomy will determine the 
orientation of  the room. Wherever the chalkboard is, 
is the front. Although  nowadays often replaced by its 
multimedia equivalent, the board gives direction to the 
room. The front imposes an authority that instructs, 
and is therefore accommodated with the necessary 
tools to bring across the subject material. Additionally, 
the basic infrastructure consists of  a bunch of  small 
desks and chairs. By rearranging the furniture and 
facing away from the ‘front’, the original dichotomy 
can be softened, allowing for more informal moments 
of  education. 

Forum (4)

The forum can manifest itself  in many different 
ways, linked to a certain artistic or academic discipline. 
But within this diversity the ‘public’ is a key notion. 
The forum, is the connector between the private 
sphere of  the inner arts and academic circle and, 
the outer public. It serves as a dynamic platform to 
distribute the output produced by artists and scholars 
to the public, whether it’s a formal performance, 
a book promotion, or a public lecture. The main 
precondition of  the forum is the the presence of  both 
audience and performer/scholar.

Expo (5) 

The expo is a static output platform. Contrary 
to the forum, the expo doesn’t need a performer or 
scholar, and, when thinking it through, it doesn’t need 
a public as well. The expo is a non-interactive display 

[Figure 7.5] - Forum - The central stage, in between two 
audiences facing each other, embodies the forum as a space 
for performance, but also as medium for open discussion and 
expression of  ideas. The design aims at the best visibility 
and comprehensibility for the audience. Too much visual 
distractions in the space are avoided to focus all eyes on the 
stage. 

(SESC Pompeia) 

[Figure 7.3] - Seminar Room - All the chairs face the front 
of  the room, which is prepared for, in this case, projections 
on a blank white surface by a beamer hanging from the 
ceiling. The floor, the desks and the chairs possess a certain 
sturdiness, as they are used by a whole lot of  different 
‘passers by’ occupying the room for consecutive short periods 
of  time. The chairs are left in a disorderly manner, indicating 
the lack of  personal connection between the seminar room 
and its users. Only what happens in the front matters. 

(Buda Art Centre) 
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[Figure 7.4] - Expo - While the celebrated white cube 
constellation from the end of  the 20th century is no longer 
the dominant model for the expo, the visual stimulation 
outside of  the art work is minimised. The continuity of  
the structural framework, together with the concrete floor 
are a backdrop for the artistic expression. The generated 
tranquility invites the visitor to stroll along the art, but 
doesn’t takes its presence as a perquisite. 

(MoMA PS1) 

[Figure 7.6] - Archive - With only two books stored in the 
back of  the picture, the empty bookshelves are a clear 
example of  what the archive of  an institute can be, as 
opposed to its library. These shelves are waiting to be filled 
with books brought by  the different users of  the centre in 
light of  their work or research, to constitute a disorderly 
collection of  an incoherent body of  literature that reflects the 
interests of  all the different users of  the centre. 

(The Neubauer Collegium for Culture and Society)

of  work that in essence only needs a surface or a stand. 
In contradiction to the forum which, by definition, is 
an event focussed output platform, the expo will guard 
a continuity in distribution. For a certain amount of  
time, often introduced by a formal ‘opening’ of  the 
expo, visitors are free to come and go. 

Archive/Library (6) 

The archive collects the different traces of  the 
functioning of  the institute, and as such constitute’s 
the centre’s memory. Its collection grows in time, 
together with the institute. It provides common ground 
for the different artists and academic researchers 
in interdisciplinary collaborations, constituting the 
crucial link between between the past and the future, 
and between the fellow and the institute. The library 
is a less intimate, and installs less of  an accidental 
collection, but rather a more static representation 
of  the institutional values and orientation. For both 
the archive and the library, the balance between 
selection and accumulation is crucial. A too strict 
selection will jeopardise its relevance and influence 
ratio for both inner and outer community, while an 
over accumulation could possibly undermine the 
valorisation of  the material. Both archive and library 
can be private or public. An institute can also choose 
to ‘unlock’ a previously formed archive by a different 
institute, but since the archive doesn’t depicts its own 
memory, it will rather function as a library.6



118 

Entrance (7) 

The entrance is the connection between the 
outer world, and the inner institute. It serves as a 
signpost for the institute as a whole. For the accidental 
passer by, the entrance contains info about whether 
the institute is closed or open and whether the building 
is accessible or not. Often, the entrance also serves as 
the place where upcoming events or exhibitions are 
announced, serving as a communication tool. Two 
main types of  entrance  spaces can be discerned. The 
foyer (7.1) simply provides an abundance of  space 
constituting a gradual threshold between an outside, 
and an inside where people meet, before entering. 
Additionally, an entrance can also be a reception (7.2), 
which provides the visitor with information and can 
be manned. On the other hand the reception can also 
constitute a familiarity for the regular user of  the 
centre, a feeling of  ‘coming home’. 

Administration (8) 

The administration is often the most invisible 
part of  an institute (as such, no picture of  the element 
could be found for any of  the references) and yet at 
the same time its whole functioning highly depends 
on the daily management happening here. The 
administrational team knows every nook and cranny 
of  the centre, both physically and institutionally, 
and they are probably the most famous members of  
the institute’s inner circle. But this position is rarely 
translated in a prominent spatial presence. However 
sometimes the reception forms an overlap between 
the entrance and the administration, in which case the 
administration does get a face. 

[Figure 7.7] - Library - In the picture, the two essential 
components of  the library are visible. Firstly, the bookcases 
in the background are displaying an orderly collection 
in a clear and transparent configuration. Secondly, in the 
foreground “reading slabs” are featured, where one can enjoy 
a book from the library. Given its sturdiness, the configuration 
is clearly designed to accommodate a larger public. 

(SESC Pompeia) 

[Figure 7.9] - Entrance - The use of  dramatic lighting and the 
high ceiling are employed to make a lasting first impression 
on the visitor. The use of  the same material for ground wall 
and ceiling in the further almost empty room constitutes a 
space solely devoted to the crossing of  a boundary. 

(MoMA PS1) 
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[Figure 7.8] - Entrance, reception - This entrance chooses 
pragmatism over monumentalism, and clearly wants to 
communicate with its visitors. The floor plan of  the centre 
is clearly visible, complemented by a reception in the back. 
The rest of  the space is empty, as there is nothing else to do 
at the reception, but to further enter the institute itself. 

(MoMA PS1) 

[Figure 7.10] - Living Room - The living room features a 
set of  chairs with no other purpose than providing a resting 
space. A meandering water surface adds to the peace and 
quite, and the general atmosphere of  tranquility. However its 
scale its enormous, the living room succeeds in installing a 
space where on can temporarily relax, chat or meet up. 

(SESC Pompeia) 

Living Room (9) 

The living room functions as a neutral zone in 
between everything that constitutes the institute. It 
functions as the domestic space, the common ground 
for the whole spectrum of  users of  the institute. In 
the living room the defined institutional relationships 
between the different groups of  users is flattened 
out to a certain degree, allowing for another way 
of  interaction. It wouldn’t be the first time that the 
outlining of  a whole new exhibition is discussed in a 
ran-out-of-hand coffee break at the vending machines. 
The living room can take on very different forms: from 
a formal restaurant (9.1) or cafeteria (9.2) on the one 
hand of  the spectrum, to a bunch of  chairs together in 
a small free-to-use kitchen (9.3), a vending machine in 
the hallway, or an actual domestic living room. 
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The included synthetic scheme shows that each 
element is primarily linked to one of  the four defined 
activities. Hence, the aforementioned status between 
public and private of  the activities is also applicable 
to the elements. Both are ordered vertically as such. 
Horizontally, the arts, and academic related elements 
are split where applicable. 

At the top stands the individual unit for artist 
and researcher: the studio and the office, linked to 
the collection and production activities. Similar are 
the workshop and conference room, but here the 
individual steps out of  its unit and can collaborate 
with other individuals. Then follows the instructional 
seminar room. And lastly, the most public side of  the 
spectrum is linked to the distribution. Via the expo and 
the forum, the institute profiles itself  to the outside 
world. As already stated, the activities ‘meander’ 
through the elements. They are implemented on the 
level of  the institute as a whole, not on the different 
elements alone, which is indicated by separating them 
in the scheme. How the link between the two will 
be made will be a defining feature for the centre’s 
institutional functioning.

The framework, and the elements linked to 
the framework are positioned apart, given their 
different nature as explained. But they are equally 
important as the other activities and elements. Not 
linked to the arts or academic world, the entrance, 
the administration and the living room might open 
up specific opportunities and relationships that 
can have a significant impact on an Arts/Academic 
Centre, and define the centre’s institutional character 
complementary to the other halve of  the scheme. 
The relationship between the framework and the four 
defined main institutional activities come together in 

a small version of  the scheme, in which the activities, 
represented by their first letters, are structured by an 
X, the framework. 

To illustrate the fluid, meandering relationship 
between elements and activities, four drawings are 
presented of  Dathini Mzayiya’s studio, one of  the 
artists in residence of  the CHR. The studio, a generic 
room of  7 to 8 meters is located in the current Factory 
of  the Arts. Because of  bureaucratic implications, and 
a general lack in space, Dathini’s Studio accommodates 
all the different aforementioned activities. 

First and foremost, the studio will provide 
a personal collection of  memory, necessary to 
support the main production activity.  The space is 
a hodgepodge of  drawing materials and canvases, 
stored against the wall, and spread over the floor 
and desks. Old work, magazine articles, and pictures 
are juxtaposed with simple lost objects like a broken 
wheelchair, and even his bicycle, stored in the middle of  
the room. Production-wise, Dathini occupies the space 
quite intensively, using both walls to place canvases 
against, and also the floor is a grateful surface to work 
on. Furthermore, during specific moments in time, 
the studio will transform into a space for instruction, 
mostly in the form of  art education workshops as part 
of  the outreach program of  the CHR. The activity will 
temporary obscure the collection activity in the sense 
that space for instruction is created by moving the 
desks, to free some floor area to sit on. The instruction 
happens in the middle of  the studio, in a very informal 
way. Working material just has to be taken out of  
one of  the storage boxes, and empty paper from one 
of  the piles on the desk. All sitting on the floor, the 
relation between Dathini and his ‘students’ is a very 
direct one. The last activity that occurs in the studio 

Calibrating the Elements and Activities 
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is distribution. While the Factory of  the Arts features 
an old church hall often used for this purpose, also 
the studio sometimes transforms into a space for both 
display and performance. The distribution activity can 
be accommodated by just opening the studio, and 
provide a sneak peak to the public into the working 
place, and the mind of  the artist. The setup can also 
be altered to focus more on the display of  ‘finished’ 
work, against the background of  the studio itself. But 
typically during such ‘open studio’ events also the 
collection becomes part of  the display, and is staged 
as such. In the multidisciplinary Factory of  the Arts, 
the studio also accommodates performances which 

require artist and audience. A collaboration between 
Dathini, and Reza Khota, musician in residence, and an 
additional participating poet is drawn, showing up to 
fourty people attending the live act in between its usual 
setup. Furthermore, a set of  chairs in the lower right 
corner can be seen in all of  the drawings. The chairs 
indicates that the studio is also used for some informal 
encounters in the studio, as an almost domestic space 
for the artists. In fact all of  the studio is used all the 
time not only as an element accommodating one of  
the four activities, but also as part of  the framework, in 
multiple ways imaginable, more than can be captured 
on a single drawing. 

1.

2.

1. Multifunctionally used Church Hall of  the Factory of  the arts 

2. Studio of  Dathini Mzayiya
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Implementing the Intentions 

To now elaborate specifically on how the 
different elements and activities will define the 
identity of  the centre, as already touched upon in the 
previous chapter, three tools, in the form of  a set of  
coordinates, are introduced to structure the intentions 
with. 

As already described, the institutional 
coordinates elaborate on the notion of  incompatibility, 
by describing the opposing spatial implications 
of  certain intentions. To structure the notion of  
incompatibility, three different axes are presented, on 
which a certain position will have to be chosen. But 
important to note is that a position on one axis does 
not exclude positions on another one. The positions 
on the axes have a certain independence., and will 
together define the institute’s overall institutional 
coordinates. 

In this model, the different axes correspond with 
the different parts of  the synthetic scheme presented 
when calibrating the elements and activities. The X, 
and the four letters. Linked to the X is the design of  
the framework elements, linked to the four letters 
is the design of  the elements, and their presence to 
begin with. Decisions on each of  these aspects will be 
be highly influenced by an issue that can be defined 
and linked to the aforementioned intentions. The 
issues are, respective to the parts of  the synthetic 
scheme, related to how the institute addresses its inner 
and outer community, how the elements and activities 
are related, and how the centre positions itself  in its 
institutional context. 

The different issues together encompass the 
design and configuration of  the entire set of  elements 
and activities as previously described, and are as such 

also all-comprehensive. But as already noted they are 
given form according to our interpretation of  the 
specific intentions and the features that we detected 
to have an impact on the identity of  the centre when 
structuring our gathered material. The model does not 
exclude the formulation of  different sets of  issues.7
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Addressing inner and outer community /
between private and public 

In an Arts/Academic institute, two main 
communities can be identified: the inner and the outer 
community. The inner community is constituted by 
the group of  people who are associated to the institute 
in first order, in a structural manner. It is made up 
by the artists in residence, the academic fellows and 
the administrational staff. The outer community is 
everybody that is not structurally linked to the institute, 
and whose interaction with the centre is irregular or 
even accidental. Within the outer community there are 
nuances to be made. There is the outer community 
linked to the centre on an institutional basis, the 
community of  other arts and academic institutes that 
might be involved in the functioning of  the centre 
from time to time which will be described  further 
in the third coordinate. Complementary, there is the 
outer community on a geographical basis ranging 
from the neighbourhood in which an institute 
inscribes itself  in the community living in the vicinity 
of  the centre, to its greater urban environment and 
further. An institute can actively engage with the 
outer communities in the form of  events, or outreach 
and exchange programs. In the most regular form of  
interaction, the outer community becomes a body of  
visitors, assembling briefly and then dispersing again, 
but interaction can occur in many different forms, to 
the extent that the difference between inner and outer 
community becomes rather vague.

A position will have to be chosen somewhere 
in between a fully private centre, focussing only on 
the inner community, or a very public centre, that is 
designed to accommodate regular interaction with the 
outer communities. The ‘height of  the threshold’, and 

Institutional Coordinates 

the ‘permeability of  the centre’ will have to be given 
form according to the envisioned functioning of  the 
institute. The outcome of  the position on the axis will 
be most visible in the design of  the elements linked to 
the framework, hence the incompatibility. For example 
the sheer proportions of  the entrance, its visibility 
from the street, and its location within the institute 
will highly determine how welcoming the institute will 
appear for visitors and other outsiders. 

Furthermore, a choice for a certain position on 
the axis also implies a vision on the sort of, and the 
amount of  irregular interaction to be accommodated by 
the centre, in the form of  specific events. Here, it can be 
noted that in the most extreme case, a complete change 
in regime can be organised. For example an Artists in 
Residence Institute lacking in a formal expo or forum 
can flip its inward orientation by simply opening up its 
studios to the outer world. However, also this event-
wise changes in regime, although not reflected in 
specific infrastructure, can be accommodated by a well 
worked out framework. 
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Relating activities and elements / 
between specificity and flexibility 

The second important category of  decisions 
to be made is related to the main activities, of  which 
the interrelations will highly define the centre. Given 
the possible restrictions on money and the availability 
of  space, it is not possible to provide in a range of  
elements that are fully accommodated to host all of  
the different activities to the same extent. Some of  the 
elements will have to be designed in a more generic 
way, to accommodate all four of  the activities, while 
others can be designed with a more specific activity in 
mind, highly linked to the aforementioned connection 
between an element and one of  the four activities. 
The element with which this can be illustrated most 
effectively is the forum. A generic forum which 
accommodates the necessary means for a lecture to be 
held, can also be used for a basic musical performance, 
for the opening of  an exposition, for the screening of  
events, and even for a simple theatre show. A more 
elaborate forum would feature some sort of  backstage, 
and separate entrances for the speaker or artists, and 
probably also a higher amount of  seats, which might 
limit its use for the smaller events. In the extreme 
case the forum becomes a venue specifically designed 
for a certain type of  performance, incorporating all 
the specific technical requirements, and given form 
precisely according to the expected use of  performer 
and audience, like the classic set of  ‘high art’ institutes 
often found in the bigger city centres, like the opera, 
or the ballet. Apart from the forum, also the other 
elements can be designed in a more general or 
specific way. On the one end of  the spectrum the 
institute formed will be designed highly according to 
a single purpose, on the other end of  the spectrum 
stands the current Factory of  the Arts, of  which the 

building wasn’t designed for its current functioning 
at all. Housing several parts of  the functioning of  
Dathini’s studio in other elements, like a separate 
space specifically designed and accommodated for art-
workshops, would constitute something in between. 

The choice to elaborate none, one, or more of  
the activities more specifically in certain elements, 
and the extent to which to which this is specified, has 
implications for the overall functioning and identity 
of  the building. It has consequences for the presence 
of, and relations between the different elements, and 
for their design. More specifically, it has implications 
for their scale, and it will determine their level of  
functional provisions, both for the elements directly 
linked to the institute’s elaborated activities, and the 
ones that are not, since they will have to be able to be 
used in a more generic, flexible way. Complementary, 
whenever a certain activity is facilitated better in a 
certain element, there is less need to facilitate that 
activity in another one. 

In the most extreme case of  elaboration, one 
activity of  the centre becomes so important, that it 
starts overshadowing the entire centre’s envisioned 
use, or that it becomes simply impossible to be housed 
on the institute’s site. It can be separated from the 
centrum and located somewhere else, but still be part 
of  the institutional whole of  the centre. 
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The institutional context / 
between self-reliance and collaboration 

As already indicated in the coordinate con-
sidering the inner and outer community, an institute 
is always part of  a broader institutional landscape. 
This axis will elaborate more on the way an institute 
positions itself  in that institutional context, and 
the related impact on its level of  provisions. The 
institutional positioning can be two-levelled as an 
Arts/Academic centre will typically be part of  an 
already existing overarching institutional structure 
(the university, and its partner institutions), and the 
institute can also generate a network itself, with other 
institutes probably nearby, on a more geographical 
basis. On both levels, a certain position between self-
reliance and collaboration will have to be taken, which 
will have consequences for the level of  provisions the 
institute will feature.

A centre which is able to function completely 
on its own and is fully self  reliant, can be described 
as a monolith. But generally the institutional context 
in which a new institute inscribes itself  in offers 
possibilities on the level of  outsourcing parts of  its 
functioning. A monolith could expand its functioning 
by the non-structural use  of  facilities provided by other 
institutes, which it does not need itself  in a permanent 
way, but which can provide opportunities considering 
temporary projects. Collaborations between a number 
of  institutes on the level of  provisions can also be of  
a more permanent and structural nature, in which the 
functioning of  the one complements the functioning 
of  the other, and the two are together part of  a bigger 
institutional structure. Such institutes, that are related 
and are still able to function independently, but rely on 
each other to expand their functioning and influence 

ratio can be called an archipelago. A third institutional 
constellation is the mother-child relation, in which the 
new institute is inextricably an extension of  another 
institute, and its independent functioning is highly 
limited. Contrary to the archipelago, the mother-child 
relationship is hierarchical. The situation as described 
in the second institutional coordinate, in which a 
certain part of  the functioning of  the institute is been 
separated because of  lack of  space is an example of  
such a mother-child relation.8

As stated before, the positioning of  the new 
institute is two-levelled, as it is part of  ‘the university’, 
and part of  a geographical institutional context. 
Decisions on both levels do not exclude each other. 
A university could for example install an off-campus 
facility and constitute one of  the above described 
relationships with it. But the off-campus facility 
itself  can be part of  the other network constituted by 
its surrounding actors, in a different way than it is a 
part of  the university. Decisions on the level of  the 
provisions of  the building will be affected by both of  
these levels. 
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The dossier of  references is introduced to measure the theoretical to the empirical. 
The following set of  four institutes all refer to themselves as some sort of  art or cultural 
centre, but the focus will lie on differentiating their functioning. Firstly, a circular 
drawing is presented to pinpoint the main features of  the reference, together with a 
general text introducing its broader geographical, cultural and institutional context, 
and recapitulations of  the model. Secondly, the internal configuration of  the centre is 
demonstrated by means of  its floor plan. Here, some of  the elements are highlighted to 
link their conceptual imaginary and functioning, elaborated in the model, to a specific 
physical form.

