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ABSTRACT

As the world shifts and changes, so do its people, and every day, more refugees are 

forced out-of-place, out of their homelands, and into a foreign and unfamiliar context.  

Many of these refugees are women, single mothers, who along with their children, are set 

to face many challenges in the process of re-settling into a new cultural landscape.  

This project is a study on how the design of an interior can aid in the difficult pro-

cess of transitioning between lands and cultures.  Within it, I explore the making of place 

through the design of a transitional residence for women and children refugees, set within 

the dynamic urban landscape of West Broadway in Winnipeg, Manitoba.  

I proceed through this project through an exploration of four conceptual frameworks 

and examine the project and its users in relation to movement and migration, to boundar-

ies, the contact zone, and finally to weaving.
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PREFACE

The inspiration behind this project comes from my grandmother, Nettie Peters, a 

refugee who came alone to Canada from Germany at the age of nine. In the image below 

(Figure 1), my grandmother is pictured on the left, and is a few days away from boarding a 

ship to Canada.  The journey that followed proved to be long and difficult, and her stories 

of passage and struggle have been a humbling reminder of the strength it takes to perse-

vere under trying circumstances. Many persons, such as myself, are born on this land be-

cause a mother, a grandmother, have been forced into such difficult steps, and this project 

aims to provide strong persons such as these with a small refuge along the way.
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Figure 1. A photo diptych of my grandmother, age of nine, (pictured on the left) along with the women and children she lived with 
while in Germany, just before she made the journey to Canada to reunite with her parents in 1923 (Photographer unknown).  
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Figure 2. I UNPEEL - Making Place. Scarves Layered Along the Red River. Photograph taken  St. Boniface, Winnipeg, 2011.  

CHAPTER 1: INTRODUCTION

1



1.1 PROJECT OVERVIEW & TYPOLOGY

Within this practicum project, completed for the Masters of Interior Design at the 

University of Manitoba, I explore the making of place through the design of a transitional 

home for women and children refugees, set within the dynamic urban landscape of West 

Broadway in Winnipeg, Manitoba.1

Women and children refugees fleeing their homelands have often encountered barri-

ers both in a real and a metaphorical sense, enduring extreme hardship and turmoil before 

finally arriving at their new home.  In order to feel nurtured and be able to regenerate, these 

persons need to be upheld by an environment that offers much more than protection from 

the elements.  They will need to reside in a place that promotes the fostering of connections 

between them and their new community. 

I have proceeded through this project by looking through the lens of four different but 

intertwining theoretical concepts.  These concepts are movement, boundaries, the contact 

zone, and weaving. I have explored the fluidity of movement, re-considered traditional no-

1.   A transitional home is a place that offers temporary housing for persons as they face major changes in their lives, as 
they transition from one state of life to another (Pye, Morrison, & Froehlich, 2007).
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tions of boundaries, engaged the space of the contact zone, and have utilized the concepts 

of weaving as inspiration for how I have brought these various concepts together into one 

final design solution.  I have looked at the language of walls, the prospect of thresholds, and 

the refuge of personal territories and my intent for this project is to find a balance between 

these defining elements through the design of an environment that celebrates privacy and 

security, while still remaining open to the world beyond.    

Ultimately, I have examined how the design of this transitional residence may formu-

late connections between - between people, cultures, spaces and places – and my intent is 

to specifically design an place that encourages the fostering of relationships between the 

newcomer residents and the surrounding community of West Broadway.  I believe that in 

acknowledging the shared interests between the residents and the West Broadway com-

munity, and by using the space to engage such interests, that the newcomer residents will 

be able to seek some relief in an otherwise difficult transition into a new land and cultural 

context.  

Research

In order to form a breadth of knowledge regarding the four designated theoretical 
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concepts of movement, boundaries, the contact zone, and weaving, my research has been 

centered upon various aspects of feminist, post-colonial and post-structuralist theories.  I 

have consulted a range of ideas from feminist theorists such as Jane Rendell, Luce Iri-

garay, and Rosi Braidotti, from post-colonial theorists such as Mary Louise Pratt, Gayatri 

Chakravorty Spivak, Edward Said, and Homi Bhabha, and post-structuralist theorists such 

as Gilles Deleuze, Félix Guattari, and Jacques Derrida.  I have researched and analyzed a 

number of seminal writings of these thinkers and philosophers in order to best inform my 

design process. 

 My study has also been greatly informed by the work of artists, designers, architects, 

and urban planners who have been able to transform many of these four concepts into the 

built environment. I have turned to these precedents in order to help realize my own design 

and programmatic goals.  I have included precedents in this project that range from the Mo-

bius House by UN Studio, a Netherlands-based architecture firm; to the work of historical 

community activist Jane Addams and her Hull-House; to a collaborative work from BCXSY; 

and finally, the work of Petra Blaisse, a Dutch interior, textile and landscape designer.  The 

work of Blaisse and her firm, Inside Outside, has been a significant influence to the develop-

ment of my project from an early onset, and continues still.  In her interior work, Blaisse has 
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established spatial solutions that harbor enclosed, nurturing and protective environments 

while still promoting the infiltration of experience. Influenced heavily by fabric walls, of 

space-defining curtains, Blaisse describes her work as “softening the edges, an inviting in, a 

creating of shelter” (Milgrom, 2001).  Her boundaries offer flexibility, fluidity, and openness.  