The selection of  four references is a result of  many conversations with the different 
parties involved in the envisioning and design of  the centre, and in the writing of  this 
thesis both in Cape Town and in Ghent. Important to note is that the selection does not 
want to be all-comprehensive and all-inclusive. It has to be understood as a particular, 
albeit quite at random collection of  relevant examples. The four references, selected out 
of  wide range of  case-studies, are the ones that occurred most during the discussions 
on the second part of  the dissertation. They were considered to offer, in a concise 
manner, opportunities to highlight and discuss different aspects relevant to dissecting 
and thinking through the institutional profile of  an Arts/Academic Centre. 

Dossier: The References 



Buda Factory, Kortrijk, Belgium, part of  Buda Art Centre
51N4E

Reconversion completed: 2012

Buda Factory 

Budascoop  

Buda Tower 
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The Buda Art Centre is located on the Buda 
Island; an ancient quarter bordered by the two 
arms of  the river Leie, in the historic inner city of  
Kortrijk, one of  Flanders’ secondary cities. During 
the last decade the island has become the flagship of  
Kortrijk’s ambition to profile itself  as a ‘city of  design’. 
The Buda Art Centre nests itself  in the industrial and 
cultural remnants that are dispersed over the island, 
and inscribes itself  in an elaborate network of  creative 
institutions. The centre occupies three buildings and 
the institutional functioning of  the Art Centre, as a 
presentation platform, art cinema and a workspace, 
is distributed over the three different buildings.1 In de 
mid 1990s, an old cooling tower was reconverted into 
the Buda Tower and shortly after the former iconic 
cinema Pentascoop, dating from the mid seventies, 
was transformed to the Budascoop at the turn of  the 
century. While the tower is mostly a workroom for 
performances, the Budascoop is the complementary 
output platform for performance art and art cinema. 
The overarching institute, the Buda Art Centre, came 
into existence in 2004. 

The centre was expanded in 2010 with the Buda 
Factory. A reconversion of  an old textile factory 
would become the hands-on, public workshop 
component of  the centre, complementing the existing 
infrastructure of  the centre. The ‘public workspace’ 
component of  the institute is supported by a website, 
on which people wanting to use the accommodation 
can register themselves on the online agenda to 
indicate which machinery they want to use. On 
the website, the centre also offers its members the 
possibility to initiate workshops. As such the virtual 
room is of  equal importance to the actual physical 
space, and a necessary construct within the workshop 
component. The ‘public workspace’ component is also 
complemented by an Artist in Residence programme.2 
The artists can utilise both working spaces and 
accommodation by the Art Centre in one of  the 
two houses on the island. While artist in residence 
programmes are often included in the institutional 
working of  an art centre, the physical residence for 
out-of-town artists is rarely included in the main 
architectural infrastructure, but rather outsourced. 

Linked to the model, the Buda Art centre itself  
exists as an archipelago of  interrelated accommodation, 
maintaining strong connections with the other institutes. 
Internally, the three main buildings constitute an urban 
tension along the island. Externally, via alliances the 
centre is embedded within its surrounding geographical 
and institutional context. On the scale of  the island, 
the Art Centre is closely linked to the Broel Museum, 
and initiatives as Buda Beach add to the cultural and 
urban ensemble value.3 On the broader local scale, the 
Art Centre is also linked to the university, the Design 
District Kortrijk and various KMO’s. These different 
actors present in the city of  Kortrijk come together 
in events like the ‘Week of  the Design’.4 The internal 
variation of  interdisciplinary cooperations within the 
urban ensemble results in a diverse target community, 
in age, interests and background. The ambition of  
the Arts Centre to establish a profound connection 
to this community is translated in the often socially 
engaged subjects of  curated exhibitions, events and 
performances. 

The Buda Factory itself, as described by the 
architects, was retrofitted to cater an excess in production 
space, referring to its past. The programmatic infill was 
considered an accessory purpose.5 to the extend that 
the  architecture is conceptualised around seasonal 
appropriation. The visitor lives by the rules of  the 
building, instead of  the other way around which 
is more convetional. The workshop spaces are not 
equipped with installations to provide for an indoor 
climate in the philosophy that working people generate 
their own heat. The main architectural interventions are 
the instalment of  an urban foyer, and the opening up 
of  an internal core of  circulation. Other than that, as 
the factory is considered a tool to work with itself, the 
architecture solely had the ambition to accommodate 
the ever morphing institutional working of  the art 
centre, focused on its production activity. Linked to 
the second set of  coordinates, the ambition to design 
for an undefined use results in almost no design at 
all, which of  course also limits the use of  the factory 
for very specific purposes, but as a part of  a strongly 
connected network the centre can rely on other actors 
within urban ensemble to meet those needs.
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(2A) WORKSHOP 

The working spaces that are generously 
distributed over the three floors, take on different 
forms throughout the factory. A distinction can be 
made between the highly equipped fab-lab on the 
second floor, featuring laser cutters, plotters, and tools 
for wood and metal working, and the other workshop 
spaces that do not feature such highly specialised 
machinery. The workshops are first and foremost a 
space for production, which fits the materialisation 
and architectural intervention of  the old factory. 
Furthermore, they are used by the local university as 
spaces of  instruction, complemented by two more 
formal lecture rooms in the centre. And last but not 
least, at specific moments in time these spaces can be 
transformed into exhibition spaces for intermediate 
moments of  distribution. While the exhibition 
element is in essence obsolete in the Buda Factory, 
moreover in the whole Art Centre, the temporary 
appropriation of  the workshop space during these 
events leans into the overall institutional model of  
the centre. The usage of  workshop space for activities 
others than production happens mostly on the lower 
floors, due to their flexible nature in contrast to the 
highly specified the fab-lab on the upper floor. 

(7) ENTRANCE 

On the outside, in front of  the building an 
urban foyer (7.1) is given form as an empty pentagon, 
which does not only provide access to the Factory, 
but also to its neighbouring institute. The pentagon is 
complemented by a second pentagon for circulation 
on the inside, connected with each other trough a 
free ground floor. Only at the occasions of  a specific 
event an improvised reception (7.2) is installed here, 
but during the year this position is mostly vacant.6 
The overall ‘threshold reducing’ policy is very much 
reflected in this absence, as one can just enter the 
building at any given time, without so much as a knock 
on the door. 



SESC Pompéia factory leisure centre, São Paulo, Brasil 
Lina Bo Bardi

Reconversion completed 1986

Workshop& 
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SESC Pompéia was one of  the many factories 
in São Paulo, that became abandoned by its owners 
and workers around the 1970s, under the pressure of  
a growing city. By the 1980s São Paulo had become 
an extremely heterogeneous and discontinuous urban 
structure formed by the juxtaposition of  a wide 
variety of  different typologies and urban forms. In 
this ‘context lacking in context’7 the enclosed factory 
space was already an important informal leisure spot 
in the city before its reconversion, which Lina Bo 
Bardi initiated, along with the  establishment of  two 
new concrete structure. The broad cultural and leisure 
program envisioned by SESC was given form as an 
‘another reality’8, to enhance the sense of  community 
and as such stimulate culture as a part of  the everyday 
reality, not solely belonging to the educated elite. The 
ethos, which is persued to this day, wants to provide 
“an antidote to consumer society and a space for 
human imagination and shared participation”.9 

Within the complex, the structure of  the 
old sheds separates the centre into different areas. 
Although some elements are installed in one shed, 
the independently described elements of  the lexicon 
sometimes lose their independence throughout the 
centre. For example, the expo, library and reception 
are part of  the space of  the “general activity pavilion”, 
which falls under the definition of  the living room 
element. Next to the living room, an auditorium 
has been installed and further along the street an 
independent workshop and exhibition space. The 
latter consists of  geometrical shapes structuring the 
room, a circle for workshops ranging from ceramics 
to printmaking, and the squares for exhibition of  

produced work.10 This pavilion embodies the core of  
the proposed centre for local communities to indulge 
in cultural activities outside of  the high end art scene. 
On the opposite side of  this succession of  sheds is a 
buffet restaurant and bar serving one thousand people 
on a daily basis. Two perpendicular open air, inner 
streets connect the different programme components 
and constitutes the backbone of  the centre. The 
entrances of  the different individual elements are 
plugged onto this streets, which allows them a certain 
independence. The theatre even has its own foyer 
constituting a more gradual entree, and which is also 
linked directly to the outside world. The cafeteria on 
the other hand ‘charges’ the street, with an outdoor 
terrace adding a classic ‘seen and be seen’ aspect to 
the street. Alongside the second street a solarium 
functions as a ‘beach’ in the middle of  the concrete 
jungle, adding to the envisioned ‘other reality’.11 

Within the logic of  our model the framework 
elements are an embodiment of  the institutional 
positioning of  the centre within its community. 
Aiming at an inclusion of  the direct neighbourhood, 
the overall threshold is lowered by the prominent 
position of  the living room and the design of  the 
inner street as a public feature.  The proximity of  the 
different activities turn the centre into a vibrant spot in 
the city, as the different programmes complement each 
other. However, they don’t rely on each other and can 
as such have a certain individuality. Due to the overall 
scale of  the centre, and the specific design of  the open 
air streets with the separate entrances, the different 
components can function according to its own regime 
of  use.
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(9) LIVING ROOM
 
The living room is at the heart of  the Social 

and Cultural Centre as it’s most community oriented 
component, next to the exhibition, performance 
and sports oriented program. Referring to the 
neighbourhood plaza in the city, this room wants to 
appeal to the local community. As already explained 
the living room encompasses several other elements. 
The exhibition space is frequently visited, mainly  
unintentionally as one passes by to grab a book of  the 
shelves of  the small public, neighbourhood library. Part 
of  the living room is the library’s reading furniture, in 
the form of  a double story concrete slab. The concrete 
structure stands almost in the middle of  the living 
room. Underneath a long lounge space is created with 
a more intimate character. Along the lower level next 
to the book shelves some furniture is positioned on 
ground level, inviting people to play board games or 
have a chat. The true leisure part of  the living room is 
embodied by the chimney, in the middle of  a second 
lounge area, which is structured by the water surface 
meandering through, and softening the rigid structure 
of  the factory’s infrastructure. 

(7) ENTRANCE

When the gate of  the main entrance stands 
open, the visitor walks in the centre as if  still on 
public property. However, the signpost, and the wall 
surrounding the property suggest a different regime of  
use. A second entrance to the complex is constituted 
by the foyer (7.1) of  the auditorium, between the living 
room and the auditorium. This entrance takes on 
much more then its assigned functionality; occasionally 
serving as a book shop, an informal exhibition space 
and even sometimes as a stage.12 The design of  the 
foyer emphasises its exceptional functionality by a 
translucent roof.



MoMA PS1, Contemporary Art Centre
Renovation: Frederick Fisher Architects

Completed 1997

(drawing depicts Interboro’s 2011 
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MoMA PS1 is a long established non-profit 
contemporary art organisation founded in 1971 as 
the Institute for Art and Urban Resources. The centre 
started of  as an organisation exhibiting art in under-
utilised and abandoned spaces in New York City. In 
1976 they landed on their current location in Queens, 
in an old school building. The interest of  the institute 
has always been to display experimental art and 
unconventional art genres. In 2000 the centre became 
an affiliate of  The Museum of  Modern Art and was 
renamed MoMA PS1. Their joined forces allowed 
for a cross fertilisation between the two institutes, 
however in its everyday functioning, MoMA PS1 
remains quite independent. The institute houses a lot 
of  exhibition space, but its functioning is expanded by 
offering temporary residences in the museum itself, 
organising presentations and lectures, and hosting 
an education department as part of  their outreach 
program. Spatially, MoMA PS1’s building mostly 
shows the exhibition side of  its internal functioning, 
putting many of  the other functions away in the 
pedestal that is created by organising the entrance 
of  the building on the first floor, which was also the 
biggest adaptation in the structure of  the building. 
Aside from that, the renovation preserved the original 
architecture of  the hundred-year-old school, with the 
old classrooms now housing the museums exposition 
space.13 

However, the reconversion featured one 
component that is quite unusual for a museum, and 
that accommodates a big part of  its outreach program: 
the open-air space that used to be the former school’s 
playground. This -for an art centre- unusual amount 
of  outdoor space partly defines the popular image 

of  the institute. The outside space hosts all sorts of  
different events, for all sort of  target audiences, and 
highly defines the identity of  the institute. As already 
said, the main-entrance to the building shifted from 
being located in the front facade, on ground floor 
to what used to be the rear of  the building, to the 
first floor. Apart from installing a logistical piedestal, 
this also initiated a new main entrance located at 
the beginning of  the courtyard. Before entering the 
museum, visitors pass through a small concrete box, 
that functions as a connection between the museum’s 
outdoor space and the outside world. Then the visitors 
have to cross the whole courtyard that consists of  
several ‘outdoor rooms’. The biggest and the smallest 
courtyard have no defined function, the middle one is 
destined to be an outdoor gallery, a fourth courtyard 
has no immediate public function, it rather functions 
as a part of  the museum’s logistical backside. The 
entrance is quite excessively designed as an elevated 
platform, also installing another separate part of  the 
courtyard.14

Linked to the model, the outside space is not 
an element an sich, but it can become a combination 
of, and accommodate and support many activities. It 
can be given form specifically as the outside version 
of  one of  the described elements on the inside, but 
given the lack of  possibilities to provide in the basic 
functionalities often needed, it mostly leans towards 
a highly undefined space, as described in the second 
institutional coordinate. However, the possibility 
inherent to the outer space, to initiate a regime that 
functions on the scale of  the plot complementary to 
the one that functions on the scale of  the building, is 
exploited to the fullest at the MoMA PS1.
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(4.) FORUM / (5.) EXPO / (9.) LIVING 
ROOM 

The courtyard is located in between the 
boundaries of  the plot and the two wings of  the 
building. An unrelated building behind the left wing 
of  the museum, whose plot is triangular-shaped, 
provides the courtyard with its very specific footprint. 
It is installed and organised by little, but very strong 
architectural tools. The main one is the four meter high 
concrete wall that creates a separation between the 
inner and outer world. By clearly dividing the two, the 
courtyard gets a very specific status. It makes the open 
space really a part of  the functioning of  the museum. 
By doing so, it also allows for different regimes of  
use than the museum or ‘regular public space’. The 
distinction of  not one, but three courtyards allows for 
surprise, and for different programming at the same 
time. And the heightening of  the terrace in front of  
the entrance can function as a stage, or its stairs as 
a tribune, which is what happens during the music 
summer series, where the platform hosts regular music 
performances. 

The engagement of  the institute towards Queens 
becomes most visible during summertime. Every year 
a small design competition is hosted giving several 
young architecture firms the chance to transform 
the courtyard during a two month period. In 2011, 
Interboro really demonstrated the full potential of  the 
site, ‘holding’ trees and outdoor furniture ordered by 
other organisations in Queens firstly in the courtyard 
of  PS1. With the installation of  outdoor furniture they 
truly transformed the courtyard into a living room for 
the neighbourhood, to strengthen the connections 
between a large, powerful institution (MoMA PS1) and 
its surroundings.15



Neubauer Collegium for Culture and Society, Chicago, US
Kliment Halsband Architects
Reconversion completed 2015
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Neubauer Collegium for Culture and Society 
is an academic centre located on the campus of  the 
University of  Chicago. The already existent, gothic 
style building from 1933 was purchased in 2011 by the 
university and thoroughly renovated. The aim of  the 
centre is to address complex inquiry on the humanities 
and the social sciences by engaging in interdisciplinary 
methods of  working. The fellowship program 
expands the internal community of  the university by 
inviting other experts, scholars and artists to engage 
in the centres collaborative projects for a certain 
amount of  time. The centre does not only provide 
in working space, but also hosts its own outreach 
platform, to present the output of  the various projects 
and research.16 Most of  its original gothic facade has 
been preserved and its static architecture is the face 
of  the institute, contributing to the visibility of  its 
independence under the overreaching university. 

The spatial layout of  the building is a thorough 
translation of  their institutional ambitions towards 
interdisciplinarity across the borders of  the classic 
academic disciplines.17 The connection between 
the different elements, and their design and basic 
provisions, are formed by a quite strictly determined 
functioning of  each element. Linked to the model, 
the centre quite well explains the second institutional 
coordinate, where the interdisciplinary process is 
crystallised in the architecture, and each element is 
designed specifically for a certain ‘step’ within the 

process, but leaves little room for other activities. The 
individual offices provides room for one desk and two 
chairs, are clearly designed only for individual work. 
They are complemented by the immediate proximity 
of  the first kind of  conference room, which is designed 
to facilitate regular conversations between the people 
in the offices. When given an individual office in the 
collegium, one will probably not invite other academics 
within his  own office, but sit in the conference room. 
This conjoint of  offices and conference room is 
mirrored within the symmetrical layout of  the gothic 
building for administrative offices. In between the two 
wings on the first floor of  the building, the archive 
instals ‘no technical equipment policy’. In between 
the bookcases on the wall the room is also used as a 
bigger conference room. The whole system is repeated 
on the upper floor, but here one finds another 
conference room, located on the complete other site 
of  the spectrum of  what a conference room can be. 
It is entirely over-facilitated with every sort of  digital 
equipment a researcher could possibly need, if  one 
whishes to enter into collaboration across the spatial 
borders of  the centre. The programme of  these two 
floors is mostly oriented towards academic production, 
complemented by the ground floor that allows for 
distribution. Housing a reception, an exhibition 
gallery and a forum, the ground floor aims at being a 
connector between the academic upper floors and the 
larger ‘outdoor’ public. 
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(1B) OFFICE & (2B) CONFERENCE ROOM 

As already stated, the office is quite literally a 
desk with a chair, with the added value of  a conference 
room nearby. The fluid connection between the two 
is architecturally translated by using glass divisions 
between them, and a continuous floor material. If  one 
really needs to focus the possibility exists to close a 
curtain, but in general the individuality of  the offices 
is kept to a minimum, and the architecture really 
communicates its interdisciplinary setup also trough 
the use of  material.  

(4) FORUM 

The forum is an academic output platform to 
step forward to the ‘public’ with internally established 
research studies. The forum is specifically designed 
and equipped to host as many sorts of  events as 
possible, and to accommodate a varying number of  
spectators. It features a big storage room at its side, 
and of  course the necessary technical equipment. The 
forum is duplicated in size by an adjacent terrace, 
providing the opportunity to double in capacity for 
bigger events. In addition, the events in the forum 
can even be streamed live onto a television in the 
reception, to increase its size.

(6) ARCHIVE / (9) LIVING ROOM

Based on the no technical equipment policy, 
the archive is used as a reading room, moreover a 
space dedicated to the construction of  the collective 
memory of  the centre by the gathered inventory, 
based upon books that were left by former scholars. 
Furthermore given the floor area and its position in 
the centre, the archive leans in closely to the living 
room element. A use that also has been envisioned by 
the implementation of  the adjoint kitchen. Given the 
setup of  the centre and its closed community, during 
specific moments of  the day the functioning of  the 
room changes from archive to a living room. The same 
element functions as a space to read in silence, and 
a space to eat together, as the physical heart of  the 
centre operates both as its memory and as a space for 
informal encounters and contact.





After the introduction of  the model, three scenario’s for a future Arts and 
Humanities Centre, based on the concrete intentions of  the CHR, are described. Each 
scenario proposes a homogeneous centre as a translation of  three different sets of  
‘institutional coordinates’, and a specification of  the generic ‘Arts and Humanities 
Centre’ setup. The essential difference in the three scenario’s is based on which 
community the centre addresses, linked to the design of  the framework elements, and 
the centre’s event structure. The choice considering which activities will be elaborated 
more, and which activities less is also indicated, although this is less binding for the 
overall model. Lastly the possibilities or necessities concerning the outsourcing of  certain 
facilities to other institutes are pointed out, and the position of  the centre between the 
categories of  ‘monolith’ and ‘mother-child’ is described within its geographical and 
institutional context (both contexts will be further elaborated upon in the section on the 
contingencies). The concrete aspects of  the envisioned centre that appear to be most 
certain are taken into account: the relocation of  the Factory of  the Arts, because of  the 
difficulties of  their current location, and the involvement of  the international partners, 
because of  the agreement considering the investment in the centre. However, in some 
scenarios they will find their place more prominently than in other ones, and the nature 
of  their position in the centre can change. 

The three proposed scenarios have to be understood as three possible applications 
of  the model onto the intentions of  the CHR, not as the only three options. Important 
to stress, however, is that these three scenarios are incompatible: if  the centre follows 
one institutional scenario, it cannot easily function according to one of  the two others. 
A remark is made by introducing ‘A hybrid centre’, as the architecture of  the centre can 
to some extend combine several scenarios by mediating the friction that orginates by 
doing so. 

Three scenarios for a future Arts and Humanities Centre



150 

The conceptualisation of  the ‘Arts and 
Humanities in interdisciplinary Residence’ focuses 
mostly on the internal community. Within this 
scenario, the Factory of  the Arts’ artists in residence 
will use the centre next to the academics of  the 
humanities department, with interdisciplinarity and 
cross-fertilisation as central concepts considering its 
internal functioning. Within this setup, the artists of  
the CHR will easily find their place, and exchanges with 
the international partners can be seen as temporary 
fellowships enriching the CHR’s own research shope. 
The centre is highly linked to the ambitions to foster 
new modes of  inquiry, by means of  collaborations 
over the borders of  the static academic and artistic 
disciplines. The framework elements will as such 
constitute a certain threshold. The entrance will mostly 
serve as a familiar reception for the inner community, 
and will less be a guide into the centre for visitors. In 
addition, the administration can become a visible part 
of  the centre, almost as one of  the fellows. Although 
visitors won’t be a structural part of  the functioning of  
the centre, as already indicated before, specific events 
can be a powerful tool to temporary flip the regime 
of  the building. For example, the living room, as part 
of  the framework, will probably be used by the inner 
community only. However, at certain moments in time 
the living room can become an intimate musical venue 
or an exhibition space. However, such switches of  
regimes are not evident if  not accounted for. 

The main activity of  the centre is production, 
supported by the personal collections of  the different 
fellows, and perhaps also a collection on the level 
of  the institute, which can become a record of  its 
residents and form the memory the centre. For each 
fellow his or her personal working space, whether it’s 
a studio or an office, will be the heart of  the centre. 

They are complemented by the workshops and the 
conference rooms as collective working spaces. These 
elements will probably be most elaborated in number 
and sophistication, and given the interdisciplinary 
nature of  the centre, also in configuration. They will 
be complemented by the living room as an important 
element to foster collaboration and strengthen the 
inner community in an informal way. The ratio and 
nature of  individual and collective workspaces will be 
defining considering the interdisciplinary identity of  
the centre. Instruction and distribution are secondary, 
and will probably partly be accommodated also in the 
studios and workshops. However, this doesn’t mean 
that a forum, or an expo can’t be present, but they 
will have a more generic character, and have to be able 
to respond to a number of  different interdisciplinary 
output.

Given the strong focus on the inner community, 
the centre will probably function quite independently. 
As such, institutional links will be mostly of  a practical 
and formal nature, like the temporary renting of  facilities 
for distribution, or in the case of  puppetry, the use 
of  the street. However, collaborations with institutes 
which inscribe themselves in the interdisciplinary 
functioning can widen the scope of  the centre. The 
link between the centre and UWC is less obvious, as 
the community of  the centre will be quite static, and 
closed, and the design of  the productive workspaces 
will be quite tailored to the specific needs of  the centre 
itself. 
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Within the second scenario the centre is 
profiled as an Off-campus Artistic and Academic 
output platform which inscribes itself  in its bigger 
institutional context. The centre becomes an active 
part of  the extended functioning of  at least the CHR 
in Bellville, and probably also the UWC. Given the 
unique location of  the centre in Woodstock, right 
next to the city bowl the centre would highly function 
as the now absent voice of  the university in the city 
centre. The community the centre addresses is the 
bigger inner community of  the university. Hence, the 
centre will house a less static, and closed community, 
and will experience more of  a coming and going of  
different people. 

As the centre serves as an extension of  the 
CHR and the university, its main functioning will 
be determined by what their current setup lacks in 
the city bowl. The main activity will be distribution, 
and the forum, or the expo will as such be the most 
prominent parts of  the centre, well suited to the 
specific needs of  the CHR. Such accommodation can 
also be easily adopted by the international partners, 
as actors temporarily involved in the functioning 
of  the centre. The incorporation of  the Factory of  
the Arts in the Off-campus Arts and Humanities 
Centre is, however, less obvious since the production 
activity of  the centre will probably be rather limited. 
Furthermore, the production activity in the centre 
will slightly differ in nature, as the individual working 
spaces will become less important. The collective 
working spaces will gain importance and feature the 
possibility for collaboration with actors previously 
unreached by the CHR, no longer exclusively 
focussing on collaboration within the centre. 

Artistic distribution can also find its way into 

the new centre incorporated for example in the design 
of  the forum as a platform for the artistic practices, 
linked to the CHR. As such, the output platfomr will 
complement the functioning of  the use of  the current 
old school/church, which could continue to be used 
as studios, instead of  replacing it. Another option 
would be, the acquirement of  bigger premises to 
accommodate the Ukwanda puppetry workshop. 

Apart from bringing distribution to the new 
centre, formal instruction is also something that fits 
the aim of  introducing new UWC activity into the 
city bowl. Incorporating students in the centre will 
of  course alter its identity, and seminar rooms will 
become an important element in the building, but the 
community of  students can be addressed by the same 
framework. Compared with the residence the entrance 
will have to take up a more formal role, and provide 
the necessary information on the building. The living 
room will still be a place for informal encounter, but 
given the more distant relationship between its users, 
it will probably be more of  a cafeteria, and less of  a 
leisure space. 

An important note to be made here, is that 
regular exchanges between Bellville and Woodstock, 
which are more than twenty kilometres away from each 
other, will not be achievable for everyone, and that the 
incorporation of  transport might be important in the 
functioning of  the centre. 
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The focus of  the last scenario, a Neighbourhood 
Arts and Humanities Centre, is directed outwards, 
to the larger geographical context, instead of  the 
institutional one. The centre focuses on the direct 
relation with the city of  Cape Town, and the suburb of  
Woodstock. The artistic production of  the Factory of  
the Arts will be framed within the outreach ambitions 
the CHR, and is complemented by different sorts 
of  participation with the surrounding community 
of  Woodstock, and Cape Town in the form of  
instruction, distribution and production itself. In 
addition, the collecting activity can transcend the 
intimate character of  the neighbourhood centre and 
constitute an archive or a library open to the public. 
The actvities of  the neighbourhood centre are not 
fixed, its specific programmatic infill can change over 
time, with a wide range of  elements that will have to 
be able to accommodate various uses. For example: 
studios or forums could be used for instruction, 
an expo might transform in a large workshop, and 
conference rooms can accommodate small-scale 
distribution. This flexibility will have an influence on 
the design of  the elements, given their dimensions, 
and levels of  provision. 

Although it is possible that the neighbourhood 
centre does focus on one activity, or discipline, which 
will allow for a specific design of  its elements, it is 
more probable that flexibility, and the associated more 
generic elements will be key in its functioning. Again, 
the design of  the framework elements will be of  great 
importance for the functioning of  the centre. The 
entrance will be an important regulator of  the flows 
of  both the inner and outer community, and will have 
an important communicational value. The living room 
will be used by the different sorts of  visitors in their 
intense interaction with the centre. Some elements, 

like a public meeting area, might even be directly 
accessible from outside. 

The presence of  the humanities in the centre 
will be linked to the artistic production and the outer 
community in different kinds of  interdisciplinary 
interaction, from panel discussions to interdisciplinary 
workshops. The presence of  the international partners 
in the institute can inscribe itself  in this outward 
oriented centre either as part of  the inner community, 
or as part of  the outer one. 

Contrary to the Off-campus output platform, 
which is highly formed by its institutional context, the 
neighbourhood centre anticipates on its geographical 
context. An important part in the functioning of  the 
neighbourhood centre are the possible collaborations 
with the other institutes in its vicinity, to expand its 
influence ratio, and to widen its scope of  action. 
This can happen also on an infrastructural scale, in 
which parts of  the activities requiring more specific 
accommodation, like for example a professional art 
gallery are outsourced

The relationship between the centre and 
UWC can be located somewhere in between their 
relationship in the two previous models. The flexibility 
of  the elements will probably allow the university to 
make use of  the facilities. 
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As explained at the beginning of  the second 
part, the differences between the three scenario’s is 
related to different envisioned regimes of  use, which 
will determine the design of  the building, and result in 
a variety of  different ways to actually use the building. 
A switch in regime of  use can be achieved event-
wise, and on a basis of  exception, but a permanent, 
or a regular mismatch between regime and building 
works frustrating, and is the basis for conflicts in 
its everyday use. The three different scenario’s have 
tried to illustrate the ways in which the implications 
of  certain intentions exclude the implementation of  
others: they propose ‘homogenous’ centres. 

However, as already shortly introduced, it is 
possible to mediate the incompatibility of  the different 
ambitions, to a certain extend. By means of  the 
architecture of  the building, different ‘homogeneous’ 
centres can be combined into a ‘hybrid’ one. Typical 
architectural means to do so, are the implementation 
of  separate entrances, or separate sets of  circulation 
throughout the centre. The most simple versions of  
hybrid centres consist of  two floors that function 
independently, or even two different buildings on the 
same plot. It would for example be possible to design 
the upper floor of  the Greamote Building as an Artists 
and Humanities in Interdisciplinary Residence, and 
the lower floor as UWC’s inner city output platform. 
Or the building could be designed as an Off-campus 
centre, housing the Ukwanda workshop in a second 
building on the plot.

Given the multitude of  intentions and ambitions 
linked to the Centre for Arts and Humanities it is 
quite probable that the eventual centre ends up as a 
hybrid centre, within the practical boundaries of  the 
available amount of  space, and money. When thinking 

about a hybrid centre, it is important to identify the 
combination of  different homogenous centres because 
of  the conflicts considering different regimes of  use 
described above. Furthermore, the way in which the 
combined centres come together is essential. The right 
architectural tools are needed to solve the tensions that 
arise, to install the right thresholds on the right places, 
and to clearly state the relationship between the two 
centres, on the level of  use, and on the level of  their 
representation. 

Remark: Hybrid Centre 
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Contingencies 

The eventual institutional and spatial form of  the new centre, will be highly 
influenced by its contingencies. By presenting specific possibilities and limitations the 
contingencies provide a specific framework for the analytical model to be projected on. 
In the following section we will elaborate mainly on the possibilities, but also on the 
limitations of  three contingencies that we believe will be defining for the new centre. 
The Greatmore Building, as the envisioned location for the new centre, the creative 
landscape in Woodstock, as the geographical context the centre will inscribe itself  in. 

As the accidental process leading to the selection of  the Greatmore Building 
indicates, the contingencies could have very well been different. Furthermore, the 
centre’s framework condition can also fluctuate over time. The creative landscape in 
Woodstock is for example still developing and evolving very quickly, and might be open 
for a revelation after a certain amount for time. 

Apart from being defined by them, the new centre on its turn also provides the 
possibility to influence its contingencies. Its in between the two that position will have 
to be taken. Hence, looking at the contingencies is crucial to make a statement on the 
new centre’s architectural as well as the institutional design.
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The Greatmore Building 

A short history and description

In Woodstock, there are some famous schools 
to be found, but the one that was occupying the 
building envisioned to house UWC’s new Arts and 
Humanities Centre was not one of  them. Hence, 
historical information on the building is very scarce. It 
was originally named ‘Regent Street Primary School’ 
after the street facing its biggest facade, on which 
today the words ‘challenge yourself ’ can be read. 
However, in this dissertation the building is named 
after Greatmore street, on which the main entrance 
is situated.

Heritage documents show that the exact year 
the building was completed is unknown.1 The earliest 
record of  the school is an aerial photograph of  
1926. The early twentieth century is indeed a logical 
period of  time for the erection of  a school. By then, 
Cape Town’s eastward expansion had just passed 
Woodstock, its road network was set in stone, and the 
plots in between the main roads were being filled up. 

There is no reason to believe that the building 
started of  as something else than a school, certainly 
because of  Woodstock’s historical integration of  
schools and churches in its urban fabric. Today it’s still 
a fairly intact example of  the Romanesque influence 
on architecture in Cape Town, with features such as 
the arched entrance detail and the central courtyard’s 
colonnade. Since it is more than sixty years old, 
the building is automatically placed under heritage 
protection. Moreover, the site of  the building falls 
within a heritage protection overlay zone which 
signifies that also the area itself  is considered to have 
heritage value. The combined status means that plans 
to alter the building would need approval from the 

heritage department, as do plans for new buildings on 
site. 

In 2009 the school shut down after fraud 
regarding new school material had come to light. After 
that, the building served as an alternative education 
centre until city authorities shut it down in 2015 
because its physical state was regarded as ‘unsafe’. 
However, the big red banner ‘Woodstock Community 
Learning Centre’ on the south facade, remained. In 
between 2009 and 2015, some other organisations 
also made use of  the building, among others the 
Greatmore Studios across the street, during a weeklong 
art workshop, which will be described further on, in 
the chapter regarding Woodstock’s creative landscape.

The plot 

The building is located on a side street of  
Victoria Road on the eastern side of  Woodstock, close 
to the Salt River Triangle. The plot, of  considerable 
size, borders not only Greatmore Street, but also 
Regent Street and Devon Street ( ). 

The central way in which the building is 
positioned on its plot is quite exceptional in present-
day Woodstock. It originates in a response to the 
specific topography of  the site caused by Woodstock’s 
location on the slopes of  Devil’s Peak. The site deals 
with a considerable difference in height between its 
southern and its northern corner. The long axis of  
the site itself  follows the northwestern-southeastern 
orientation of  the road structure in its immediate 
surroundings. Hence, the contour lines cross the plot 
of  the Greatmore building diagonally. This difference 
in height, approximately the equivalent of  a low 
storey, is answered by the placement of  the building 
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perpendicular to the direction of  the plot, dividing it 
into two unequal parts on two different heights, which 
used to serve as playgrounds and now remain vacant. 
One of  the striking elements of  the plot is the four 
meter offset that flanks the building on both sides, 
and serves to bridge its different levels, via a staircase 
alongside the small facade, at the side of  Greatmore 
street and a slope on the other side, Devon Street ( ).

The plot, of  considerable size and empty for the 
bigger share, is an exception in the dense urban fabric 
of  Woodstock. The building itself  counts three floors 
at the side of  the big playground, and two at the side 
of  the small one ( ). Given its size and height in the 
middle of  mostly one- and two-story high residential 
buildings the old school constitutes a firm presence in 
the area. When looking at the broader urban fabric, 
the size of  the school corresponds with the size of  
for examples churches, other schools, and some 
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bigger commercial buildings alongside the main roads                
(  p158).

At the moment this configuration is 
complemented by some very low walls (only several 
decimeters high), which were probably constructed at 
the beginning of  a carport-like structure, disfiguring 
the big playground. The openings in the facade on 
the level of  the big, lower playground are filled up by 
bricks, which prevents the extension of  the playground 
into the building. On the other side of  the plot a little, 
single-storey structure is located that used to house 
the sanitary facilities. Lastly, a simple metal fence shuts 
of  the plot and denies immediate access. But most of  
these structures are of  temporary nature, probably just 
added during the last years the building was in use, 
or even afterwards. For the comprehension of  the 
building they don’t mean much, so they won’t be taken 
into account during the rest of  the description of  the 

building. On the drawings they would work confusing, 
so they are not depicted, except for the toilet pavilion 
in the circle. 

The entrances & the core

The connection between inside and outside is 
made in two different ways. Firstly, the big playground 
extends into the building through a colonnade over 
the length of  the facade, featuring a covered outdoor 
playground (referred to as ‘the cellar’ from now on). 
Secondly, the main and secondary entrance access 
the building at the level of  the smaller playground 
(referred to as ‘ground floor’). The main entrance is 
the only one to provide direct access from the street 
(Greatmore street to be more specific) ( ). 

The staircase that is placed alongside the facade 
separates the building from the street. The result is 
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a footbridge that provides the main entrance with 
a somewhat solemn appearance, a certain grandeur. 
However, when entering the building the main 
entrance is nothing more than a narrow corridor, 
squeezed between a set of  walls, and little remains of  
the first impression. Furthermore, when proceeding, 
the centric placement of  the main entrance in the 
facade makes the visitor walk right onto a column that 
is a part of  the patio as if  its placement was never 
really been taken seriously (  p161). 

The two secondary entrances are connected 
to the smaller playground. All the entrances lead 
immediately to an outdoor patio at the centre of  
the building, with a passerelle on the first floor. In 
the middle of  the short facades of  the building, on 
each side, two symmetrical staircases connect the two 
levels of  the patio and descend towards the covered 
playground. ( )

The patio is the core of  the building. Everyone 
that has to be somewhere inside the building passes 
through. The entrances of  all the essential spaces of  
the school - the classrooms, teachers rooms, etc. - 
open up directly to the patio, as well as the vertical 
circulation. The only exception here is the cellar, the 
covered playground located on the floor underneath. 
Its connection with the patio is accidental, long, and 
passes the toilets, which provides a fairly indirect 
relation between the centre of  the building and the 
biggest part of  its plot ( ).

The body

The generic layout of  the building is a result 
of  the rigid structure. In the longitudinal direction, 
a series of  rhythmically placed beams define the 
dimensions of  the classrooms. The width of  the 
classrooms is always the same, defined by the outer 
facade and the inner facade that constitutes the patio. 
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The length of  the classrooms can change according to 
the beam structure. On the ground floor there is one 
room that is double the length of  a regular classroom 
which would house the former kindergarten. The 
beam structure, providing for general support, defines 
the basic unit of  the building. Behind the transversal 
facades, the building is filled up with the spaces that 
don’t need dimensions of  such size, like the secretary, 
teacher’s toilets, logistical spaces, etc. (  p160). 

The generic layout of  the building also 
constitutes a symmetry. Many of  the building’s 
aspects are set up as such. along the short axis of  the 
building. The two secondary entrances and the two 
staircases are symmetrical, as well as the patio itself  
and the facade. This setup proved to be very fitting 
for the gender division of  the school in earlier times, 
installing a neat divide between facilities for boys and 
for girls. Around 1945, even a set of  trees would have 
separated the large courtyard in two equal parts. 

The relation of  the classrooms with the patio is 
ambivalent. On the one side, as already mentioned, all 
the doors of  the rooms face towards the central patio, 
but that is immediately the only relation with the core. 
Probably to avoid too much distraction, the only other 
openings on this side of  the classroom are some small 
windows placed too high in the wall to look through. 
The other wall, opposite the entrance features large 
windows that overlook the playground. On the first 
floor, one side of  the building features a view towards 
the harbour, the other side looks out towards Devil’s 
Peak. All the windows are the same size and, following 
the regular grid structure, constitute a regular pattern 
on the buildings facade (  p160). 

Possibilities and limitations

To illustrate the potential of  the building, some 
different examples of  possible uses are projected 
onto the building. The following part of  this chapter 
provides a general overview of  the possibilities and 
limitations inherent to the site, complementary to the 
previous description. Additionally, a set of  drawings 
each depict a certain scenario, concretely illustrating 
the more general description and immediately 
linking the site to its envisioned use as an Arts and 
Humanities Centre. The drawings are not to be read 
as design proposals but merely want to examine and 
expose some of  the different possibilities inherent 
to the building without having to alter its structure 
substantially. Zooming in on specific features, they 
are drawn in such a way that they withhold statements 
on the rest of  the building, but provide a fragmentary 
overview. 

The plot 

The most distinguishing feature of  the plot are 
the two playgrounds. Within the dense urban fabric of  
Woodstock, the empty space on the two sides of  the 
building stands out. Although the plot is fenced of, 
this configuration distinguishes itself  highly from the 
reconverted industrial complexes where most of  the 
time, the building itself  forms a visual and physical, 
impenetrable barrier, featuring only one entrance, 
which becomes a very marked transition between 
inside and outside.2 The entrances to the different 
components of  the hub are only accessible from an 
internal open space, which is no longer fully public. 
The complexes turn their back to the neighbourhood 
quite literally. The Greatmore Building displays an 
entirely different ideology by means of  its physical 
appearance. As a former school, it stands as a 
proud and open landmark in its immediate urban 
surroundings. Here, not the building but the open 
space forms the edges of  the plot, and not the open 
space but the building forms its centre. In general this 
can be conceptualised as the ‘interface’ of  the centre: 
the physical and symbolical face of  the institute in the 
neighbourhood. The interface of  the centre is also 
conceptualised outside of  its physical appearance, 
linked to the sort of  events it hosts, and consequently 
their visibility, which will be elaborated upon within 
the chapter on CHR and UWC as a contingency.