Her spaces do not separate or discriminate, but instead promote an ongoing dialogue be-

tween different people, cultures and environments.  All of these influences have contributed 

to the final outcome of this project. 

Refugee Women and their Children

The primary users of this space are the women refugee occupants, who along with 

their children, will have recently arrived in Winnipeg from their homelands or other host 

countries.  It is difficult to anticipate the diverse needs of this vast and varied user group 

since the source countries for refugees arriving in Canada is always shifting, however recent 

data shows that the top source countries for refugees arriving in Manitoba are Bhutan, So-

malia, Iraq, Myanmar, the Democratic Republic of Congo, Eritrea, Ethiopia, Sudan, Somalia 

and South Africa (Government of Manitoba, 2010).   
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In order to gain a better understanding of my diverse user group, I travelled to the 

Middle East, to Ethiopia, and to India in the fall of 2012 and these travel experiences have 

allowed me to observe the lives of women and children as they are lived in three very dif-

ferent places across the globe.  I have studied both the differences and the commonalities 

between one life, place, culture and another so that the summary of my findings is a lay-

ered analysis that indicates a multifaceted approach to designing for diversity.  Ultimately, 

I wanted to know my user group better and be able to design for a woman or a child from 

any point in the globe so that my design is flexible enough in order to accommodate future 

shifts. 

West Broadway, Winnipeg, Manitoba

Location and Context 

I have chosen West Broadway as the location for where I have set this project.  West 

Broadway is only a kilometer away from downtown Winnipeg and is therefore a convenient 

location for the refugee newcomer residents and other user groups who will interact in this 

space.  The neighbourhood is confined by Portage Avenue to the north, Maryland Street to 

the west, Colony Street to the east, and Cornish Avenue to the south.  Also at its south, West 
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Broadway interfaces with five hundred meters of the Assiniboine River.  West Broadway is a 

primarily residential neighbourhood and is bordered by other residential neighbourhoods 

including the more affluent neighbourhoods of Wolseley to the west, and Armstrong Point 

to the south.  Just north of West Broadway and north of Portage Avenue, lies the Spence 

Street neighbourhood, an area in which a high demographic of refugee newcomers have 

settled over the years. 

Figure 3. A map of City of Winnipeg demonstrating the 
central positioning of the West Broadway neighbourhood.
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Character and History 

West Broadway is one of Winnipeg’s oldest neighbourhoods, with century-old trees 

towering above streets lined with character homes and multi-level apartment buildings 

(West Broadway Development Corporation [WBDC], 2003, pg. 4).   West Broadway offers a 

small-village like atmosphere.  It is a densely populated area with a strong social and com-

munity base, as well as a dynamic range in ethnic and socio-economic demographics. 

Developing at the turn of the twentieth century, West Broadway began as one of Win-

nipeg’s more affluent neighbourhoods, with upper-middle class families settling into what 

was then perceived as a suburban environment, quiet and a safe distance away from down-

town but still within a convenient range of major attractions such as the Legislative grounds, 

the Eaton’s store, and the University of Manitoba (WBDC, 2003, p. 3).

The neighbourhood held an upper-middle-class demographic until World War II, 

when the tone West Broadway changed significantly.  With the influence of the automo-

bile in the late 1940s and 50s, came an outward expansion of the city’s limits and the de-

velopment of newer suburban neighbourhoods (West Broadway Community Organization 

[WBCO], 2011, pg. 2).  These developments made West Broadway, by contrast, seem urban 
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and feel crowded, and at this point, many of the areas residents and families chose to move 

out of the neighbourhood, to the outskirts of the city (WBCO, 2011, pg. 2).

Figure 4. A map of the West Broadway Area, with 
the central site of the Sherbrook Inn highlighted. 

WEST BROADWAY 
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A shift in the neighbourhood’s demographics continued steadily until the 1960s.  With 

many of the previous residents gone, and with West Broadway being considered less desir-

able for middle-class residents, there was room for others to settle in, and therefore came 

an influx of a new demographic of lower-class residents to the area.  Homes were converted 

to rooming houses, and at this point, West Broadway became much more transient in its 

nature, with a lot of turnover, and very few long-term residents settling in.  For over thirty 

years, the area faced one challenge after another, seeing a decline in property conditions, a 

significant rise in unemployment, crime, and poverty rates (WBCO, 2011, pg. 2, 3). 

By the 1990s, West Broadway was at a breaking point, and in 1997, a group of inspired 

residents were prompted to develop the West Broadway Alliance, now the West Broadway 

Community Organization, in an effort to revitalize the neighbourhood (WBCO, 2011, pg. 

3).  From here on, many other community organizations followed, and due to these creative 

initiatives, the area saw a significant decrease in criminal activity (WBCO, 2011, pg. 31). 