[Figure 9.1] - Given the fact that puppetry has the potential 
to be part of  the ‘interface’ of  the centre, looking at how that 
specific part of  the program will be translated spatially will 
be of  major importance. The Olifantland performance by 
the Handspring Puppetry Company, on the playground of  a 
school in Barrydale is an example of  such. The playground 
features seats and a wall which transform it immediately in 
an outdoor performance venue. 
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The event-wise structure also brings the question 
to the fore to what extent the open space will serve a 
specific purpose, and to what extent the open space 
will be designed specifically to enable this purpose. To 
illustrate this the show Olifantland-Barrydale Parade 
by the Handspring Puppetry Company, can serve as 
an example. The puppetry performance, as endpoint 
of  the parade, takes place on the playground of  a 
school, in Barrydale in the region of  Klein Karroo. 
The playground of  the school contains concrete seats 
for the audience, and a wall that serves as a canvas 
for the show to be played against, and as a backstage. 
The two courtyards of  the school provide equal 
opportunities for the hosting of  puppetry and other 
performances given their scale, even without the 
adding of  concrete seats or an additional wall. The 
facade of  the building has the same length as the wall, 
and the building features a cellar that opens right onto 
the big courtyard, as its backstage. Furthermore the 
courtyard allows for a very easy connection with the 
surrounding streets, and the two could easily blend. 

In general, the two courtyards could be used 
in a variety of  different ways, and the cellar could 
accommodate a variety of  uses. But essential will 
be the mediation between the public space, and the 
‘inner’ space of  the centre. The four meter offset 
between the building and the edges of  the plot, and 
the positioning of  the building on the plot, dividing it 
into two unequal parts on different heigths, provide a 
lot of  opportunities to develop different connections 
between the building, the courtyards, and the public 
space. 

Apart from that, the courtyards obviously also 
allow for future built expansion of  the centre. The 
plot could easily house another building next to the 
school  (without losing too much of  its open space), 
and offers the opportunity of  a variety of  positionings 
which could all also constitute a different mediation 
between the public space and the centre itself, and add 
onto the current possible uses of  the centre, now and 
in the future.  

[Figure 9.2] - Plot - Given the puppetry component of  the new centre, a puppetry performance is projected onto the Greatmore 
building. The profound link between the cellar and the big playground constitutes possibilities for the puppeteers, as the cellar 
can easily function as a ‘backstage’ from which the courtyard, and also the public space can be charged, as if  their puppets 
are released from their cage. The functioning of  the cellar itself  can be multiple. In addition the four meter space between the 
building and the plot could be extended over the entire plot and constitute a gradual threshold: a well designed mediation between 
the outer, and the inner world which could further accommodate other uses of  the courtyard.
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The entrances 

Although the building constitutes a proud 
appearance in the neighbourhood, its actual 
functioning is quite internally focused. And entrances 
as ‘spaces’ (like a reception, or a foyer, as described 
in the elements) do not really exist, neither in the 
building, nor on the playground. But as indicated 
before, the configuration of  the two playgrounds and 
the different entrances into the building provide a lot 
of  opportunities concerning the gradual transition 
between the centre and the public space. 

At the moment the patio functions as the first 
true space one encounters upon entering the building, 
but a small intervention could rapidly open up the 
opportunity to rethink the relationship between the 
main entrance, the secondary entrances and the patio, 
and constitute somewhere else an entrance ‘space’. 
Larger interventions could constitute an additional link 
with the cellar. At the moment the internal connection 

[Figure 9.3] - Entrance - The drawing depicts how the small courtyard could become an urban foyer. The outlines of  the 
dimensions of  such an urban foyer are already indicated by the ramp leading towards the side entrance. This entrance is 
connected with the main entrance via an extended reception which would, in contrast to its current ‘squeezed’ position, take on 
the whole east side of  the building, and which could mediate between the different parts of  the centre. The third entrance could 
then be a more private entrance, for the inner circle. 

between the two playgrounds is made trough the 
staircases leading to a small corridor to the (now 
enclosed) cellar. By rethinking the section of  the 
building, this configuration has the potential to be 
opened up in one movement, by creating for example 
a double story space connecting the cellar with the 
rooms above, or installing additional circulation. 

The design of  both the edge of  the plot and 
the entrances is highly linked to the first of  the three 
institutional coordinates described at the end of  the 
model, the first section of  the second part of  this 
dissertation. Furthermore, linked to the remark 
made on ‘hybrid centres’ in the section on the three 
different scenarios for the future centre, the three 
different entrances, plus the cellar would easily allow 
for the introduction of  such, structured by multiple 
sets of  entrances connected to different floors. 
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circulation to, for example, the facade of  the building, 
in between the rooms, or separating the patio’s gallery 
from its courtyard. This question is also linked to the 
previously described question of  the establishment of  
a separate, true entrance, given the fact that the main 
entrance and the secondary entrances are currently 
nothing more than corridors immediately linked to the 
patio, and the circulation between the different floors 
as well, constituting the connection with the cellar and 
the passerelle.

More significant spatial interventions on the 
building could completely rethink its inwardly focused 
orientation, by opening up the patio to one or two of  
the facades, to the extent that it won’t be experienced as 
the heart of  the centre anymore. In doing so probably 
the whole floor plan of  the centre will be rethought 
and redesigned, which would allow for a wide variety 
of  new scenarios. 

[Figure 9.4] - Core - The patio can be used as a room within the other rooms of  the centre, and as such allows for a variety of  
surprising uses. In this scenario, the surrounding rooms are not, or at least not exclusively accessible from the patio anymore, 
temporarily (when they are not used) or structurally. Freeing the complete patio from its function as the connector of  the cenre 
will involve envisioning a different mode of  circulation. The newly obtained space can be used for a variety of  open-air uses. It 
could function as a private courtyard on the inside, as a living room, or it can be used to accommodate different sorts of  open-air 
performances, as a forum, on a smaller scale than the courtyards.

The core  

The closed patio on its own also possesses certain 
qualities and a certain charisma as the one space on the 
inside of  the building that differentiates itself  from 
the other, more generic spaces. Its particular design 
with the passerelle on the first floor, immediately 
allows for a wide range of  more informal uses. But 
at the same time, as described above, it forms the 
connection between the entrance and the classrooms, 
serving mainly as a space for circulation, which partly 
interferes with its possibilities to constitute an indoor 
open air space open for different uses. The patio 
functions both as a gallery, delineated by the arches 
and covered by the passerelle at the first floor, and as 
a courtyard: a central open-air space. Critical decisions 
on the patio will involve the relationship between its 
status as the connector and as the heart of  the centre, 
and the possibilities it offers as its most inwardly 
focused and unique space. Completely freeing the patio 
from its circulatory function would mean moving the 
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[Figure 9.5] - Body - The rigid structure of  the body of  rooms can be altered by interconnecting the rooms, and freeing the 
patio on ground floor from its circulatory function. Contrarily, the connection between the courtyard/passerelle and the body of  
rooms could become more open, and the distinction between the two more vague. Here, a mixture of  the two scenarios is drawn, 
depicting a swift connection between passerelle and the middle one of  three classrooms, which on its turn provides access to 
the two adjacent ones. One is broken down in three smaller offices, the other is given form as a bigger studio. The middle room 
functions as the connection between the academics and the artists. 

The body 

As already stated, the generic set up of  the 
classrooms defined by the beam structure around 
the patio is at the same time flexible and not flexible, 
because the proportions of  the different rooms can 
only be altered in the length, according to the beam 
structure in the ceiling. But nevertheless, the rigid 
system of  classrooms only connected to the patio 
is altered easily enough, even without altering the 
dimensions of  the classrooms, of  which the size could 
already accommodate many of  the elements described 
as part of  the model. 

Linked to the shifting circulation previously 
described, the different classrooms could be (partially) 
connected immediately to each other, and create 
as such an enfilade of  rooms. Also the connection 
between the passerelle/courtyard and the rooms will 
be essential when envisioning the future functioning 
of  the different classrooms. 

In general, the design of  the classrooms will be 
highly linked to the second institutional coordinate: 
the implementation and specificity of  the different 
elements into the building. Some of  them, like a state 
of  the art forum for lectures, a music-venue or a large 
puppetry workshop will be harder to implement than 
others, like studios, offices, and conference rooms. 
Although the two bigger rooms, the old kindergarten 
and the cellar could ofcourse be given form as such. 

The classroom structure, and the building as a 
whole as it exists at the moment could already function 
as the current Factory of  the Arts functions, on a 
bigger scale. But different interventions, ranging from 
small and easy to implement, to big and expensive 
could transform it into something that realy supports 
the envisioned, multidisciplinary functioning, and that 
makes the new centre visible within Woodstock and 
beyond. 
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Extended creative landscape in Woodstock 

The neighbourhood in which an institute inscribes 
itself  always presents a twofold opportunity. Firstly, it 
offers the chance to engage in structural or temporal 
collaborations with other institutes nearby considering 
shared institutional intentions and common goals. 
And it offers the chance to engage in collaborations 
on an infrastructural level providing the opportunity 
to outsource parts of  the functioning of  the centre, 
and enable it to extend its functioning beyond its own 
infrastructure. Secondly, an institute can differentiate 
itself  from the already established practices and widen 
the scope of  the area’s institutional landscape. 

In part one of  this thesis, Woodstock’s history 
has already been discussed at length, together with 
the current profiling of  the neighbourhood as Cape 
Town’s new ‘design district’, and its link with the 
contested neighbourhood renewal, gentrification 
processes, and evictions.3 Subsequently, this chapter 
will discuss Woodstock’s creative landscape more in 
depth in order to provide for a firm understanding of  
the current context in which the CHR’s new centre will 
have to inscribe itself. On the one hand, it will focus 
on the experienced creative landscape (rather than the 
processes linked with it). And on the other hand it will 
adopt a more or less quantitative approach, to register 
what exactly constitutes the ‘creative landscape’ of  
this ‘design district’. As the new centre won’t simply 
be an arts centre, this chapter also takes into account 
some institutes that would not be included in the 
purely creative scope. A map is included providing an 
overview of  all the related art and academic institutes 
present in Woodstock.

The United Nations Educational, Scientific 
and Cultural Organisation defines creative industries 
as including all cultural and artistic production and 

commercialisation. They are knowledge rich and 
require high levels of  skilled input.4 The conflict with 
Woodstock’s history as a working class area is easy to 
detect. As such, most representations of  Woodstock’s 
creative landscape can be found in articles about 
gentrification, inequality, or local socio-spatial 
polarisation, and is often characterised almost solely 
by its creative hubs.5 From designer handbag stores, 
over interior design offices to the complementary 
restaurants and wine bars; the internal diversity within 
the ensembles is often striking, and leans very close 
towards design in setup and content, rather than art, to 
the extent that ‘creativity’ might not be the right overall 
description.6 Furthermore, a number of  smaller and 
bigger galleries are included within the description of  
Woodstock’s creative landscape, all established in the 
area after the beginning of  the twenty-first century.7 
But, although the creative hubs and the galleries do 
make up its biggest and most visible share, Woodstock’s 
creative landscape is less homogenous than often 
presented.

Widely referred to as the pioneer responsible 
for putting Woodstock on the map is ‘The Old Biscuit 
Mill’, a prime example of  a creative hub established 
in 2005 as a mixed-use creative centre with studios, 
offices and retail spaces.8 The model has been repeated 
quite quickly all over Albert Road and Victoria Road. 
It involves a combination of  designer stores and 
creative businesses, sometimes complemented with 
galleries, offices, restaurants or bars, part of  a clearly 
delineated bigger whole. Further individual designer 
stores, or associated retail popped up alongside 
Albert Road and Victoria Road, mostly in the vicinity 
of  one of  the clusters. But in spite of  these gradual 
changes, the majority of  these ‘creative spaces’ remains 
located in enclosed block developments, demarcating 
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a clear frontier between the creative enclave and the 
surrounding area. An effect strengthened by the 
dominance of  mostly ‘high’ and ‘European’ cultural 
registers.9 Around the same time as the hubs, the 
first galleries came to Woodstock. The first one to 
be established was the Michael Stevenson Gallery in 
2003, which would quickly be followed by a number 
of  others. In 2008 three of  the most prestigious 
South African galleries relocated to Woodstock, 
which is also often mentioned as a key moment in the 
neighbourhood’s current development.10 Most of  the 
bigger galleries are to be found at Sir Lowry Road (the 
extension of  Victoria Road towards the CBD), most 
of  the smaller ones alongside Albert Road. As already 
described in the first part of  the dissertation, both the 
galleries and the hubs are mostly housed in industrial 
infrastructure abandoned in the 90s, similar to other 
international post-industrial redevelopment.11   

The main target group for both the galleries, and 
the content produced and sold in the creative hubs 
remains formally educated middle to high income 
consumers, which does not reflect the local popu-
lation’s main socioeconomic profile.12 The galleries 
and hubs inscribe themselves into a neighbourhood 
extending network, focusing on a broad audience, 
from all over Cape Town, South Africa, and beyond. 

Next to this categories, already extensively 
described in the available literature, Woodstock’s 
creative landscape also features quite a lot of  formal 
arts and design education. Apart from the big players 
hosting arts and design related departments, like 
UCT or the Stellenbosch University, a substantial 
percentage of  the smaller, mostly private higher art 
and design institutes in the greater Cape Town Area 
are located in Woodstock.13 Only a mere 500 meters 
away from the Greatmore Building, on the other 
side of  Victoria Road, the Ruth Prowse Art School 
is located. The history of  the Ruth Prowse School 
of  Art, dates back all the way to the year 1666, when 
the Roodebloem farm was constructed of  which the 
former mansion now houses the school.14 Contrary to 
the post-industrial development, the school is housed 
in probably the oldest building in Woodstock, which 
has witnessed the area’s entire urban industry, and 
has an almost iconic value. The school itself  came 
to existence in 1971, after the dead, and according 
to the will of  the last owner, Ruth Prowse, artist and 

protagonist for the preservation of  historic buildings. 
Today the old double story colonial building presents 
itself  proudly and in a very welcoming manner to 
Woodstock. Its spatial layout is quite different to the 
new hubs that occupy former industrial buildings. 
When the school’s students have no courses to attend, 
they chat in the large front yard of  the building that 
comes out on the street, from where one can look 
through the opened front door, right into the school.

Other private art and design schools in 
Woodstock are the BHC School of  Design, fully 
focused on interior design; the Cape Town Creative 
Academy hosting both design and art education; the 
Cape Town campus of  the Inscape Education Group; 
and the Design Academy of  Fashion. Art Education 
is also offered by the College of  Cape Town which 
has its central office on Albert Road, and different 
teaching facilities all over Cape Town. The schools 
typically houses a range of  specific infrastructure and 
facilities that accommodate their educational program. 

Furthermore, Woodstock also houses the 
famous Greatmore Artists in Residence Studios on 
Greatmore Street, facing the future Centre for Arts 
and Humanities. The studio’s are a descendent from 
the first ‘Triangle Workshop’ hosted in South Africa 
in 1985. The idea for these workshops originated in 
New York as a way of  dragging mid-career artists out 
of  their comfort zone by engaging in an intense two 
week long collaboration with their peers, but the idea 
was particularly successful in the whole of  Africa and 
south Asia where the workshops offered opportunities 
to break out of  an often isolated local situation in a 
harsh political climate.15 Its guiding principle was one 
of  ‘local ownership’. The workshop was always in the 
interest of  local artists and its ‘open days’ at the end 
were designed to bring the artists into contact with 
the local community, to establish an audience engaged 
in local projects.16 In South Africa the workshops 
were called ‘Thupelo’ Workshops, meaning ‘to teach 
by example’. In 1998 The Greatmore Studios were 
established with funds of  the Triangle Arts Trust, 
as a result of  a growing demand in the 80’s and 90’s 
within the Triangle Arts community for more than 
just ephemeral, temporary workshops. Being part 
of  this broader institutional framework, the mission 
statement of  the Greatmore Studios is influenced 
by the Triangle Arts ethos. The engagement towards 
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bringing artists together is translated in the form of  
an ‘artist in residence’ program. They provide studios 
to a number of  artists in different disciplines for a 
certain amount of  time, open for experimentation and 
interdisciplinary collaboration, complemented with 
facilities for accessing digital archives and a broader 
hall serving as a meeting space for the artists as well 
as an exhibition room. Furthermore to this day, the 
Greatmore Studios are a regular host of  the annual 
South African Thupelo Workshop.

The Great Walk and More

The Thupelo Workshop organised by the 
Greatmore Studios in 2010 called ‘The Great Walk 
and More’, was different in its setup than previous 
editions, and particularly focused on the Triangle Arts’ 
outreach principle. It was envisioned as the build up 
to a two-day festival, aimed towards the local residents 
of  the Greatmore street, that housed the Studios for 
over ten years, at the time. The Greatmore Studios 
expressed a double intention at the basis of  this special 
edition. Firstly, they wanted to raise a positive image 
of  Woodstock. And secondly, they wanted to involve 
the local community in an attempt to demystify the art 
space.17 Participating artist Jade Gibson explains more 
in depth where this detected need ‘to demistify the art 
space’ came from and how the studio anticipated on 
doing so.18 

As already stated the creative scene in Woodstock 
is very much linked to debates about exclusion, which 
evoke a binary Woodstock, split into the high class 
creatives appealing to a neighbourhood transcending 
audience, and the local working class community. By 
means of  interviews with some of  the Greatmore 
residents, Gibson indeed detected a perceived 
exclusivity coming from Woodstock’s new creative hubs, 
anchored in the geographies of  apartheid, and in the 
working class history of  the suburb. The inaccessibility 
to the art world for non-whites during apartheid, by 
denying arts training and museum entrance, installed 
a pattern of  exclusion which continues upon today, 
also in Woodstock.19 The aforementioned presence 
of  the Community Arts Project in Woodstock did 
not really initiate a counterweight. Although CAP was 
physically present in Woodstock, this had more to 
do with the undefined character of  the suburb. CAP 
was particularly focused on reaching the Cape Flats, 

and the relationship between Woodstock and CAP 
has been described as non-structural, and even quite 
non-existent.20 Furthermore, after the abolition of  
apartheid, because of  the reallocation of  the outside 
funding for affordable art centres, CAP changed its 
functioning and seized to exist as a place that brought 
art to the communities that were denied access to it,21 
and the gap it left was never filled in.22

Even for the Greatmore Studios, the 2010 
Thupelo workshop was the first interaction with the 
Greatmore Street.23 Gibson concludes that the festival 
turned out to present a possibility for creating points 
of  cohesion: entry points beyond racial or class 
perceptions through art practice itself. During the 
two week workshop, the artists interacted in a lot of  
different ways with the local community. In preparation 
for the festival at the end, the Greatmore Street itself  
steadily turned into an art gallery, with works being 
displayed in the Greatmore Studios, on the porches 
and inside the houses. The fence of  the Greatmore 
Building transformed into a giant display of  art, and 
the sign ‘Challenge yourself ’ appeared on its facade. 
Gibson writes that the festival, and the preparations 
of  it, achieved a shift in perception of  the art world 
being separate and exclusive. The active participation 
initiated by the Greatmore Studios brought a whole 
gallery to the Greatmore Street, and incorporated the 
residents in the entire process of  doing so. With the 
festival the Greatmore Studios strengthened its social 
embeddedness in the neighbourhood and brought an 
audience outside of  the art scene in contact with its 
functioning.24

The Greatmore Studios is not the only institute 
in Woodstock that bridges the gap between the newly 
established creative sphere and the neighbourhood’s 
former working class community. The aforementioned 
Ruth Prowse School of  Art for example, which 
described itself  as the only non-discriminatory art 
centre in South Africa during apartheid,25 offers a 
structural community outreach program. It focuses on 
adults of  formerly disadvantaged communities to be 
trained within a craft, to generate their own income by 
means of  tradable commodities. Outside the art world, 
another institute with a strong focus on a community 
outreach program is the Corner Stone Institute, which 
existed during apartheid as an institute providing 
higher theological schooling to non-Whites who were 
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denied it.26 Today the Corner Stone institute focuses on 
general higher education and so called ‘short courses’ 
with the quite direct aim of  improving the position 
of  their attendants on the labour market. Programs, 
as for example ‘teaching English to speakers of  other 
languages’ constitute an opposition to the mainstream 
schooling system, by providing inclusive education 
that is accessible for adults of  every age. The Corner 
Stone Institute doesn’t offer art courses, but they have 
a faculty of  Humanities and they host a weeklong 
winter event (similar to CHR’s Winterweek, see 
further) that focuses on ‘creatives’, in the form of  a 
film festival.

The institutions mentioned above indicate that 
Woodstock as a ‘creative district’ encompasses more 
than the galleries and the hubs generally linked to the 
discussions on socio-spatial polarisation. The included 
map displays a more nuanced, extensive and inclusive 
reading of  the suburb’s ‘creative landscape’. Apart 
from the galleries, it incorporates the art and design 
schools, and the other higher educational institutes to 
provide an overview of  the many institutions present 
in Woodstock with which the Arts and Humantities 
Centre could engage in all sorts of  collaborations, 
both temporarily and structurally (linked to the third 
coordinate in the first section of  this part). Additionally 
complementing the institutional overview, the map 
also indicates the schools present in the area, general 
community venues, and community organisations like 
the community house (still functioing and extensively 
elaborated upon in the first part), which are not 
immediately linked to either the art or the academic 
world, but could very well be a part of  the centre’s 
institutional network.  

But, although the creative scene in Woodstock 
is less homogenous than often perceived, the 
2010 Thupelo Workshop still highlights a gap in 
the current creative scene. As a temporary event, 
complementing the functioning of  Woodstock as a 
creative district, it exposed a structural problem in the 
form of  the absence of  active outreach towards the 
neighbourhood, to include the local community into 
the ‘creative district’; and in the form of  the absence 
or invisibility of  other ‘creative regimes’. 

Currently the hubs and galleries mainly appeal 
to the Greater Cape Town area, and function as a 

part of  the Capetonian, and national creative scene in 
South Africa. The creative district is mainly focused 
on, and profiled by, the formal presentation of  visual 
‘high’ art, accompanied by the presence of  a posh 
design world. What Woodstock lacks are spaces for 
interaction, room for informality, other forms of  
art and their accommodation like for example music 
venues, and the general presence of  other ‘creative 
regimes’. Currently these gaps are accommodated as 
mostly small-scale parts of  several institutes, and the 
2010 Thupelo Workshop complemented Woodstock’s 
creative regime on an event-basis, but this additional 
functioning of  the creative district lacks visibility, and 
a structural presence in Woodstock, which becomes 
painfully clear in the absence of  the Greatmore Studios 
on the recently distributed ‘Woodstock Design District’ 
map27 (which our map wants to correct). Furthermore, 
introducing new ‘creative regimes’ in Woodstock 
doesn’t mean that the focus of  the institute, that CHR 
intends to establish, should only be directed towards 
the neighbourhood of  Woodstock. It also means that 
it could bring in audiences that are not represented or 
addressed by the current ‘Creative District’, and truly 
make the ‘design district’ break out of  geographies of  
apartheid. 
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Centre for Humanities Research

In the first and third institutional coordinate of  
the model that we have proposed earlier in this thesis, 
the position of  the new centre relative to respectively 
the inner community, and the institutional context 
are described as important points of  decision for the 
centre’s identity. In this respect, an elaboration on the 
current functioning of  the Centre for Humanities 
Research is important, as the new centre’s overarching 
institute. The institutional context is complementary 
to the geographical context, the Woodstock ‘creative 
scene’ previously described. 

The Centre for Humanities Research’s different 
institutional components and spatial layout will be 
dissected to analyse how the new centre can alter 
the CHR’s functioning. Furthermore, a reflection on 
the relationship between the new centre and UWC’s 
institutional ambitions will form the connection 
between the last contingency, and the dissertation’s 
conclusion. 

Components

The institutional programme of  the Centre 
for Humanities Research consists of  three 
complementary components: ‘research platforms’, 
‘academic programs’ and ‘lecture series’. The 
research platforms focus mainly on the inner arts 
and humanities community. The academic programs 
enlarge the CHR’s influence ratio to an associated 
students community, and the lecture series are 
focussed on outreach to a broader academic and non-
academic public. 

The research platforms are the institutional 
place where the fellows under the CHR conduct 
research in the humanities. In 2016, the institutional 

programme of  the Centre for Humanities Research 
consisted of  three research platforms; ‘Aesthetics and 
Politics’, ‘Migrating Violence’ and ‘Becoming Technical 
of  the Human’. The artist in residence programme 
offered by the CHR, currently housed at Factory of  
the Arts on the edge of  Woodstock, is institutionally 
located under the Aesthetics and Politics research 
platform. ‘The Laboratory of  Kinetic Objects’, which 
is named in relationship to the new centre would be 
a new research platform.1 The research platforms are 
strengthened by cross-institutional collaborations with 
sixteen international and five national institutions2, 
which complement the CHR’s inner community on 
certain moments in time.

The academic programmes initiate seminars on 
specific subjects in the Arts and Humanities, taken 
on by students to complete their bachelor, master 
or postgraduate curriculum; and fellowships and 
workshops. Instructed by the CHR, the seminars are 
offered to certain departments of  the university at the 
main campus, or to other institutions. The CHR’s hosts 
three different academic programmes: The ‘Chair in 
Visual History & Theory’, the ‘African Critical inquiry 
Programme’3 and the ‘African Programme in Museum 
and Heritage Studies’4, the latter in collaboration with 
Robben Island Museum.5

In the different lecture series, the academic 
research of  the research platforms and the academic 
programs is presented to the outer world. The lecture 
series address a larger public inside of  the CHR, 
and outside of  the academic community. ‘The South 
African Contemporary History and Humanities’ 
lecture series is the longest running programme of  the 
CHR, and provides a weekly platform for local and 
international academics. The lecture series is currently 



178 

Research Platform 

Aestetics and Politics 

Dathini Mzayiya 

Reza Khota 

UKWANDA 

On becoming Technical of the human 

Lecture Series 

South African Contemporary History and Humanities 

Dullah Omar Centre for Critical �ought (DOCCT) 

Public lectures 

SARChI Chair in Visual History & �eory 

Masters, Post-Doctoral, Doctoral, Honours 

Postgraduate Module in Visual History 

Visual Gateways Methodology Workshop 

African Programme in Museum and Heritage studies 

Migratin Violence and  

1st Semester 2nd Semester 

Winter 
School  

�e African Critical inquiry Programme (ACIP) 

ACIP Workshop 

Academic Programs 

3.

5.1.

4.

2.

6.

held within the CHR building at the UWC campus 
in Bellville, and addresses UWC associated academics. 
The CHR also organises public lectures at the Bellville 
campus.6 Furthermore the CHR hosts the The Dullah 
Omar Centre for Critical Thought (DOCCT), which 
seeks to establish a more public series of  lectures in 
Athlone, because of  the remote location of  UWC’s 
main campus. By moving the lecture series away from 
Bellville, the CHR searches for a broader public to 
connect with its academic fellows.

Institutional logic in time and space

In order to gain a sound understanding of  
CHR’s activities, functioning, and institutional logic, 
we produced a timeline. The academic year of  
2016 is taken as a case study to construct a graphic 
representation of  CHR’s functioning in both time and 
space. 

As part of  UWC, most of  the functioning of  
the CHR is subjected to the typical academic time 
regime of  a university. Hence, the timeline consists 
of  two semesters represented by the grey boxes, each 
approximately sixteen weeks, with a five week annex 
for examination. The timeline is weekly structured, in 
which an indicated box stands for a certain activity. 
The specific colour of  the boxes refers to one of  
the three locations of  the CHR: the main campus in 
Bellville (blue), the Factory of  the Arts on the edge 
of  Woodstock (red), and the Dullah Omar Centre for 
Critical Thought (DOCCT) in Athlone (green). Black 
boxes refer to activity taken on by other, non CHR-
venues. The location of  the three venues is displayed 
on a complementary map, together with UWC’s 
satellite campuses. 

Both the academic programs as well as the lecture 
series are largely bound to the typical time regime of  
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a university, logistically dependent on students and/
or the accommodation of  the University, their activity 
is highly structured. But the research platforms, 
comprising the artists in residence, fit less within a 
strict university system. The artists and researchers 
operate within a continuous process of  producing, a 
less traceable activity that is displayed on the timeline 
as an indicated box, but left without colour. The 
pink translucent boxes reaching over the different 
horizontal lines indicate event-wise interdisciplinarity. 
The timeline is an as complete account as possible, 
and based on the information that could be found 
on the website of  the CHR7 and in the annual report.8 
Although it might not capture all aspects of  CHR’s 
functioning, nevertheless it is elaborate enough to 
conduct an analysis and draw conclusions from it.  

The colours on the timeline quite clearly 
demonstrate that the CHR’s institutional complexity 

is flattened out by its spatial layout. We will elaborate 
shortly on how the infrastructure is currently used, and 
which possibilities it offers. 

The Factory of  the Arts is located near 
Woodstock, in the old school/church building which 
was also used by the Community Arts Project. It 
houses the CHR’s complete art-component. However, 
practically, the functioning of  the building is quite 
limited, due to its partly dilapidated state, and the 
bureaucratic restrictions which make the necessary 
adaptations impossible. The old classrooms are 
used as studios, as extensively described under the 
development of  the model, and the hall of  the church 
is used for everything else, to the best of  its abilities. 
The church functions generally well as a space for 
smaller performances, and to host public workshops, 
but it lacks more technical provisions, and of  course, 
more space, certainly when considering the puppetry 
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making and performances of  the Ukwanda Company. 
Further restrictions are linked to the bureaucratic 
machinery involved in the decision making of  the 
building, which makes it impossible to alter anything 
structurally, and to visibly constitute the presence of  
the CHR. At the moment, the Factory is completely 
invisible, with not so much as a sign on the church’s 
facade. 

The rest of  the Centre for Humanities Research 
is housed in its own building at the UWC Campus 
in Bellville, consisting mostly out of  offices. It is 
currently the embodiment of  all humanities related 
programme components of  the CHR: the academic 
programs, the lecture series and research platforms 
not related to the Artists in Residence. Apart from the 
office part, the infrastructure is also used for academic 
presentations or events, in the format of  conferences, 
meetings and collegia, and visiting scholars will find 
a working space on the campus as well. Furthermore 
a library is envisioned within the centre, but not yet 
functional. But, as already mentioned, its remoteness 
is quite contradictory to some of  the components it 
hosts. For example the functioning of  a Public Lecture 
series, all the way in Bellville is not quite self-evident. 

The CHR’s third location, in Athlone, is 
interesting given its location in the Cape Flats, and 
close to the city centre, but seems currently not yet 
used to its full potential as only three announced public 
lectures and seminars took place in the DOCCT in 
2016.9 As such, the location doesn’t really constitute 
itself  as a counterweight to the mostly independent 
existence of  Arts and Humanities within the CHR. 
The DOCCT in Athlone is located in an actively used 
school building of  the Cape Town College, which 
limits its visibility and functioning, and the possibilities 
to transform the infrastructure to the wishes of  the 
CHR. Contrary to the Woodstock premises, the CHR 
is not permanently present in Athlone. 

In general, the CHR is momentarily limited to 
fully develop its ambitions towards interdisciplinarity, 
and academic and artistic community outreach. The 
nature of  their accommodation and the practical 
arrangements make it quite impossible to constitute 
institutions with a clear identity, a firm presence 
and the necessary ‘freedom  of  movement’ to make 
the three locations part of  a bigger whole. In 2016, 

interaction between the three spatial components of  
the CHR was rarely achieved.

(Event-wise) interconnections

The only structural form of  interdisciplinarity, 
displayed by the pink translucent boxes, occurs at 
the Factory of  the Arts, within the ‘Aesthetics and 
Politics’ research program. But given the fact that 
only the artists work there, and the academics have to 
come over from the main campus, no true structural 
interdisciplinarity and cross-fertilisation between arts 
and humanities happens on a daily basis. However, 
(although no part of  the timeline because no mention 
of  it could be found in the records) the factory of  
the arts is currently being used as accommodation 
for workshops considering themes related to both art 
and humanities, and discussions between artists and 
academics. During our stay in Cape Town, we attended 
for example a public workshop around equity in the 
arts, which involved academics from CHR and a partner 
institute, and the artists in residence. In 2016 only 
several collaborations between the artists themselves, 
and with other institutes, are displayed on the timeline. 
One of  the biggest projects of  the Factory of  the Arts 
was a long ‘Arts Education Workshop’ with children 
from Khayelitsha who were intensively trained by the 
Ukwanda Puppetry Company and Dathini (2). The 
workshop worked towards a final public puppetry 
performance, and included an exchange to Minesota 
(4). During the workshop Ukwanda also participated 
to the Cape Town carnival (3). 

The only real moment in time where all of  the 
CHR’s academic components are brought together, 
and its accommodation is used more or less inter-
connectedly, is when the annual event of  the Winter 
School is organised. On an empty campus in between 
semesters the whole CHR community gathers around 
a central theme to work on. The academics are 
gathered from within the different programmes of  the 
CHR, but are also flown in from overseas. As such, 
the Winter School is also a clear manifestation in time 
of  the most prominent international partnerships. 
The CHR’s artists in resident are part of  the Winter 
Week, to participate and perform. In 2016 the Winter 
School was officially closed by an improvisational 
performance and exhibition at the Factory of  the Arts 
by the Artists in Residence. Other than inscribing itself  
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in the institutional accommodation of  the CHR, the 
current Factory of  the Arts also inscribed itself  in Cape 
Town’s art landscape, and beyond, by participating in 
bigger events, like the already mentioned carnival (3). 
At the Cape Town Art Week (1) when the Factory of  
the Arts was opened to visitors, with performances 
by all three fellows and the opening of  the studios. 
Furthermore, linked to the Handspring Puppetry 
Company, Ukwanda participated at the famous 
puppetry show ‘Olifantland’ in Barrydale (6). On a 
smaller scale  the CHR organises its own events, as 
for example an interdisciplinary performance between 
Reza and Dathini at the Factory of  the Arts, open for 
the public (5). 

Currently, interdisciplinarity occurs when 
the parallel logic of  the programme components, 
dispersed over the three locations, is connected via 
vertical intersections over the timeline by means of  
the events, which complement to a certain extent 
CHR’s structural spatial arrangement. Hence, first and 
foremost, a new centre would create opportunities 
for establishing structural, non-temporary cross-
fertilisation between Artists and Academics.

Implementing the new Arts and Humanities 
Centre 

By proposing the establishment of  a new Arts 
and Humanities Centre, the CHR acknowledges the 
gap in its current physical layout. The envisioning of  
the new centre already puts forward the possibilities 
inherent to the institutional structure of  the CHR. 
But the timeline helps to put two specific issues to 
the fore.

The first issue considers the position of  the 
new centre within the timeline, and is strongly 
related to the third institutional coordinate, part 
of  the previously described model, linked to the 
institute’s position within its institutional context 
and the consequences for its level of  provisions. To 
begin with, the new centre could operate horizontally 
within CHR’s timeline, by housing the ‘Aesthetics 
and Politics’ programme including the Factory of  the 
Arts, and by constituting a new timeline as the home 
for the new research programme ‘The Laboratory for 
Kinetic Objects’. By focussing the centre horizontally 
on the timeline, it could completely or partly take 

over the functioning of  the current Factory of  Arts 
and complement its daily functioning with a structural 
presence of  the humanities. But the new centre could 
also take on several other institutional components of  
the CHR, and provide them all with a location close 
to the city centre, as a new colour on the timeline 
that would appear behind several more of  the CHR’s 
different institutional components. Furthermore the 
new centre could also be important accommodation to 
host the interdisciplinary events. As such the new centre 
could be an institute that structurally accommodates 
interdisciplinary collaboration, and that also structures 
the event-wise connection of  the different institutional 
components, together with the main campus.

However, the position of  the new centre 
within the timeline cannot be answered without 
also envisioning a clear future for CHR’s Athlone 
component. Looking into the functioning of  the CHR 
reveals that, although the CHR is present on three 
locations in Cape Town, the functioning of  both of  its 
off-campus premises is limited to the extent that a true 
‘network’ of  accommodation is barely achieved. The 
implementation of  the new centre in Woodstock could 
mean the first true step towards establishing such. Like 
Woodstock, Athlone hosts an inherent potential for 
the practising of  (arts and) humanities. As described 
on the site of  the CHR, Athlone was the place where 
the borders of  the apartheids system were frequently 
crossed within the social world of  cinematography, 
literature, and civic and political organisation, and 
which offers for the humanities an opportunity to 
rethink post-apartheid society in a productive space.10 
Given the difficulties regarding the extension and 
development of  the current premises in Athlone, 
an old cinema venue was already pitched, for the 
establishment of  a cinema school as a first exploration 
of  the concrete possibilities.11

However, the case could already be made for a 
network of  interrelated institutes hosted by the CHR, 
as an expansion on the current off-campus model of  
UWC that constitutes separate islands independent 
from the main campus.12 Implementing Athlone in 
the institutional planning process could open up 
possibilities regarding the further specification of  
the functioning of  the new centre in Woodstock. An 
interrelated network of  accommodations would widen 
the influence ratio of  the CHR as a whole, as opposed 
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to independently functioning sub-institutes.

Linked to the influence ratio of  the institute is 
the second issue that comes to the fore: the current 
lack of  visibility of  both off-campus premises of  the 
CHR. In 2016, only a handful of  events was hosted for 
which the Factory of  the Arts, or the DOCCT opened 
its doors to the outer public. The importance of  the 
visibility of  the new centre should be considered, as 
well as the means by how to achieve it. The architecture 
of  the building, the aforementioned ‘interface’, is an 
important asset, and is complemented by an equally 
important virtual interface of  the institute. But the 
question should also be asked whether or not to 
implement some programme components in the 
building which are specifically directed to establishing 
a certain presence in Woodstock. The visible presence 
of  the Ukwanda Puppetry Company as an Artist in 
Residence could give a unique face to the centre. Or 
given the recent decline in music venues in Cape Town, 
13the implementation of  a profound forum suited for 
interdisciplinary performance, would immediately put 
the centre on the map. 

The Centre for Arts and Humanities as part 
of  UWC

An important note to be made is that the new 
centre will also be, to a certain extent, an extension 
of  UWC. The establishment of  off-campus facilities 
has already been mentioned a few times in this thesis 
as a valuable expansion strategy for the university. 
But within the university a certain tension exists 
between two of  its institutional ambitions, both 
linked to the university’s position as a historically 
disadvantaged institute.14 The first ambition is to 
develop the university as a centre of  excellence and 
is highly linked to the development of  the main 
campus itself. The process involves the establishment 
of  state of  the art facilities which allow for thorough 
research and a certain appeal and visibility within the 
(international) academic landscape for the involved 
academic domains. The new ‘life sciences’ building 
on the main campus, completed in 2010, is currently 
the most elaborate development in this regard. The 
building houses a cutting edge research facility that 
is specifically designed to be ‘an iconic embodiment 
of  social and environmental scientific research in 
Africa.’15 

Complementary, the establishment in 1992 of  the 
oral health centre in Mitchells Plain that offers dentistry 
services to the township as part of  the student’s 
practical training is the embodiment of  the CHR’s 
outreach programme up until today, complemented by 
Tygerberg oral health care site. The J.S. Marais hospital 
established in 2013 in central Bellville also reaches out 
to the community near the university by providing free 
medical care in a public clinic.16 This strategy positions 
UWC as an urban actor, with a history of  protest, 
opposing the current neoliberal market mechanisms 
defining Cape Town’s urban development and the 
resulting increasing inequality in the South African 
society.17 But a remark can be made that the satellite 
campuses all function independently from each 
other, as a collection of  loose fragments, and that 
the presence of  UWC as overarching institute lacks 
visibility. Furthermore, difficulties in the establishment 
of  a transport system that would connect the different 
sites with each other limit the interaction between the 
institutes.18 

In between the outreach program that is now 
mostly focused on providing health care and functions 
as a set of  large, independent satellite campuses; and 
the establishment of  state of  the art science-research 
facilities, the role of  the study of  the Humanities 
embodied by the Centre for Humanities Research, 
still has to crystallise within the bigger institutional 
structure of  the UWC. However its current spatial 
setup on three locations already provides a basis to 
do so. In this regard the new Centre for Arts and 
Humanities can be a catalyst to truly consider the spatial 
translation of  CHR’s status as ‘flagship department’ 
of  the university as the aforementioned network of  
interrelated institutes over Cape Town, which could fit 
both of  the university’s ambitions at the same time. 
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Conclusion

To elaborate on the first conclusion at the end 
of  the first part of  the dissertation, we can safely say 
that without a doubt, CHR’s proposal for a ‘Centre 
for Arts and Humanities’ in the suburb of  Woodstock 
would be an engaging city project. In a suburb that is 
experiencing rapid neoliberal urban development, the 
establishment of  the centre itself  by CHR and UWC 
would already mean the introduction of  alternative 
urban renewal. The university would become an 
urban agent and position itself  within the dialogue 
considering the neoliberal urban development, 
by initiating critical, ‘ethical’ forms of  such, in a 
dialogue with the city, and with attention to the 
lasting geographies of  apartheid which are only being 
strengthened because of  the lack of  a fitting policy 
framework. 