West Broadway has evolved significantly over the past twenty years, and has re-emerged 

as one of Winnipeg’s most beloved neighbourhoods.  While the area retains an element of 

transiency, many long-term residents have moved back into the area, renovating homes and 

investing in the people and in the area.  Because of its rich and diverse history, and because 
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it has seen such a range of demographics, West Broadway is now an eclectic mixing ground 

of people of different cultures, ages, and ethnicities and is welcoming and accessible to a 

large range of people.  I believe it is the most appropriate setting for which to base this 

transitional centre.   

The Sherbrook Inn

In terms of a specific site, I have selected the Sherbrook Inn Motor Hotel, located at 

685 Westminster Avenue.  The Sherbrook Inn, a derelict beverage hotel built in 1964, is a 

renowned landmark in West Broadway, and is set at the prominent and easily accessed cor-

ner of Sherbrook Avenue and Westminster Avenue.  

I have chosen to re-develop the Sherbrook Inn because it contains a strong residential 

component with 3 floors of suites, as well as plenty of space on the main floor to be used 

as a place of interaction between the residents and the surrounding community.  Since it is 

also a modernist building, it allows for greater opportunity to influence the openings and 

boundaries.  It also has an adjacent lot that is currently empty, which I have incorporated 

in my design as a means of developing public programming such as a farmers market that 

will be accessible to both the residents and the community members during the summer. 
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Figure 5. The Sherbrook Inn, located at the corner of 685 Westminster Avenue, Winnipeg.  Photograph, 2011.
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1.2 KEY TERMS & CONCEPTS 

As I have already discussed, there are four main concepts that have formed the foun-

dations of this document, and have been the focus of my theoretical discussions, and the 

building blocks for my design.  These theoretical concepts are: Movement, Boundaries, the 

Contact Zone, and Weaving. 

I have provided each concept with a chapter where I proceed through an in-depth 

analysis of my understanding of concepts in the context to my typology.  However, while 

I discuss them individually in their separate chapters, they are meant to be understood as 

overlapping and interrelating themes, with one chapter proceeding from and growing into 

the next.  A useful way to understand my methodology for this project is to consider it as 

one story, told through the voice of four different perspectives. In conclusion to my re-

search, I have woven together these four concepts into one final design resolution. 

Movement 

Refugees have encountered various difficult routes before finally arriving in Winnipeg 

to settle into the transitional residence.  For this reason, I am interested in uncovering some 
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realities of movement and mobility affecting many migrants, nomads, and refugees living 

in the world today, and how this effects the built environment, which is usually rooted, and 

not normally meant to move.  Being that I have designed a transitional space, I have found 

it relevant to consider both literal and metaphorical movements as a large influence on my 

design. 

I have been influenced by the widespread movement that occurs on a global scale, but 

I have been equally invested in the smaller, subtler movements that occur in the everyday, 

particularly the act of walking.  Movement, for me, is about formulating connections be-

tween.  I believe circulation spaces such as paths and hallways should be made active so that 

they work to facilitate connections between persons, cultures, spaces, and places. 

Boundaries

Following along from the discussion of movement, I next turn to the concept of bound-

aries, since the process of movement is often faced, at some point, with a barrier. In this 

project, I have re-considered traditional notions of boundaries that are solid and unchang-

ing, to instead reveal a dynamic and more flexible boundary, a boundary that is fluid and 

fluctuating.  I have investigated a boundary that is both open and closed, responding to a 
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diversity of circumstances by promoting personal safety, and providing necessary spaces of 

quiet and individual solitude, while also inviting in and facilitating connections between.  

This alternative boundary should accommodate a flux in safety conditions, climactic chang-

es, weather patterns, times of the day, and seasons of the year.  It is essential that the role of 

the boundary not be static, but instead, has the ability to rise and fall, accommodating the 

distinct and varying needs of the users groups.  My interest in boundaries can be summa-

rized by a desire to effectively merge together the private and public spheres.  

Contact Zone  

After discussing both movement and then boundaries with the aspiration of con-

necting different persons and cultures, the contact zone then deals with the difficult act 

of making place in a context where such intercultural mixing occurs.  The contact zone is 

a term I have borrowed from postcolonial scholar Mary Louise Pratt, which she has de-

fined as the “social spaces where cultures meet, clash, and grapple with each other, often 

in contexts of highly asymmetrical relations of power”  (Pratt, 1991a, p. 34).  The concept 

of the contact zone is central to this project since it challenges an idealist perception of 

the “perfect place” and instead embraces the act of place-making as one that is continually 
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in the process, one that is in constant negotiation and re-negotiation between groups and 

parties, a place that is, rather, perfectly imperfect.  

Weaving  

The concept of weaving functions as a theoretical resolve to the concepts of move-

ment, boundaries, and the contact zone.  I am interested in the theory of weaving as one that 

mixes two different elements, the weft, a horizontal mobile thread, and the warp, a vertical, 

non-moving thread. By combining these two elements, the warp and the weft, a weaver cre-

ates new space.  These two elements meet close to the heddle, a central part of the loom, 

and I have examined the role of the heddle in this project since it performs as a boundary, 

a threshold that organizes the warp threads and prepares space for the weaving of the weft. 