On top of  that, the centre’s envisioned program, 
comprising the Factory of  the Arts and humanities 
research, highly resonates with the association of  
the creative world linked to current-day neoliberal 
development in Woodstock. The centre could engage 
with the problematics concerning the socio-spatial 
polarisation in the neighbourhood, linked to the 
overly presented ‘high art’ and ‘posh design’ by the 
galleries and the creative hubs. It could complement 
Woodstock’s creative landscape by initiating new 
‘creative regimes’ linked to the puppetry art and 
the interdisciplinary nature of  the Factory, and by 
addressing and bringing in communities that are 
currently not represented, like the local, former 
working class community of  Woodstock itself. The 
positioning of  the centre in Woodstock could work 
towards a ‘Creative District’ for Cape Town that 
represents the whole city and breaks out of  the 
geographies of  apartheid. Furthermore it is clear that 
the suburb already houses a number of  institutions 

which could be potential partners, on an ideological 
level as well as on an infrastructural level. Furthermore 
the building in Greatmore Street possesses the inherent 
quality to quickly enable the centre to start functioning. 

For UWC, the new centre could fit its ambitions 
considering outreach, and the engagement towards 
establishing itself  also in the city of  Cape Town, as 
a centre of  excellence. Geographically, Woodstock 
would be UWC’s closest location to the CBD. But 
more importantly, the university would become an 
urban actor in the suburb that is currently in the centre 
of  attention considering urban renewal/gentrification 
processes and discussions on the future of  the city. 
With the new centre, both as a city project, and by 
means of  its program, the university could position 
itself  as an urban actor engaging in the debates 
regarding a post-apartheid city struggling to breach the 
dividing lines of  apartheid. 

The centre could become the first step of  a proces 
in which the status of  the CHR as UWC’s ‘flagship 
department’ would be spatially translated further in the 
form of  an interrelated network which allows both the 
Centre for Humanities and the University a voice in 
different parts of  the city, and the possibility to engage 
with different aspects of  the apartheid legacy and Cape 
Town’s current urban problematics.
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Epilogue
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What we tried to do with this dissertation, is to provide an overview of  the different 
aspects of  the necessary discussions. However, all the parts of  the thesis are open for 
further investigation. A thorough history can be written which incorporates more primary 
sources, and elaborates more on the specificities of  Woodstock with which we had no 
affiliation, as two foreign students. The model itself  can be extended and elaborated 
more in depth, to the extent that it really becomes an institutional-typological study on its 
own right, complemented by a precise set of  case studies. The exercise considering the 
infill of  the model, which we presented as three possible ‘Art and Humanities Centres’, 
can be repeated endlessly, and with a more elaborate model, more elaborate infills can 
be presented. The three contingencies we described are also subjects demanding further 
research. The design of  the building will be a job on itself. And a more elaborate analysis 
on the current-day possibilities of  Woodstock linked to the institutional structure of  the 
CHR, and UWC’s ambitions, could be the subject of  a whole other study. Furthermore 
some questions haven’t been addressed at all, like the development of  the centre in time.   

However, there are two things we hope this dissertation has demonstrated. Firstly, 
that Woodstock presents opportunities for both visibility and outreach which resonate 
very much with the set-up of  the centre probably more than any other suburb in Cape 
Town, and which fit in the broader ambitions of  UWC. And secondly, that a well-
functioning centre can only be designed, both institutionally and spatially, by means of  
clearly outspoken intentions and decisions. 

Afterword 
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defining citizen’s identity with their city, that is, those norms and 
representations which correlate to an urban area” quoted from: 
Angelini, Alessandro, “Spaces of  Good Hope: Inscribing Memory, 
Territory and Urbanity in District Six.” Dark Roast Occasional paper 
series, Isandla Institute, Vol. 13, 2003.

Looking at Woodstock

1. See for example two of  the most notable historical overviews on 
Cape Town. For the twentieth century in its whole: Bickford-Smith, 
Vivian, Elizabeth van Heyningen, and Nigel Worden. Cape Town in 
the Twentieth Century: An Illustrated Social History. Claremont, South 
Africa: D. Philip Publishers, 1999.
And for Cape Town under apartheid: Western, John. Outcast Cape 
Town. Berkeley: University of  California Press, 1996.
2. Christopher, A. J. (2001). The Atlas of  Changing South Africa (2nd 
ed.). New York: Routledge. The book features a historical overview 
on South Africa, focusing on the spatial impact of  apartheid.
3. Garside, Jayne. “Inner City Gentrification in South Africa: The 
case of  Woodstock, Cape Town.” GeoJournal 30, no. 1 (1993): 29-35.
4. When searching on Woodstock on for example the website of  
The Guardian, resulting articles bear titles like: ‘The gentrification 
of  Woodstock: from rundown suburb to hipster heaven’. Raymond, 
Josep. 12.08.2014.
https://www.theguardian.com/cities/2014/aug/12/gentrification-
woodstock-cape-town-suburb-hipster-heaven, consulted 08.08.2017  
5. Booyens, I. (2012). Creative Industries, Inequality and Social 
Development: Developments, Impacts and Challenges in Cape Town. Urban 
Forum, 23, 43-60.  
Wenz, L. (2012). Changing tune in Woodstock: Creative industries and local 
urban development in Cape Town, South Africa. Gateways: International 
Journal of  Community Research and Engagement, 5, 16-34.
6. Badham, Andrea. “Rediscovering Woodstock.” Contree 21 (1987): 
21-25.
7. Ridd, Rosemary E. “Position and Identity in a Divided 
Community: Colour and religion in the District Six, Walmer Estate, 
Woodstock area of  Cape Town.” Oxford University, 1981.
8. Whittingdale, J. “The Development and Location of  Industries 
in Greater Cape Town 1652 - 1972.” University of  Cape Town, 
1973.
9. Some examples of  dissertations are: Machado, Pedro. “Little 
Madeira - The Portuguese in Woodstock c.1940 - c.1980.” 
University of  Cape Town, 1992.
Motola, Tasnim. “Muslim Residential Patterns in Cape Town: An 
Examination of  the Changes and Continuities in the Cape Town 
Muslim Community.” University of  Cape Town, 2013.
10. Although the magazine is really hard to find nowadays, a 
selection of  the articles has been compiled in a book: Athiros, 
Gabriel, and Louise Athiros, eds. Woodstock - A selection of  articles 
from the Woodstock Whisperer 2003 - 2007. Woodstock: Historical 
Media cc, 2007.
11. Western Cape Archive and Records Service
12. For example: Munnik Visser Black Fish & Partners, Architects 
and Planners. “Conservation Study, Woodstock East”, Cape Town, 
1987. NM & Associates Planners and Designers. “Woodstock - Salt 
River Revitalisation Framework.” Cape Town: City of  Cape Town: 
Cape Town Administration, 2002.
13. The Saldru Clippings Collection 1975 - 2000 of  UCT, http://

saldru.lib.msu.edu consulted 7.08.2017
and Cape Town’s Municipal Newspaper Archive
14. Two notable examples are: De Villiers, S. A Tale of  Three Cities. 
Cape Town: Murray & Robberts Buildings, 1985.
Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.

Thinking about an Arts & Humanities Centre 

1. Some recent publications and report are: Liefooghe, Maarten, 
Maarten Van Den Driessche, Birgit Cleppe, and Roelof  Griffioen. 
2014. “Componenten - Modellen - Scenario’s: Contouren Voor 
Een Museum Voor Hedendaagse Kunst”. Gent: Labo A, Vakgroep 
Architectuur en Stedenbouw UGent.Van den Driessche, Maarten, 
et al. De School Als Ontwerpopgave: Schoolarchitectuur in 
Vlaanderen 1995-2005.  Ghent: A&S/Books, 2006.
2. Premesh Lalu, unpublished concept document, personal 
communication, 19.10.2016.

Endnotes



195 

PART I: FRAMING WOODSTOCK

Current-day Woodstock

1.  Woodstock is referred to as such in for example: Athiros, 
Gabriel, and Louise Athiros, eds. Woodstock - A selection of  articles 
from the Woodstock Whisperer 2003 - 2007. Woodstock: Historical 
Media cc, 2007
This refers to Cape Town’s first suburban municipality, established 
in the nineteenth century which comprised Papendorp (later 
Woodstock) and the Salt River marches.
2. For more information on Voortrekker Road see last year’s 
addition to this dissertation series:Cornille, Mathias, and 
Konstantijn Verbrugge. “Context, Recasting Voortrekker.” Ghent 
University, 2016.
3. Badham, Andrea. “Rediscovering Woodstock.” Contree 21 (1987): 
21-25.
4. Lucien Le Grange Architects. “Woodstock/Salt River, a Guide 
to Building and Repairs.” Cape Town: City Planner’s Department, 
Cape Town City Council, 1993.
5. Architecture Sans Frontières UK, and Development Action 
Group. “Change by Design, Re-imagining regeneration through 
participatory design in Cape Town, Workshop Report.” Cape 
Town, 2015.
6. http://www.theoldbiscuitmill.co.za, consulted 11.06.2017. 

Historical Maps 

1. The maps were found among others in the Western Cape 
Archives and Records Service, and retrieved from the National 
Geo-spatial information institute.  For more information see the 
image list.

Pre 1882: Farming and fishing between Devil’s Peak and 
Table Bay

1. Ridd, Rosemary E. “Position and Identity in a Divided 
Community: Colour and religion in the District Six, Walmer Estate, 
Woodstock area of  Cape Town.” Oxford University, 1981.
2.  De Villiers, S. A Tale of  Three Cities. Cape Town: Murray & 
Robberts Buildings, 1985.
Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town: The Making of  a City: An Illustrated Social History. 
Claremont, South Africa: D. Philip Publishers, 1998.
3. De Villiers, S. A Tale of  Three Cities. Cape Town: Murray & 
Robberts Buildings, 1985.
4. Athiros, Gabriel, and Louise Athiros, eds. Woodstock - A selection 
of  articles from the Woodstock Whisperer 2003 - 2007. Woodstock: 
Historical Media cc, 2007.
5. NM & Associates Planners and Designers. “Woodstock - Salt 
River Revitalisation Framework.” Cape Town: City of  Cape Town: 
Cape Town Administration, 2002.
6. De Villiers, S. A Tale of  Three Cities. Cape Town: Murray & 
Robberts Buildings, 1985.
7. De Villiers, S. A Tale of  Three Cities. Cape Town: Murray 
& Robberts Buildings, 1985.NM & Associates Planners and 
Designers. “Woodstock - Salt River Revitalisation Framework.” 
Cape Town: City of  Cape Town: Cape Town Administration, 2002.
8. Athiros, Gabriel, and Louise Athiros, eds. Woodstock - A selection 
of  articles from the Woodstock Whisperer 2003 - 2007. Woodstock: 
Historical Media cc, 2007.
9. NM & Associates Planners and Designers. “Woodstock - Salt 
River Revitalisation Framework.” Cape Town: City of  Cape Town: 
Cape Town Administration, 2002.
10. De Villiers, S. A Tale of  Three Cities. Cape Town: Murray & 
Robberts Buildings, 1985.
Athiros, Gabriel, and Louise Athiros, eds. Woodstock - A selection 
of  articles from the Woodstock Whisperer 2003 - 2007. Woodstock: 

Historical Media cc, 2007.
11. Athiros, Gabriel, and Louise Athiros, eds. Woodstock - A selection 
of  articles from the Woodstock Whisperer 2003 - 2007. Woodstock: 
Historical Media cc, 2007.
12. Bezzoli, Marco, Rafael Marks, and Martin Kruger. Texture and 
Memory: The Urbanism of  District Six. 2nd ed. Cape Town: Cape 
Technikon, 2002.
13. De Villiers, S. A Tale of  Three Cities. Cape Town: Murray & 
Robberts Buildings, 1985.
14. Bezzoli, Marco, Rafael Marks, and Martin Kruger. Texture and 
Memory: The Urbanism of  District Six. 2nd ed. Cape Town: Cape 
Technikon, 2002.
15. Bezzoli, Marco, Rafael Marks, and Martin Kruger. Texture and 
Memory: The Urbanism of  District Six. 2nd ed. Cape Town: Cape 
Technikon, 2002.
16. De Villiers, S. A Tale of  Three Cities. Cape Town: Murray & 
Robberts Buildings, 1985.
Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town: The Making of  a City: An Illustrated Social History. 
Claremont, South Africa: D. Philip Publishers, 1998.
17. Burman, Jose. Early Railways at the Cape. Cape Town & Pretoria: 
Human & Rousseau, 1984.
18. Bezzoli, Marco, Rafael Marks, and Martin Kruger. Texture and 
Memory: The Urbanism of  District Six. 2nd ed. Cape Town: Cape 
Technikon, 2002.
19. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town: The Making of  a City: An Illustrated Social History. 
Claremont, South Africa: D. Philip Publishers, 1998.
20. Athiros, Gabriel, and Louise Athiros, eds. Woodstock - A selection 
of  articles from the Woodstock Whisperer 2003 - 2007. Woodstock: 
Historical Media cc, 2007.
21. NM & Associates Planners and Designers. “Woodstock - Salt 
River Revitalisation Framework.” Cape Town: City of  Cape Town: 
Cape Town Administration, 2002.
22. De Villiers, S. A Tale of  Three Cities. Cape Town: Murray & 
Robberts Buildings, 1985.
23. Newall, Peter. Cape Town Harbour, 1652 to the Present. Cape Town: 
Portnet, 1993.
24. De Villiers, S. A Tale of  Three Cities. Cape Town: Murray & 
Robberts Buildings, 1985.
25. Burman, Jose. Early Railways at the Cape. Cape Town & Pretoria: 
Human & Rousseau, 1984.
26. The first railway line in South Africa was the one between 
Durban and the Point, established in 1860.Burman, Jose. Early 
Railways at the Cape. Cape Town & Pretoria: Human & Rousseau, 
1984.
27. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town: The Making of  a City: An Illustrated Social History. 
Claremont, South Africa: D. Philip Publishers, 1998.
28. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town: The Making of  a City: An Illustrated Social History. 
Claremont, South Africa: D. Philip Publishers, 1998.
29. Pama C. Bowler’s Cape Town, A life at the Cape in early Victorian 
Times 1834 - 1868, Cape Town, 1977. as described in:
Wolff, Ilze. “Unstitching Rex Trueform: Exploring Apartheid 
Modernity and Architectural Modernism through the Rex 
Trueform Garment Manufacturing Factory, Salt River 1937 – 
2013.”, University of  Cape Town, 2014.
30. Badham, Andrea. “Rediscovering Woodstock.” Contree 21 
(1987): 21-25.
Athiros, Gabriel, and Louise Athiros, eds. Woodstock - A selection 
of  articles from the Woodstock Whisperer 2003 - 2007. Woodstock: 
Historical Media cc, 2007.
31. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town: The Making of  a City: An Illustrated Social History. 
Claremont, South Africa: D. Philip Publishers, 1998.
32 Athiros, Gabriel, and Louise Athiros, eds. Woodstock - A selection 



196 

“Conservation Study, Woodstock East”, Cape Town, 1987.
6. Ridd, Rosemary E. “Position and Identity in a Divided 
Community: Colour and religion in the District Six, Walmer Estate, 
Woodstock area of  Cape Town.” Oxford University, 1981.
In the same period of  time Cape Town saw some 70 000 
immigrants arrive and increase the population from 79 000 to 170 
000, inner city growth involved a 50 000% increase from 50 000 
to 80 000 (30 000 of  which lived in District Six), as described in: 
Bickford-Smith, Vivian. Ethnic Pride and Racial Prejudice in Victorian 
Cape Town: Group Identity and Social Practice, 1875 - 1902. Cambridge, 
University Press, 1991.
7. Badham, Andrea. “Rediscovering Woodstock.” Contree 21 (1987): 
21-25.
8. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
9. NM & Associates Planners and Designers. “Woodstock - Salt 
River Revitalisation Framework.” Cape Town: City of  Cape Town: 
Cape Town Administration, 2002. 
Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
10.  M. WOOD, A father in God: the episcopate of  William West Jones 
D.D. (London, 1913), pp. 132-133. as found in: Badham, Andrea. 
“Rediscovering Woodstock.” Contree 21 (1987): 21-25. p21. 
also quoted in: Ridd, Rosemary E. “Position and Identity in 
a Divided Community: Colour and religion in the District 
Six, Walmer Estate, Woodstock area of  Cape Town.” Oxford 
University, 1981. p.153. 
11. CA, 3/WSK 6: Mayor’s minute, 2.8.1897, as quoted in: Badham, 
Andrea. “Rediscovering Woodstock.” Contree 21 (1987): 21-25. p22
12. NM & Associates Planners and Designers. “Woodstock - Salt 
River Revitalisation Framework.” Cape Town: City of  Cape Town: 
Cape Town Administration, 2002.
13. Bickford-Smith, Vivian. Ethnic Pride and Racial Prejudice in 
Victorian Cape Town: Group Identity and Social Practice, 1875 - 1902. 
Cambridge, University Press, 1991.
14. V. Bickford-smith, The economic and demographic growth of  
Cape Town, 1880-1910 (UCT. Cape Town. 1985). p.22. as found 
in Badham, Andrea. “Rediscovering Woodstock.” Contree 21 (1987): 
21-25. p22
15. Badham, Andrea. “Rediscovering Woodstock.” Contree 21 
(1987): 21-25. p22
16. Bezzoli, Marco, Rafael Marks, and Martin Kruger. Texture and 
Memory: The Urbanism of  District Six. 2nd ed. Cape Town: Cape 
Technikon, 2002.
17. Ridd, Rosemary E. “Position and Identity in a Divided 
Community: Colour and religion in the District Six, Walmer Estate, 
Woodstock area of  Cape Town.” Oxford University, 1981.
18. Ridd, Rosemary E. “Position and Identity in a Divided 
Community: Colour and religion in the District Six, Walmer Estate, 
Woodstock area of  Cape Town.” Oxford University, 1981.
19. Jorgeson, Allen A. The 150th Anniversary of  the First Railways 
and the 10th Anniversary of  the Railroad Association of  South Africa.  
Johannesburg: Chris van Rensburg Publications, 2010.
20. Transnet. “Railway Country, 150 Years of  Rail in South Africa.” 
2016.
http://www.transnetfreightrail-tfr.net/
Heritage/150years/150YearsRail.pdf  consulted 12.06.2017
21. Jorgeson, Allen A. The 150th Anniversary of  the First Railways 
and the 10th Anniversary of  the Railroad Association of  South Africa.  
Johannesburg: Chris van Rensburg Publications, 2010.
22. Transnet. “Railway Country, 150 Years of  Rail in South Africa.” 
2016.
http://www.transnetfreightrail-tfr.net/
Heritage/150years/150YearsRail.pdf  consulted 12.06.2017
23. Athiros, Gabriel, and Louise Athiros, eds. Woodstock - A selection 

of  articles from the Woodstock Whisperer 2003 - 2007. Woodstock: 
Historical Media cc, 2007.
33. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town: The Making of  a City: An Illustrated Social History. 
Claremont, South Africa: D. Philip Publishers, 1998.
34. Cape of  Good Hope (South Africa). Colonial Secretary’s Dept. 
Census of  the colony of  the Cape of  Good Hope: 1865. Cape Town: 
Solomon, (1866)
https://babel.hathitrust.org/cgi/pt?id=uc1.
l0074071051;view=1up;seq=234, consulted 25.07.2017
Other than indicated in the text, the 1865 census, or at least the 
version we encountered, counts 544 ‘Europeans’, and 409 ‘Kaffirs’ 
which, together with the ‘Hottentots’ referred to as ‘Africans’. 
The census only counts 64 ‘Others’. The amount of  Africans in 
this census is highly irregular, to the extend that Papendorp would 
count as much ‘Kafirs’ as the municipality of  Cape Town itself, 
with a population that is twenty-eight times as big. This, together 
with the fact the nowhere any mention can be found on this highly 
particular demographic situation, makes it fairly save to assume 
that the number has been wrongly written down, or even that the 
number of  ‘Kafirs’, and the number of  ‘Others’ is switched, given 
the fact that the total population of  Woodstock adds up more or 
less with the numbers given. This ratio would also be similar to the 
ratio found in the 1981 census.
35. De Villiers, S. A Tale of  Three Cities. Cape Town: Murray & 
Robberts Buildings, 1985.
36. Bickford-Smith, Vivian. Ethnic Pride and Racial Prejudice in 
Victorian Cape Town: Group Identity and Social Practice, 1875 - 1902. 
Cambridge, University Press, 1991.
37. Ridd, Rosemary E. “Position and Identity in a Divided 
Community: Colour and religion in the District Six, Walmer Estate, 
Woodstock area of  Cape Town.” Oxford University, 1981.
38. The Net, 1.8.1877(Repon by Dr Arnold). as described in: 
Badham, Andrea. “Rediscovering Woodstock.” Contree 21 (1987): 
21-25.
39. Athiros, Gabriel, and Louise Athiros, eds. Woodstock - A selection 
of  articles from the Woodstock Whisperer 2003 - 2007. Woodstock: 
Historical Media cc, 2007.
40. The intentions, as well as the dates for the renaming of  
Woodstock differ throughout the different articles sources. 1809, 
1867 and 1881-1882 are all mentioned. However, the story is always 
the same. The date close to the establishment of  the Papendorp/
Woodstock-Salt River municipality is most probable to be the 
correct one. See different chapters in:
Athiros, Gabriel, and Louise Athiros, eds. Woodstock - A selection 
of  articles from the Woodstock Whisperer 2003 - 2007. Woodstock: 
Historical Media cc, 2007.
41. Badham, Andrea. “Rediscovering Woodstock.” Contree 21 
(1987): 21-25.
42. Athiros, Gabriel, and Louise Athiros, eds. Woodstock - A selection 
of  articles from the Woodstock Whisperer 2003 - 2007. Woodstock: 
Historical Media cc, 2007.