In this project, I have taken the weft to symbolize various elements of the movement’s 

concept, the warp to symbolize the concepts of the boundaries chapter, and with the re-

sulted weaving is what happens when all is combined into one, symbolizing the space of the 

contact zone. My primary reason for addressing the project in this manner is so that I may 

weave together these various concepts together in a final design proposal for a transitional 

residence that is dynamic and responsive to the needs of the diverse user group.
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1.3 SIGNIFICANCE OF RESEARCH & THE PURPOSE OF THE PROJECT 

This research and design project is significant in that it deals with a variety of issues 

which I define below.

In regards to thinking in terms of global fluxes and exchanges, this project is timely, 

and continues to grow more relevant every day, since the number of displaced refugees 

in the world are growing, and will continue to grow as long as there are areas of political 

turmoil and strife, and growing issues such as climate change, forcing people out of their 

homelands into other countries. 

The research I have gathered in this project, influenced by postmodern, poststruc-

turalist, postcolonial, and feminist theories, invites the re-thinking and re-visiting of many 

common perceptions, and in this project I have demonstrated how design may act as a me-

dium that challenges the norm.

This project also offers a perspective on how the built environment, the interior espe-

cially, can act as a catalyst for bringing different people together.  I have also demonstrated 

in this project that while exploring the challenges of designing for a diverse and wide rang-
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ing user group, that the resulting design may still be unified and whole.  I have designed 

this project as a culturally diverse space set in Winnipeg, Manitoba, and have incorporated 

influences from across the globe while still allowing the Winnipeg roots to show.  

I have also examined how the materials can influence these design goals, and how 

flexible fabric walls, especially, can take on many attributes and solve many design and pro-

grammatic problems.

1.4 PROJECT OBJECTIVES AND RESEARCH QUESTIONS 

1.4.a Project Objectives

The learning objectives I hope to gain from this project are as follows: 

… to learn how to design a space that can accommodate the needs of users from multiple 

backgrounds.  

… to employ a level of sensitivity when designing for people who have endured extreme 

hardships.  
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… to effectively design a space that accommodates the transitional processes and move-

ments that account for the realities of many people around the globe.  

… to carefully consider the notion of boundaries through analyzing private and public 

space, as well as notions of prospect and refuge.  

… to explore the challenge of designing the space of the contact zone, an unconventional 

place that embraces the chaos that arises through a process of cross-cultural mixing. 

… to learn more about feminist, post-colonial, and poststructuralist theories, as well as 

how to effectively embed theory within the practice of design.  

… to effectively merge the practices of both art and design in this project as a means of 

enriching my understanding and analysis of the subjects and ideas I explore throughout 

this project. 

… to examine how to integrate notions of multiculturalism and diversity within my future 

work in design.  
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1.4.b Key Research Questions

The key research questions I have considered throughout this project have been:  

1) How can the built environment best affect the physical, emotional, psychological and 

spiritual well-being of newly immigrated women and children refugees who are recover-

ing from traumas of exile, death of loved ones, deprivation, violence and war?

2) How would the design of a transitional home utilize boundaries, thresholds and territo-

ries as a means of upholding the resident’s physical comfort and safety while also fostering 

connections with the surrounding community?

3) How may the writings of feminist, post-colonial, and poststructuralist theorists, as well 

as the work designers such as Petra Blaisse inform the design of this transitional interior?
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1.5 BIASES AND LIMITATIONS

I must acknowledge that there are biases and limitations that have carried with me 

throughout the depths of this project. This project discusses persons, refugees, who will be 

arriving from developing countries, many from situations of exile, trauma, and war.  I have 

not, in my life, encountered hardships that would ever come close to allowing me to un-

derstanding the place in which these women and children have come from. Because I am 

a white, educated, English-speaking westerner, I will also never know what it feels like to 

have to transition into a North-American cultural context as a minority group, dealing with 

language barriers, financial burdens, and children to support.  

Since I am limited in my experience to understand the depths of the struggle involved 

with a transition into Canada as a refugee, I therefore am not able, and nor do I intend to, 

speak for these women, either in this project, or through the design.  Post-colonial theorist 

Gayatri Chakravorty Spivak in her essay, “Can the Subaltern Speak?” addresses the risks 

involved with the privileged westerner who, due to her socio-economic positioning, feels 

she has the right to speak for others of presumed lesser positions, persons who Spivak has 

defines as the “new immigrant, the working class, women, and the post-colonial subject” 

(Morton, 2003, p. 1).  Spivak explains that speaking for others restrains them from being able 
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to speak for themselves and her perspective has proved to be invaluable insight through the 

many process of this project since it addresses the power imbalances involved when design-

ing for a culture of people that is far from my own or what I am familiar with. 

It was difficult to presume with any accuracy the day-to-day realities of refugee new-

comers users, and therefore, I chose not to focus on their struggle and pain, but instead 

investigated the hopefulness and possibility of making connections with others, and used 

the design as a tool for making these connections.