1882-1901: From country village to urban suburb

1. Bezzoli, Marco, Rafael Marks, and Martin Kruger. Texture and 
Memory: The Urbanism of  District Six. 2nd ed. Cape Town: Cape 
Technikon, 2002.
2. The census numbers are described in: Badham, Andrea. 
“Rediscovering Woodstock.” Contree 21 (1987): 21-25.
3. Badham, Andrea. “Rediscovering Woodstock.” Contree 21 (1987): 
21-25.
4. Garside compares Woodstock with a description of  Victorian 
England’s transition at the same time. In: Garside, Jayne. “Inner 
City Gentrification in South Africa: The case of  Woodstock, Cape 
Town.” GeoJournal 30, no. 1 (1993): 29-35.
5. Munnik Visser Black Fish & Partners, Architects and Planners. 



197 

of  articles from the Woodstock Whisperer 2003 - 2007. Woodstock: 
Historical Media cc, 2007.
24. Keen. A.F. “When Woodstock was just a village” in Athiros, 
Gabriel, and Louise Athiros, eds. Woodstock - A selection of  articles 
from the Woodstock Whisperer 2003 - 2007. p.48-51. Woodstock: 
Historical Media cc, 2007.
25. Whittingdale, J. “The Development and Location of  Industries 
in Greater Cape Town 1652 - 1972.” University of  Cape Town, 
1973.
26. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History.  Cape Town: David Philip Publishers, 1999.
27. Athiros, Gabriel, and Louise Athiros, eds. Woodstock - a 
Selection of  Articles from the Woodstock Whisperer 2003 - 2007. 
Woodstock: Historical Media cc, 2007.
28. Badham, Andrea. “Rediscovering Woodstock.” Contree 21 
(1987): 21-25.
29. Keen. A.F. “When Woodstock was just a village” in Athiros, 
Gabriel, and Louise Athiros, eds. Woodstock - A selection of  articles 
from the Woodstock Whisperer 2003 - 2007. p.48-51. Woodstock: 
Historical Media cc, 2007. p.48 & 50. 
30. Badham, Andrea. “Rediscovering Woodstock.” Contree 21 
(1987): 21-25.

1901-1930: Changing characteristics of  Cape Town’s 
working class area

1. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
2. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
3. Athiros, Gabriel, and Louise Athiros, eds. Woodstock - A selection 
of  articles from the Woodstock Whisperer 2003 - 2007. Woodstock: 
Historical Media cc, 2007.
4. Bickford-Smith, Vivian. Ethnic Pride and Racial Prejudice in Victorian 
Cape Town: Group Identity and Social Practice, 1875 - 1902. Cambridge, 
University Press, 1991.
5. This can be detected from several characterisations of  
Woodstock, in: Bickford-Smith, Vivian, Elizabeth van Heyningen, 
and Nigel Worden. Cape Town in the Twentieth Century: An Illustrated 
Social History. Claremont, South Africa: D. Philip Publishers, 1999.
6. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
7. The specific image, and an elaboration on why this was not the 
case is found in:Bickford-Smith, Vivian. “Representing Cape Town 
on the Eve of  Apartheid.” Urban History 25, no. 1 (1998): 36-59.
8. Bickford-Smith, Vivian. “Representing Cape Town on the Eve 
of  Apartheid.” Urban History 25, no. 1 (1998): 36-59.
9. Badham, Andrea. “Rediscovering Woodstock.” Contree 21 (1987): 
21-25.
10. The census records are displayed in: Ridd, Rosemary E. 
“Position and Identity in a Divided Community: Colour and 
religion in the District Six, Walmer Estate, Woodstock area of  Cape 
Town.” Oxford University, 1981.
11. Picard, H.W.J. (1968). Gentlemen’s Walk. Cape Town, C. Struik. as 
described in: Ridd, Rosemary E. “Position and Identity in a Divided 
Community: Colour and religion in the District Six, Walmer Estate, 
Woodstock area of  Cape Town.” Oxford University, 1981.
12. Badham, Andrea. “Rediscovering Woodstock.” Contree 21 
(1987): 21-25.
13. NM & Associates Planners and Designers. “Woodstock - Salt 
River Revitalisation Framework.” Cape Town: City of  Cape Town: 
Cape Town Administration, 2002.
14. NM & Associates Planners and Designers. “Woodstock - Salt 

River Revitalisation Framework.” Cape Town: City of  Cape Town: 
Cape Town Administration, 2002.
15. Newall, Peter. Cape Town Harbour, 1652 to the Present. Cape Town: 
Portnet, 1993.
16. Whittingdale, J. “The Development and Location of  Industries 
in Greater Cape Town 1652 - 1972.” University of  Cape Town, 
1973.
17. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
18. Whittingdale, J. “The Development and Location of  Industries 
in Greater Cape Town 1652 - 1972.” University of  Cape Town, 
1973.
19. The Cape, 10.1.1908as quoted in Badham, Andrea. 
“Rediscovering Woodstock.” Contree 21 (1987): 21-25.
20. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
21. Whittingdale, J. “The Development and Location of  Industries 
in Greater Cape Town 1652 - 1972.” University of  Cape Town, 
1973.
22. Whittingdale, J. “The Development and Location of  Industries 
in Greater Cape Town 1652 - 1972.” University of  Cape Town, 
1973.
23. Whittingdale, J. “The Development and Location of  Industries 
in Greater Cape Town 1652 - 1972.” University of  Cape Town, 
1973.
24. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
Whittingdale, J. “The Development and Location of  Industries in 
Greater Cape Town 1652 - 1972.” University of  Cape Town, 1973.
25. Whittingdale, J. “The Development and Location of  Industries 
in Greater Cape Town 1652 - 1972.” University of  Cape Town, 
1973.
26. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
Athiros, Gabriel, and Louise Athiros, eds. Woodstock - A selection 
of  articles from the Woodstock Whisperer 2003 - 2007. Woodstock: 
Historical Media cc, 2007.
27. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
28. Ridd, Rosemary E. “Position and Identity in a Divided 
Community: Colour and religion in the District Six, Walmer Estate, 
Woodstock area of  Cape Town.” Oxford University, 1981.
29. NM & Associates Planners and Designers. “Woodstock - Salt 
River Revitalisation Framework.” Cape Town: City of  Cape Town: 
Cape Town Administration, 2002.
30. Lucien Le Grange Architects. “Woodstock/Salt River, a Guide 
to Building and Repairs.” Cape Town: City Planner’s Department, 
Cape Town City Council, 1993.
31. NM & Associates Planners and Designers. “Woodstock - Salt 
River Revitalisation Framework.” Cape Town: City of  Cape Town: 
Cape Town Administration, 2002.

1930-1958: Modernism and social engineering

1. Athiros, Gabriel, and Louise Athiros, eds. Woodstock - A selection 
of  articles from the Woodstock Whisperer 2003 - 2007. Woodstock: 
Historical Media cc, 2007.
2. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
3. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 



198 

History. Claremont, South Africa: D. Philip Publishers, 1999.
4. Garside’s interpretation of  the memoires of  A.F. Keen as for 
example found in: Keen. A.F. “When Woodstock was just a village” 
in Athiros, Gabriel, and Louise Athiros, eds. Woodstock  A selection of  
articles from the Woodstock Whisperer 2003 - 2007. p.48-51. Woodstock: 
Historical Media cc, 2007. p.48 & 50. as described in:
Garside, Jayne. “Inner City Gentrification in South Africa: The case 
of  Woodstock, Cape Town.” GeoJournal 30, no. 1 (1993): 29-35.
5. Motola, Tasnim. “Muslim Residential Patterns in Cape Town: An 
Examination of  the Changes and Continuities in the Cape Town 
Muslim Community.” University of  Cape Town, 2013.
Athiros, Gabriel, and Louise Athiros, eds. Woodstock - A selection 
of  articles from the Woodstock Whisperer 2003 - 2007. Woodstock: 
Historical Media cc, 2007.
6. Athiros, Gabriel, and Louise Athiros, eds. Woodstock - A selection 
of  articles from the Woodstock Whisperer 2003 - 2007. Woodstock: 
Historical Media cc, 2007.
7. Lucien Le Grange Architects. “Woodstock/Salt River, a Guide 
to Building and Repairs.” Cape Town: City Planner’s Department, 
Cape Town City Council, 1993.
8. NM & Associates Planners and Designers. “Woodstock - Salt 
River Revitalisation Framework.” Cape Town: City of  Cape Town: 
Cape Town Administration, 2002.
9. Athiros, Gabriel, and Louise Athiros, eds. Woodstock - A selection 
of  articles from the Woodstock Whisperer 2003 - 2007. Woodstock: 
Historical Media cc, 2007.
10. Munnik Visser Black Fish & Partners, Architects and Planners. 
“Conservation Study, Woodstock East”, Cape Town, 1987.
11. Whittingdale, J. “The Development and Location of  Industries 
in Greater Cape Town 1652 - 1972.” University of  Cape Town, 
1973.
12. Whittingdale, J. “The Development and Location of  Industries 
in Greater Cape Town 1652 - 1972.” University of  Cape Town, 
1973.
13. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
14. Asmal, Zahira, ed. Movement, Cape Town. Cape Town: The City, 
2015.
15. Athiros, Gabriel, and Louise Athiros, eds. Woodstock - A selection 
of  articles from the Woodstock Whisperer 2003 - 2007. Woodstock: 
Historical Media cc, 2007.
16. Athiros, Gabriel, and Louise Athiros, eds. Woodstock - A selection 
of  articles from the Woodstock Whisperer 2003 - 2007. Woodstock: 
Historical Media cc, 2007.
17. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
18. Cape Town Foreshore Joint Committee. “The Cape Town 
Foreshore Plan”. Cape Town, The Government Printer of  the 
Union of  South Africa, 1947.
19. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
20. Cape Town Foreshore Joint Committee. “The Cape Town 
Foreshore Plan”. Cape Town, The Government Printer of  the 
Union of  South Africa, 1947.
21. Cape Town Foreshore Joint Committee. “The Cape Town 
Foreshore Plan”. Cape Town, The Government Printer of  the 
Union of  South Africa, 1947.
22. Beaudouin, E. E. “Outline of  Scheme (Foreshore) for Cape 
Town (South Africa).” Cape Town: City of  Cape Town, 1940.
23. Beg, Imraan. “The Watched Towers: Creating Disjuntion in a 
River of  Movement.” University of  Cape Town, 2013.
24. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.

25. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
26. Newall, Peter. Cape Town Harbour, 1652 to the Present. Cape Town: 
Portnet, 1993.
27. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
28. Urban Problems Research Unit. “The Structure and Form of  
Metropolitan Cape Town: Its Origins, Influences and Performance.” 
Cape Town: University of  Cape Town, 1990.
29. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
30. Boshoff, S., Southworth, B., Walker, N., Daniels, C. (2006). 
Planning for Future Cape Town: an argument for the long-term 
spatial development of  Cape Town. Cape Town: City of  Cape 
Town. as described in: 
Botha, Louwrens “Transformative Infrastructures, Retrofitting the 
apartheid city.” University of  Cape Town, 2015.
31. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
32. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
33. Western, John. Outcast Cape Town. Berkeley: University of  
California Press, 1996.
34. Bickford-Smith, Vivian. “Representing Cape Town on the Eve 
of  Apartheid.” Urban History 25, no. 1 (1998): 36-59.
35. The 1951 census itself  we didn’t consult, because at the time 
Woodstock was part of  one of  the ‘wards’ and information 
on Woodstock alone is no longer part of  the census, but the 
information is to be found in a map by AJ Christopher, who 
worked with information of  the Central Statistical Services in 
Pretoria, in:
Christopher, A.J. The Atlas of  Changing South Africa. 2nd ed. New 
York: Routledge, 2001. p117.
36. Same situation as the previously described endnote. The 
information is detected from a map in:
Christopher, A.J. The Atlas of  Changing South Africa. 2nd ed. New 
York: Routledge, 2001. p117.
Furthemore Western mentions that most of  the population in the 
undecided industrial areas was registered as Coloured. In:Western, 
John. Outcast Cape Town. Berkeley: University of  California Press, 
1996.

1958 - 1986: Woodstock Grey Area

1. Western, John. Outcast Cape Town. Berkeley: University of  
California Press, 1996.
2. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
3. Personal communication with Ciraj Rassool, 10/02/2017. 
4. Watson, G. (1970). Passing for White, A study of  Racial Assimilation 
in a South African school, Londen: Tavistock. as described in: 
Western, John. Outcast Cape Town. Berkeley: University of  California 
Press, 1996.
5. Ridd, Rosemary E. “Position and Identity in a Divided 
Community: Colour and religion in the District Six, Walmer Estate, 
Woodstock area of  Cape Town.” Oxford University, 1981.
6. Teppo, Annika Björnsdotter. The Making of  a Good White, a 
Historical Ethnography of  the Rehabilitation of  Poor Whites In a Suburb of  
Cape Town. Helsinki: Helsinki University Printing House, 2004.
7. Western, John. Outcast Cape Town. Berkeley: University of  
California Press, 1996.



199 

8. Teppo, Annika Björnsdotter. The Making of  a Good White, a 
Historical Ethnography of  the Rehabilitation of  Poor Whites In a Suburb of  
Cape Town. Helsinki: Helsinki University Printing House, 2004.
9. Western, John. Outcast Cape Town. Berkeley: University of  
California Press, 1996.
10. Research by G. Whisson that is described in:
Western, John. Outcast Cape Town. Berkeley: University of  California 
Press, 1996.
11. Personal communication with Ciraj Rassool 10/02/2017
12. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
13. Bickford-Smith, Vivian. “Representing Cape Town on the Eve 
of  Apartheid.” Urban History 25, no. 1 (1998): 36-59.
14. Ridd, Rosemary E. “Position and Identity in a Divided 
Community: Colour and religion in the District Six, Walmer Estate, 
Woodstock area of  Cape Town.” Oxford University, 1981.
15. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
16. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
17. A term introduced by Western. in:
Western, John. Outcast Cape Town. Berkeley: University of  California 
Press, 1996.
18. Ridd, Rosemary E. “Position and Identity in a Divided 
Community: Colour and religion in the District Six, Walmer Estate, 
Woodstock area of  Cape Town.” Oxford University, 1981.
19. Bickford-Smith, Vivian, Elizabeth van Heyningen, and Nigel 
Worden. Cape Town in the Twentieth Century: An Illustrated Social 
History. Claremont, South Africa: D. Philip Publishers, 1999.
20. Western, John. Outcast Cape Town. Berkeley: University of  
California Press, 1996.
21. Western, John. Outcast Cape Town. Berkeley: University of  
California Press, 1996.
22. From all the people that were forced to relocate during 
apartheid, only two percent was White. To be read in:
Western, John. Outcast Cape Town. Berkeley: University of  California 
Press, 1996.
23. Ridd, Rosemary E. “Position and Identity in a Divided 
Community: Colour and religion in the District Six, Walmer Estate, 
Woodstock area of  Cape Town.” Oxford University, 1981.
24. Western, John. Outcast Cape Town. Berkeley: University of  
California Press, 1996.
Christopher, A.J. The Atlas of  Changing South Africa. 2nd ed. New 
York: Routledge, 2001.
25. Christopher, A.J. The Atlas of  Changing South Africa. 2nd ed. New 
York: Routledge, 2001.
26. Ridd, Rosemary E. “Position and Identity in a Divided 
Community: Colour and religion in the District Six, Walmer Estate, 
Woodstock area of  Cape Town.” Oxford University, 1981.
27. The number ‘9 procent’ is found in:
Motola, Tasnim. “Muslim Residential Patterns in Cape Town: An 
Examination of  the Changes and Continuities in the Cape Town 
Muslim Community.” University of  Cape Town, 2013. In which 
the author refers to:Besteman, C. Lowe. Transforming Cape Town. 
Berkeley: University of  California Press, 2008.
28. Cape Times 2.10.1986. As described in: 
Garside, Jayne. “Inner City Gentrification in South Africa: The case 
of  Woodstock, Cape Town.” GeoJournal 30, no. 1 (1993): 29-35.
29. The expression is to be found in:
Garside, Jayne. “Inner City Gentrification in South Africa: The case 
of  Woodstock, Cape Town.” GeoJournal 30, no. 1 (1993): 29-35.
30. Garside, Jayne. “Inner City Gentrification in South Africa: The 
case of  Woodstock, Cape Town.” GeoJournal 30, no. 1 (1993): 29-35.
31. Ridd, Rosemary E. “Position and Identity in a Divided 

Community: Colour and religion in the District Six, Walmer Estate, 
Woodstock area of  Cape Town.” Oxford University, 1981.
32.  Garside, Jayne. “Inner City Gentrification in South Africa: The 
case of  Woodstock, Cape Town.” GeoJournal 30, no. 1 (1993): 29-35.
33. Based on a map by Christopher in: 
Christopher, A.J. The Atlas of  Changing South Africa. 2nd ed. New 
York: Routledge, 2001.p.117. 
34. Garside, Jayne. “Inner City Gentrification in South Africa: The 
case of  Woodstock, Cape Town.” GeoJournal 30, no. 1 (1993): 29-35.
35. Garside, Jayne. “Inner City Gentrification in South Africa: The 
case of  Woodstock, Cape Town.” GeoJournal 30, no. 1 (1993): 29-35.
36. Garside, Jayne. “Inner City Gentrification in South Africa: The 
case of  Woodstock, Cape Town.” GeoJournal 30, no. 1 (1993): 29-35.
37. after statistical analysis Kotze en van der Merwe even state that 
in 2000 gentrification was not yet happening in Woodstock. Kotze, 
Nico, and I.J. van der Merwe. “Neighbourhood Renewal in Cape 
Town’s Inner City: Is it gentrification?”. Journal of  Family Ecology and 
Consumer Sciences 28 (2000): 39-46.
38. Personal Communication at the Community House. 09.03.2017 
39. Community House Tenant’s Committee. “Community 
House: A Labour and Community Heritage Site, Motivation for 
Declaration.” Cape Town, 2008.
40. Community House Tenant’s Committee. “Community 
House: A Labour and Community Heritage Site, Motivation for 
Declaration.” Cape Town, 2008.
41. Community House Tenant’s Committee. “Community 
House: A Labour and Community Heritage Site, Motivation for 
Declaration.” Cape Town, 2008.
42. Nolte, Jaqueline. “’Ownership’ of  the Community Arts Project 
(CAP): 1976 - 1997” 2011.
http://asai.co.za/ownership-of-the-community-arts-project-
cap-1976-1997/consulted 20.07.2017
43. Community House Tenant’s Committee. “Community 
House: A Labour and Community Heritage Site, Motivation for 
Declaration.” Cape Town, 2008.
44. http://www.chrflagship.uwc.ac.za/collections/the-community-
arts-project-collection/community-arts-project-poster-collection/ 
consulted 20.07.2017

Post 1986: Futures for a working class suburb & 
Conclusion

1 NM & Associates Planners and Designers. “Woodstock - Salt 
River Revitalisation Framework.” Cape Town: City of  Cape Town: 
Cape Town Administration, 2002.
2.  Badham, Andrea. “Rediscovering Woodstock.” Contree 21 (1987): 
21-25.
3. Garside, Jayne. “Inner City Gentrification in South Africa: The 
case of  Woodstock, Cape Town.” GeoJournal 30, no. 1 (1993): 29-35.
4. For further information see: Kotze, Nico. “A Community in 
Trouble? The Impact of  Gentrification on the Bo-Kaap, Cape 
Town.” Urbani izziv 24, no. 2 (2013): 124-32.
5. For further information see: Rink, Bradley Michael. “Village 
People: Quartering De Waterkant in Discourse and Bricks.” 
University of  Cape Town, 2008.
6. Kotze writes that it is: “evident that gentrification had played a 
major role in the redevelopment of  the inner city in general.” in:
Kotze, Nico. “A Community in Trouble? The Impact of  
Gentrification on the Bo-Kaap, Cape Town.” Urbani izziv 24, no. 2 
(2013): 124-32.
7. Personal communication at the Community House 09.03.2017
8. Gibson, N. Jade. “The ‘Great Walk and More’: Thupelo Artists’ 
Workshop 2010 - Performing Community through the Visual Arts 
in Cape Town, South Africa.” Anthrovision 1, no. 1 (2013).
9. Wolff, Ilze. “Unstitching Rex Trueform: Exploring Apartheid 
Modernity and Architectural Modernism through the Rex 
Trueform Garment Manufacturing Factory, Salt River 1937 – 