One other precaution surrounding my selected typology has been anticipating the 

extremely diverse group of users that will be taking up residence in this design, as well as 

accounting for each of their cultures, beliefs, experiences, and needs.  For the purposes of 

this project, I have limited my focus to Palestine, Ethiopia, and India, since I was able to visit 

these areas in the fall of 2011.  While this approach is not perfectly accurate, I believe that 

these three locations are diverse enough and provide a wide-enough scope in order to an-

ticipate the various cultural dynamics and user needs that will present themselves through 

this process. 
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In this project, I also assume that all the residents are interested in living very commu-

nal and connected lives. There will, however, be a few residents who keep to themselves and 

would rather not engage with others as often. Since this design places a lot of focus on the 

shared spaces, it does not accommodate these persons as well. 

1.6 RESEARCH METHODS 

Literary Investigation & Analysis

Research methods for my literature review primarily involve qualitative, secondary-

source research methods involving books, articles, and documents.  The literature review 

document was also enhanced through engaging in some artistic sketches and renderings, 

as well as various conceptual art projects exploring some of the theoretical frameworks of 

this project.    

Design Precedent Investigation & Analysis

Methods for undergoing my precedent review involved analyzing various works and 

projects by designers, artists, and architects, which had associations with one or more of my 
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conceptual frameworks or had considerable impact on the development of the programme. 

Design Exploration

 I visited Palestine, Ethiopia, and India in the fall of 2011 where I travelled along with 

my mother who works as the Program Director at the Canadian Lutheran World Relief. This 

opportunity allowed me to engage in primary observational research, exploring the commu-

nities, cultures, and lifestyles of those I have based the design of the transitional residence.  

I have taken in the countless interactions I had with the women in these three countries 

and listened to their tales and experiences. I also proceeded through an in-depth photo-

graphic analysis documenting the fabric of the lives I witnessed.  These travel experiences 

also provided me with the opportunity to explore the literal and metaphorical movements, 

boundaries and contact zones that one might experience while transitioning from one place 

to another.  

 I also proceeded through various conceptual art projects, and model-making activi-

ties that aided in transitioning my theoretical analysis into a tangible design. 
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Site Analysis

The Site Analysis consisted of proceeding through many walks in and around the West 

Broadway neighbourhood. These site-specific walks allowed me to familiarize myself with 

the flow of the area, the attitudes of the people, and the diverse characteristics of the urban 

landscape.  I engaged in observational techniques and proceeded through an in-depth pho-

tographic analysis, filmmaking, and various creative writing exercises. 

Over the two year period I worked on this project, I have also proceeded through in-

formal conversations with many West Broadway community members, including those who 

run the various organizations in West Broadway such as the West Broadway Development 

Corporation, the Soup Bee, the owners of various pawnshops, as well as those that run and 

participate at Art City.  My purpose for these informal conversations was to gain first-hand 

insight into the diverse characteristics that define the West Broadway neighbourhood.   

My research of the Sherbrook Inn involved a tour of the building, as well as a discus-

sion with the owner relaying the history of the building, as well as stories of the individuals 

who presently work, stay, and utilize the hotel’s facilities.  I have also progressed through a 

photographic analysis of the viewpoints that surround the Inn. 
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Programmatic Research

 I visited the Immigrant and Refugee Community of Manitoba (IRCOM) in Winni-

peg where I discovered how refugees new to Winnipeg interact and respond to a tran-

sitional space.  In this visit I gained considerable knowledge about some of the specific 

needs of the women and children refugee residents.  Other research was garnered through 

government websites and surveys regarding the needs of refugee newcomers to Winni-

peg.  The programme was also influenced by Canadian national building code regulations.   

1.7 CHAPTER SUMMARIES 

Chapter 2 – Movements

In this chapter, I explore movement by examining the theories that reflect the vari-

ous shifts and changes in this time of global transition.  I begin my discussion by defining 

some of the more mobile experiences of an increasing migrant culture, and look at refugees 

specifically, as they are forced into lives of transition as they relocate into new cultural land-

scapes. 
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I consult the theory of the nomadic subject and offer a variety of interpretations on 

this subject, including those by poststructuralist scholars, Gilles Deleuze and Felix Guattari, 

and feminist theorist Rosi Braidotti.  I look to other feminist theorists, including architec-

tural theorist Jane Rendell, and feminist thinker Luce Irigaray, examining a feminist read-

ing on movement, and specifically examine their reading of the nomadic angel, a symbol of 

fluidity that is continually connecting peoples and cultures. 

I then transition from discussing movements at a more macro, global scale, to looking 

at the small movements that occur everyday, and at a local level.  I specifically explore the 

transformative power of walking as a means of connecting to people and spaces, and look 

at the path as a means of facilitating these connections, and I explore the design charac-

teristics that encourage such movement and transition through the built environment, and 

demonstrating how the paths, hallways, doorways, and roads, become sites of connection, 

bringing together newcomer residents from around the globe, with other locals in West 

Broadway and surrounding Winnipeg neighbourhoods. 
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Chapter 3 – Boundaries

Within Chapter 3: Boundaries, I consult the works of various theorists who challenge 

traditional conceptions of boundaries through investigating the many different ways a 

boundary can be.

I first begin by considering the real stories of personal challenges at the rigid, and non-

permeable border. Mexican-American feminist writer Gloria Anzaldúa provides countless 

tales regarding the struggles at a rigid borderland that does not accommodate the diverse 

circumstances of the individual.  I also consider the challenges that arise in places without 

borders or boundaries.  Philosopher Marc Augé defines the contemporary problem of the 

“non-place” in which these open and transient spaces that have risen with the speed and 

technology of the twenty-first century has come, unfortunately, with the loss of place. 

Instead of choosing to design a space where boundaries are either present or absent, 

in this chapter, I have looked instead at how I cam implement a design where the boundar-

ies are both present and absent, boundaries that are permeable and can respond to both 

threatening and non-threatening circumstances, rising and falling to accommodate shifts in 

space and time, challenging divisions between public and private spheres. 
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In order to help aid my understanding of this fluid and flexible boundary, I investigate 

works relating to Jacques Derrida’s theory of deconstruction, Jane Rendell’s thinking of 

“both/ and.”  Derrida and Rendell share similar interests of utilizing the concept of decon-

struction as a means of dissolving binary oppositions between two.   I have applied their 

concepts within this project by investigating a boundary that is both flexible and permeable 

and also a permanent and protective, since both qualities are necessary within this dynamic 

space of a home for refugees.  I conclude by looking at two different examples of a boundary 

and how these examples inform the boundaries I have implemented in this design.

Chapter 4 – Contact Zone

In this chapter, I study what happens when people, groups and cultures finally come 

together.  I begin this chapter by outlining the foundations of postcolonial theory as it aims 

for a more inclusive model of representation, as it provides alternative voices to Western-

centric perspectives.  I study the contact zone, a term coined by post-colonial scholar, Mary 

Louise Pratt, as a place of intersections and cross points, of where differences meet.  Pratt’s 

theory of the contact zone acknowledges the many challenges that arise in such a compli-

cated and diverse space, challenges which are also present in this design of this project. 
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I then look at postcolonial theorist, Homi Bhabha, and his theory of hybridity, as well 

as bell hooks’ concept of the margin as a means of exploring the dynamic properties of 

spaces in which cultures collide.  From here, I proceed through an in-depth study of the 

various characteristics that define a postcolonial space, such as that of the contact zone. I 

explore the necessity of the claiming a space, and making one’s own place within it. I also 

discuss the nature of a postcolonial environment that is flexible, accommodating the shifts 

of time and changing through process.  This postcolonial space should also allow for con-

tinual negotiations and re-negotiations to be made between these user groups.  This space 

would also accept difference and mélange by making space for the chaos and confusion that 

arises in space of cultural mixing. By the end of this chapter, I will have explored many at-

tributes of a contact zone, which I have implemented into my design through a celebration 

of intersections and connecting points that form this space of connection between two.

Chapter 5 – Weaving 

Chapter 5: Weaving functions as a resolve to the previous three chapters, acting as a 

transition piece, connecting the theoretical chapters to the designed portion of this proj-

ect, and in this chapter, I demonstrate how I plan to weave together the theories I have 
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discussed in the previous chapters into one final design resolution.  I outline the processes 

of weaving in relation to Chapter 2: Movement, Chapter 3: Boundaries, and Chapter 3: Contact 

Zone and demonstrate how the act of weaving works to bring these concepts together into a 

resolve, informing the design.

Since most, if not all, people have come from a culture with a history of weaving, I also 

discuss how weaving, as an art form, can act as a common ground that establishes a link be-

tween the newcomer residents and the surrounding local community.  In order to establish 

the art of weaving as a common ground in this space, I have programmed for a Textile Arts 

Centre to take place on the main floor of the building.  This specific programme functions as 

a medium through which interested Winnipeg locals will become engaged with the space, 

and where they will meet the newcomer residents, and proceed through various expressions 

of a shared art form together. 

From here on, and moving from a micro to a macro lens, I analyze the many mean-

ings and uses that cloth takes on.  Most specifically, I discuss the significance that cloth-

ing and fabric has for refugee newcomer residents, as well as others living in transition. I 

look at many stories and cultural interpretations of the positive effect that fabric holds and 

conclude that while is a flexible, easily transportable material, it is also heavily laden with 
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domestic associations and therefore acts as a means of transporting this sense of home into 

an unfamiliar place.  I have highlighted both weaving and fabric in this project and design 

so that the residents are encouraged to project the colours and patterns of their own homes 

onto the space.  

Chapter 6 – Precedent Review

Chapter 6: Precedent Review is a study of various precedents that offer a window into the 

design application of the theoretical concepts I have discussed in the previous four chap-

ters. First I look to UN Studio’s Mobius House for demonstrating the connective attributes 

of movement between the interior and exterior, as well as within the interior of the building.  