200 

2013.”, University of  Cape Town, 2014.
10. Fataar, Rashiq. “What if  Cape Town Had Won Its Bid to 
Host the Olympic Games?” 10.08.2012.found on: http://
futurecapetown.com/2012/08/what-if-cape-town-had-won-its-
bid-to-host-the-olympic-games/#.WW4wksaB3fY. consulted 
12.07.2017
11. Extract from the Strategic Environmental Assessment of  
1997. Found on:  http://futurecapetown.com/2012/08/what-
if-cape-town-had-won-its-bid-to-host-the-olympic-games/#.
WW4wksaB3fY. consulted 12.07.2017
12. Extract from the Strategic Environmental Assessment of  
1997. Found on:  http://futurecapetown.com/2012/08/what-
if-cape-town-had-won-its-bid-to-host-the-olympic-games/#.
WW4wksaB3fY. consulted 12.07.2017
13. Extract from the Strategic Environmental Assessment of  
1997. Found on:  http://futurecapetown.com/2012/08/what-
if-cape-town-had-won-its-bid-to-host-the-olympic-games/#.
WW4wksaB3fY. consulted 12.07.2017
14. “The Woodstock Whisperer nr. 8 - a Journey into the Colourful 
and Fascinating History of  Woodstock - Cape.” 2005. [Newspaper]
15. “The Woodstock Whisperer nr. 8 - a Journey into the Colourful 
and Fascinating History of  Woodstock - Cape.” 2005. [Newspaper]
16. Lecture: Rink, Bradley. “Architectures of  mobility and 
enclosure: City improvement districts and cultural quarters in the 
South African city.” held at Ghent University on 07.12.2017.
Miraftab, Faranak. “Governing Post Apartheid Spatiality: 
Implementing City Improvement Districts in Cape Town.” Antipode 
39, no. 4 (2007): 602-26.
17. Miraftab, Faranak. “Governing Post Apartheid Spatiality: 
Implementing City Improvement Districts in Cape Town.” Antipode 
39, no. 4 (2007): 602-26.
18. Wenz, Laura. “Changing Tune in Woodstock: Creative 
Industries and Local Urban Development in Cape Town, South 
Africa.” Gateways 5 (2012): 16-34.
19. Wenz, Laura. “Changing Tune in Woodstock: Creative 
Industries and Local Urban Development in Cape Town, South 
Africa.” Gateways 5 (2012): 16-34.
20. Wenz, Laura. “Changing Tune in Woodstock: Creative 
Industries and Local Urban Development in Cape Town, South 
Africa.” Gateways 5 (2012): 16-34. 
21. Pillay, Sarita. “The displacement phenomenon: Woodstock and 
Salt River”, News24, 22.09.2016.  
http://www.news24.com/SouthAfrica/News/the-displacement-
phenomenon-woodstock-and-salt-river-20160922-2 consulted 
11.06.2017
22. Gontsana, Mary-Anne. “Woodstock residents protesting 
imminent evictions occupy The Old Biscuit Mill”, Mail&Guardian, 
28.08.2016
https://mg.co.za/article/2016-08-28-woodstock-residents-
protesting-himminent-evictions-occupy-the-old-biscuit-mill 
consulted 11.06.2017 Gqirana, Thulani. “Woodstock tenants will 
fight against new ‘forced removals’”, News24, 28.08.2016.
http://www.news24.com/SouthAfrica/News/woodstock-tenants-
will-fight-against-new-forced-removals-ngo-20160828 consulted 
11.06.2017
23. (author unknown). “Bromwell Street families want to be 
relocated close to home”, News24, 24.01.2017. 
http://www.news24.com/SouthAfrica/News/bromwell-street-
families-want-to-be-relocated-close-to-home-20170124 consulted 
11.06.2017 24. Evans, Jenni. “De Lille challenged on Bromwell 
relocation plans”, News24, 30.01.2017http://www.news24.com/
SouthAfrica/News/de-lille-challenged-on-bromwell-relocation-
plans-20170130 consulted 11.06.2017
25. Evans, Jenni. “Bromwell Street judge stuns with court 
comments” News24, 30.01.2017http://www.news24.com/
SouthAfrica/News/bromwell-street-judge-stuns-with-court-
comments-20170131, consulted 11.06.2017

26. McGowan, Trevyn, and Julian McGowan. “Woodstock Design 
District.” Cape Town: The Guild Group, 2017.
A part of  the text reads as follows:“Due to a combination of  
economic and social factors in the 1990s, the area gradually 
slid into dereliction, becoming a nog-go zone with a reputation 
for crime and drugs. In the past 10 years, however, attracted 
by its proximity to the city and the allure of  cheap rentals for 
unconventional spaces, artists and creatives have slowly started 
infiltrating the neighbourhood again.”
27. Booyens, Irma. “Creative Industries, Inequality and Social 
Development: Developments, Impacts and Challenges in Cape 
Town.” Urban Forum 23 (2012): 43-60.
28. Architecture Sans Frontières UK, and Development Action 
Group. “Change by Design, Re-imagining regeneration through 
participatory design in Cape Town, Workshop Report.” Cape 
Town, 2015.
27. Wenz, Laura. “Changing Tune in Woodstock: Creative 
Industries and Local Urban Development in Cape Town, South 
Africa.” Gateways 5 (2012): 16-34.



201 

PART 2: A CENTRE FOR THE PERIPHERY 

A letter of  intent 

1. Lalu, Premesh, and Noëleen Murray, eds. Becoming UWC: 
Reflections, Pathways and Unmaking Apartheid’s Legacy. Cape Town: 
Centre for Humanities Research, University of  the Western Cape, 
2012. p.37
2. Lalu, Premesh, and Noëleen Murray, eds. Becoming UWC: 
Reflections, Pathways and Unmaking Apartheid’s Legacy. Cape Town: 
Centre for Humanities Research, University of  the Western Cape, 
2012.
3. De Bruyn, Eva, and Ana Michelena. “UWC Off  Campus 
Catalogue.” Ghent University, 2012.Lanckriet, Sam. “Campus and 
Community, A design based research on boundaries at UWC’s 
Campus.”, Ghent University, 2010.
4. This is how the centre was named in the early concept stage. 
Premesh Lalu, unpublished concept document, personal 
communication, 19.10.2016.
5. Heidi Grunebaum, Emile Maurice, ed. Uncontained: Opening the 
Community Arts Project Archive. Cape Town: Centre for Humanities 
Research, University of  the Western Cape, 2012.
6. http://www.chrflagship.uwc.ac.za/centre-for-humanities-
research/flagship/  consulted 08.08.2017
7. http://www.chrflagship.uwc.ac.za/centre-for-humanities-
research/laboratory-kinetic-objects-loko/ consulted 05.07.2016
8. The letter of  intention as specified here, is a reworking of  
Premesh Lalu’s concept document. 
Premesh Lalu, unpublished concept document, personal 
communication, 19.10.2016. 
In general, the first part of  this intro is a written account of  the 
stated intentions during meetings with different involved parties, 
panel discussions at the Factory of  the Arts and meetings at the 
office of  Wolff  architects.
9. Hooks, Bell. “Choosing the Margin as a Space of  Radical 
Openness.” In Yearnings: Race, Gender and Cultural Politics, 203-09. 
Chicago: South End Press, 1990.
10. Hooks, Bell. “Choosing the Margin as a Space of  Radical 
Openness.” In Yearnings: Race, Gender and Cultural Politics, 203-09. 
Chicago: South End Press, 1990.
11. The establishment of  the model draws heavily on work by 
Maarten Vanden Driessche and others conducted at the University 
of  Ghent. Comparable models are to be found in the following 
publications: 
Liefooghe, Maarten, Maarten Van Den Driessche, Birgit Cleppe, 
and Roelof  Griffioen. 2014. “Componenten - Modellen - 
Scenario’s: Contouren Voor Een Museum Voor Hedendaagse 
Kunst”. 
Gent: Labo A, Vakgroep Architectuur en Stedenbouw UGent.
Van den Driessche, Maarten, et al. De School Als Ontwerpopgave: 
Schoolarchitectuur in Vlaanderen 1995-2005.  Ghent: A&S/Books, 
2006.
12. Liefooghe, Maarten, Maarten Van Den Driessche, Birgit 
Cleppe, and Roelof  Griffioen. 2014. “Componenten - Modellen 
- Scenario’s: Contouren Voor Een Museum Voor Hedendaagse 
Kunst”. Gent: Labo A, Vakgroep Architectuur en Stedenbouw 
UGent.

The model 

1. For example: Madoff, Steven Henry, ed. Art School (Propostions for 
the 21st Century). Cambridge, Massachusetts & London: The MIT 
Press, 2009.
2. The selection of  the four activities happened mostly in 
consultation with Maarten Vanden Driessche at the Ghent 
University. Furthermore it is based on: 
Hoffmann, Jens. The Studio. London: Whitechapel Gallery, 2012.

which mentions the activities in relation to the studio, but not in 
the context of  a bigger model.
3. Liefooghe, Maarten, Maarten Van Den Driessche, Birgit 
Cleppe, and Roelof  Griffioen. 2014. “Componenten - Modellen 
- Scenario’s: Contouren Voor Een Museum Voor Hedendaagse 
Kunst”. Gent: Labo A, Vakgroep Architectuur en Stedenbouw 
UGent.
4. All definitions from the English Oxford Dictionary, https://
en.oxforddictionaries.com, consulted 03.06.2017
5. The description of  the studio is loosely based on:Hoffmann, 
Jens. The Studio. London: Whitechapel Gallery , 2012.
6. The description of  the archive (and library) is loosely based on: 
Merewether, Charles. The Archive. London: Whitechapel , 2006.
7. Hence, the set of  coordinates came into being during 
conversations with our three promoters in Ghent, and is mainly 
based on work by Maarten Vanden Driessche that focuses on this 
concept of  incompatibility.
8. The terms monolith, archipelago, and mother-child are the result 
of  a set of  discussions with Maarten Vanden Driessche. Although 
they are drawn out of  the typical vocabulary of  the spatial designer 
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AGB Buda. 02.06.2017
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factory : São Paulo, Brasil, 1977-1986. Lisboa: Blau, 1996.
8. Centro de lazer-SESC-Fábrica Pompéia =: Leisure center-SESC-Pompéia 
factory : São Paulo, Brasil, 1977-1986. Lisboa: Blau, 1996.
9.  Lima, Zeuler Rocha Mello de Almeida., Lina Bo Bardi Edited by 
Yale University Press New Haven and London 2013.
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Yale University Press New Haven and London 2013.
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14. Giovannini, Joseph, & Beaud, Marie Claude. Frederick Fisher, 
Architect. New York (N.Y.): Rizzoli, 1995.
15.  Interboro. Holding pattern, MoMA PS1 summer installation, 
project descriptionhttp://www.interboropartners.com consulted 
03.08.2017
16. Based on information found on: neubauercollegium.uchicago.
edu, consulted on 21 May 2017.
17. Based on information found on: neubauercollegium.uchicago.
edu, consulted on 21 May 2017.

Contingencies: Greatmore Building & Extended 
Creative Landscape

1. Heritage documents retrieved from the Environmental 
Management Department City of  Cape Town, Cape Town. 
2. The Old Biscuit Mill and the Palms and the Woodstock 
Exchange are examples of  vacant industrial complexes, that are 
retrofitted in an introvert way. In contrast stands, and in analogy to 
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the Greatmore building, the Ruth Prowse School of  Art, another 
converted not-industrial building, the open space makes for a 
gradual transition between the public and the private. Although 
they also display a fence and feature a guard, the spatial relationship 
with the public space is less contested.
3.See post 1986: Futures for a working class suburb
4. Jn: Booyens, Irma. “Creative Industries, Inequality and Social 
Development: Developments, Impacts and Challenges in Cape 
Town.” Urban Forum 23 (2012): 43-60. She continues by stating 
that they comprise visual arts; film, television and broadcasting; 
publishing, printed and new media; advertising; architecture and 
design; designer fashion and also cultural tourism. 
5. Booyens, Irma. “Creative Industries, Inequality and Social 
Development: Developments, Impacts and Challenges in Cape 
Town.” Urban Forum 23 (2012): 43-60.
6. Kent Lingeveldt (skateboard legend): “A lot of  this isn’t real 
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pasting.”In: Osborn, Katy. “These Woodstock Walls”, The Yale 
Globalist. 23.12.2013. http://tyglobalist.org/in-the-magazine/
features/these-woodstock-walls-inspiration-without-integration-in-
cape-towns-thriving-new-creative-hub/ - consulted 23.05.2017
7. For example in: Wenz, Laura. “Changing Tune in Woodstock: 
Creative Industries and Local Urban Development in Cape Town, 
South Africa.” Gateways 5 (2012): 16-34.
8. Wenz, Laura. “Changing Tune in Woodstock: Creative Industries 
and Local Urban Development in Cape Town, South Africa.” 
Gateways 5 (2012): 16-34.
9. Wenz, Laura. “Changing Tune in Woodstock: Creative Industries 
and Local Urban Development in Cape Town, South Africa.” 
Gateways 5 (2012): 16-34.
10. For example in: Wenz, Laura. “Changing Tune in Woodstock: 
Creative Industries and Local Urban Development in Cape Town, 
South Africa.” Gateways 5 (2012): 16-34.
11. Wenz, Laura. “Changing Tune in Woodstock: Creative 
Industries and Local Urban Development in Cape Town, South 
Africa.” Gateways 5 (2012): 16-34.
12. Wenz, Laura. “Changing Tune in Woodstock: Creative 
Industries and Local Urban Development in Cape Town, South 
Africa.” Gateways 5 (2012): 16-34.
13. Data extracted from: Cape Craft&Design Institute. “Wanna 
have a designer future?” Cape Town, 2013. [folder]
14. Prowse, R., The story of  the Roodebloem Farm, 1666 - 1964. And 
Roodebloem House, Home of  the Ruth Prowse School of  Art. In: Athiros, 
G., & Athiros, L. (Eds.). (2007). Woodstock - A Selection of  Articles 
from The Woodstock Whisperer 2003 - 2007. Woodstock: Historical 
Media cc. p20-23. See also: pre 1886: Farming and fishing between 
Devil’s Peak and Table Bay.
15. Savage, P. p.8 & Loder, R. p.12 in: 
Savage, P. (Ed.) (2014). Making Art in Africa 1960 - 2010. Farnham: 
Lund Humphries.
16. Loder, R. p.14 in: 
Savage, P. (Ed.) (2014). Making Art in Africa 1960 - 2010. Farnham: 
Lund Humphries.
17. Stated by Greatmore’s Director, Kate Tarrant Cross, Merle 
Van’t Hullenaar and Isa Suarez (from Europe) as visiting Festival 
co-director in the proposal of  the concept to the National Lottery 
Distribution Trust Fund. In:
Gibson, N. Jade. “The ‘Great Walk and More’: Thupelo Artists’ 
Workshop 2010 - Performing Community through the Visual Arts 
in Cape Town, South Africa.” Anthrovision 1, no. 1 (2013).
18. Gibson, N. Jade. “The ‘Great Walk and More’: Thupelo Artists’ 
Workshop 2010 - Performing Community through the Visual Arts 
in Cape Town, South Africa.” Anthrovision 1, no. 1 (2013).
19. Gibson, N. Jade. “The ‘Great Walk and More’: Thupelo Artists’ 
Workshop 2010 - Performing Community through the Visual Arts 
in Cape Town, South Africa.” Anthrovision 1, no. 1 (2013).
20. Nolte, Jaqueline. “’Ownership’ of  the Community Arts Project 

(CAP): 1976 - 1997” 2011.found on: http://asai.co.za/ownership-
of-the-community-arts-project-cap-1976-1997/consulted 
21.07.2017
21. Gibson, N. Jade. “The ‘Great Walk and More’: Thupelo Artists’ 
Workshop 2010 - Performing Community through the Visual Arts 
in Cape Town, South Africa.” Anthrovision 1, no. 1 (2013).
22. Personal Communication Jill Trappler, 09.03.2017.
23. Gibson quotes Lionel Davis, one of  the founders of  Thupelo 
Cape Town: ‘we had been there for more than ten years, and yet we 
had not engaged with the community of  Woodstock.’ In: Gibson, 
N. Jade. “The ‘Great Walk and More’: Thupelo Artists’ Workshop 
2010 - Performing Community through the Visual Arts in Cape 
Town, South Africa.” Anthrovision 1, no. 1 (2013).
24. Gibson, N. Jade. “The ‘Great Walk and More’: Thupelo Artists’ 
Workshop 2010 - Performing Community through the Visual Arts 
in Cape Town, South Africa.” Anthrovision 1, no. 1 (2013). p.736
25.  History of  the Ruth Prowse School of  Art NPC, on: 
ruthprowse.co.zaconsulted 21.06.2017
26. https://cornerstone.ac.za/about-us/ consulted 20.06/2017
27. McGowan, Trevyn, and Julian McGowan. “Woodstock Design 
District.” Cape Town: The Guild Group, 2017. [map]

Contingencies: Centre for Humanities Research

1. At leas mentioned as such in: Premesh Lalu, unpublished 
concept document, personal communication, 19.10.2016.
2. The two most prominent international cooperations are the 
Chair in Social Change  the University of  Fort Hare and The 
Interdisciplinary Centre for the Study of  Global Change (ICGC). 
The latter houses the University of  Minnesota’s graduate education 
and faculty research collaboration with UWC.
3. Consisting of  a postgraduate module in visual history and a 
workshop. The chair  also offers a number of  fellowships each year 
to postgraduate students at honours, masters and doctoral level.
4. Consists of  an annual workshop and doctoral research awards.
5. Hosted by the History Department at UWC en CHR
6. For example the Idea of  the University in Africa was an ongoing 
lecture series during the academic year of  2016. 
7. http://www.chrflagship.uwc.ac.za/events/ consulted 15.06.2017
8. Annual report of  the CHR, edition 2016
9. Only three lectures were announced on the site of  the CHR. 
http://www.chrflagship.uwc.ac.za/events/ consulted 15.07.2017
10. http://www.chrflagship.uwc.ac.za/ consulted 12.07.2017
11. Further information on the suburb, and the specific possibilities 
of  the area will be described in Jonas Decloedt his dissertation.
12. De Bruyn, Eva, and Ana Michelena. “UWC Off  Campus 
Catalogue.” Ghent University, 2012.
13. http://www.chrflagship.uwc.ac.za/reza-khota-quartet-live-art-
dathini-mzayiya/ consulted 01.08.2017  describes how Cape Town’s 
music industry is suffering under the recent closure of  some 
important venues.
14. For more information:
Lalu, Premesh, and Noëleen Murray, eds. Becoming UWC: Reflections, 
Pathways and Unmaking Apartheid’s Legacy. Cape Town: Centre for 
Humanities Research, University of  the Western Cape, 2012.
15. DHK architects, UWC Life Sciences Building, project 
description, http://www.dhk.co.za/project/uwc-life-sciences-
building-2/ consulted 11.08.2017
16. De Bruyn, Eva, and Ana Michelena. “UWC Off  Campus 
Catalogue.” Ghent University, 2012. 
17. Lanckriet, Sam. “Campus and Community, A design based 
research on boundaries at UWC’s Campus.”, Ghent University, 
2010. 
18. De Bruyn, Eva, and Ana Michelena. “UWC Off  Campus 
Catalogue.” Ghent University, 2012.
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All unanotated pictures are made by the authors, 
except the picture p.20, who was provided to us by 
Heinrich and Ilze Wolff. 

All anotated pictures not included in the list are also 
made by the authors. 
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Maps & Plans 

All maps (except the six historical maps), plans, and 
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The maps and axonemetrics are based on the follo-
wing sources:

PART I

Current-day Woodstock
- google maps 
- available GIS information from the Department of  
Rural Development and Land Reform, Mowbray CT
- field work 

Historical Maps
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Dossier - The References
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