I then turn to the programmatic precedent of Jane Addams’ Hull-House, an organization 

located in Chicago at the turn-of-the-century, which worked to aid recent immigrants in 

their quest to settle into the new cultural context.  Following this discussion, I turn to Neth-

erlands-based firm, BXCSY’s and their collaborative project Coiled, to demonstrate the 

benefits in finding a common ground between different cultural groups. Finally, I conclude 

this chapter with the work of Dutch designer Petra Blaisse and her firm, Inside Outside.  I 

have selected four projects to analyze: “Movements” exhibition, Toledo Glass Pavilion, the 
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Giardini di Porta Nuova, and Casa da Música in order to demonstrate a well-rounded survey 

of her work and how it has influenced the development of my project. 

Chapter 7 – Design Resolution

In this chapter, I proceed through a discussion and a detailed analysis of my final de-

sign resolution. Since weaving has had a major part in the development of this project, I 

have utilized weaving as the main conceptual approach to my design.  I begin by outlining 

the details and basic structures of a loom since I consider frame of the building to act and 

function as a loom, becoming the foundation and space for which the weaving of peoples, 

spaces, and materials ensue.  From on, I proceed through the design and defining the steps 

I took towards this final outcome.

Conclusion

The concluding portion of this document provides an overall summary of the findings 

as well as the lessons I have learned through engaging in this project.  In this chapter, I also 

outline further areas of exploration and investigation, should anyone in the future wish to 

pursue the typology of a transitional residence for refugee women and children.
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Figure 6. Movement  Between - Walking in Calcutta, India.  Photograph, 2011.

CHAPTER 2: MOVEMENT

34



Introduction

The refugee women and children that will be residing in this transitional residence are 

persons that have been forced into lives of mobility, proceeding along tumulus routes and 

difficult paths. Between leaving their homelands and arriving to the city of Winnipeg, move-

ment has been an essential part of the realities of these newcomers.  Though, even after ar-

riving here, their journey is far from over.  This project, as I have previously established, is 

centered upon the design of a transitional home for these women refugees, who along with 

their children, will need a place to call home while they begin the long process of settling 

in a new cultural landscape. 

Architectural theorist, Stephen Cairns, in the introduction to his book Drifting: Ar-

chitecture and Migrancy, points out a commonly understood dichotomy placed between the 

two different subjects: architecture and migrancy. He explains that most would understand 

these two terms as opposites: “one being associated with the grounded-ness of buildings, 

the constitution of places, and the delimitation of territories, the other with uprooted-ness, 

mobility, and the transience of individuals and groups of people” (Cairns, 2004, p. 1).  He 

concludes that many of the attitudes surrounding routes or rootedness, architecture or 

migration, tend to favour, as he states,  “settlement, stability, and permanence over those of 
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movement, flux, and fluidity” (Cairns, 2004, p. 1).

 The present global condition, however, is one of constant transition, and sociologists 

Stephen Castles and Mark Miller (1993) believe that we are living in what they refer to as 

the “age of migration” (cited in Cairns, 2004, p. 3).  While the concept of migration is not 

new, movement, mobility and transition has become more and more prominent as times 

roll on, and today, affects the day-to-day lives of billions of persons across the globe, includ-

ing those that will be taking up residence in this design.  Due to the eminent nature of this 

major global shifting, I find it relevant to factor these notions of mobility into this project 

and design. 

This chapter therefore proceeds as an exploration of movement and its many attri-

butes, ultimately examining how I incorporate aspects of movement into the design of this 

transitional space, while also looking at how these considerations of movement will affect 

those who reside and interact within the space of this design.

I will explore mobility in terms of the processes that affect migrants and refugees 

as they transition across global frontiers, but will also consider the value of the every day 

movements that happen on a local scale, the movements between people, and between 
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spaces.  I find that these subtler, everyday movements are just as crucial to building connec-

tions in space. 

To frame my discussion, I first look at the postmodern condition of movement and mi-

gration and then proceed into theories surrounding the nomadic subject. Post-structuralist 

philosophers Deleuze and Guattari, and feminist cultural theorist Rosi Braidotti inform this 

concept of the nomadic subject, and I examine their theories with regards to my project.  

I then proceed into discussing the theories of feminist scholars, Luce Irigaray and Jane 

Rendell, namely the concept of the nomadic angel, a mythical symbol whose movement 

facilitates building the spaces between. Finally, I resolve my discussion on the connective 

attributes of walking, as well as the paths and passageways that facilitate these simple ways 

of moving into the spaces of discovery, a space in-between.21  

2.   These ideas were first developed through an independent study course taken with Dr. Rowan Crowe through the Department of   
Women’s and Gender Studies at the University of Winnipeg. 
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2.1 GLOBAL MOVEMENT AND MIGRANT CULTURE

Cairns claims that, “to dwell in these times requires negotiation of increasingly force-

ful flows,” and it is the case that as the world becomes influenced by globalization, it also 

becomes a more transient and fluid place (Cairns, 2004, p. 3).  Present day global exchanges 

have come to challenge the rigid structure of the borderlines that define our nation-wide 

economic, political and cultural systems. Cultural borders have become, as cultural anthro-

pologist Gordon Mathews, states, “porous, with people, goods, and ideas ceaselessly moving 

across societal boundaries” (Mathews, 2008, pg. 47). 

This time of movement and mass-transition has been particularly affected by an ever-

increasing migrant culture, formulated by “the movements of immigrants and emigrants, 

guestworkers, refugees, asylum-seekers, exiles and other diasporic groups,” of persons who 

have either chosen or have been forced to live in a more fluid and fluctuating manner 

(Cairns, 2004, p. 3). Postcolonial theorist Edward Said understands, albeit regretfully, that 

the migrant experience has become the essential symbol of the modern era, stating: 

…surely it is one of the unhappiest characteristics of the age to have produced more 
refugees, migrants, displaced persons, and exiles than ever before in history, most of 
them as an accompaniment to and, ironically enough, as afterthoughts of great post-
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colonial and imperial conflicts  (as cited in Cresswell, 1997, p. 361). 

Statistics claim that now, more than ever, people are leading migratory lives, transition-

ing from one land and place to another (Cairns, 2004, p. 3).  According to the International 

Organization for Migration (2012), there are presently 214 million migrants across the globe, 

this migrant population forming roughly 3.1% of the world’s population, an amount that 

demonstrates a 37% rise in the migrant population in the past two decades (International 

Organization for Migration [IOM], 2012; DeParle, 2010). It is clear that the trend towards 

movement and global mobility will not be subsiding any time soon.

2.2 REFUGEES

Migrant populations have left their homes and homelands to eventually settle into an-

other environment, another community, culture, and landscape. Though, as Cairns explains, 

“migrancy is a term that cannot help but carry with it connotations of traumatic displace-

ment” and it is unfortunate to realize, that the circumstances in which many people migrate, 

and move across borders, are not ones of choice, but rather reasons of extreme turmoil, in-

stances of trauma, exile and war (Cairns, 2004, p. 23).  These are realities of the 15.4 million 
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recorded refugees living in the world today (IOM, 2012). 

Refugees are what Cresswell understands as persons who are “out-of-place,” meaning 

that they are people without home or homeland (Cresswell, 2004, p. 119).  In order to un-

derstand further, I have borrowed this definition of the refugee status as is outlined in the 

Geneva Convention in Tuitt in 1996.  It explains: 

“Owing to a well-founded fear of being persecuted for reasons of race, religion, na-
tionality, membership of social group or political opinion, is outside the country of his 
nationality and is unable, or owing to such fear is unwilling to avail himself of the pro-
tection of that country; or who, not having a nationality and being outside the country 
of his former habitual residence as a result of such events is unable, or, owing to such 
fear, is unwilling to return to it.” (as cited in Cresswell, 2004, p. 119).  

Cultural theorist, Caroline Evans (2011), acknowledges that “unlike travel, which im-

plies a homecoming,” persons with refugee status are forced to depart from their sense of 

home (Evans, 2011, p. 140). Refugees have been forced to depart from their roots, their fami-

lies and cultures, in order to embark upon unsettling routes into entirely new social, political 

and geographical contexts, and the challenges are many. Aside from suffering from effects 

of torture and trauma they may have experienced in refugee camps or in their homelands, 

the women and children refugees settling in this residence will be entering a predominantly 
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English-speaking culture with little to no experience with English.  Without being able to 

communicate effectively, these individuals might encounter feelings of powerlessness and 

the sense of being out-of-place. The women and children newcomers will be departing their 

originating countries where they knew the language, people, and culture, only to become a 

foreigner in the unknown, and feelings of alienation are common outcomes as they begin to 

find their space within a minority culture. 

2.3 THE NOMADIC SUBJECT 

When people move from one cultural landscape to another, it is often the case that 

their difference is met with reservation, and these persons are often forced to remain quite 

separate from the dominant forms of culture in which they enter.  For this reason, I explore 

postmodern philosophers Deleuze and Guattari’s concept of the nomadic subject, since it 

provides a better understanding of the politics of movement that are required for the mi-

grant and refugee experience. 

Deleuze and Guattari find that despite the ever-growing fluidity of the global culture, 

many societies remain heavily rooted in stasis, and this stationary mentality has had a nega-
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tive affect on newly arriving population of migrants and refugees as they settle into the host 

cultures (Cresswell, 1997, p. 367). Cresswell acknowledges this problem, stating that when 

societies emphasize “roots, place and order over mobility and fluidity,” what usually follows 

is an assumption that those who live, or those have been forced into, more transient life-

styles, are then thought to be other, almost seen as a treat to the norm (Cresswell, 2004, p. 

119 – 120).  

In order to give voice to another way of living, and to offer up an alternative to this 

commonly-held sedentarist perspective, Deleuze and Guattari have conceptualized the no-

tion of the nomadic subject (Cresswell, 2004, p. 119). The nomadic subject is a subject that 

is in constant transition, located off the grid of culture, and who refuses to settle into estab-

lished categories.   The concept of the nomadic subject represents the many realities and 

lived experiences of those persons proceeding through more mobile lifestyles, of persons 

who have been uprooted, and have been forced to depart from their sense of home and 

community, often for reasons such as famine or political upheaval. Said explains that the 

model of the nomadic subject acts as a powerful symbol for migrants and refugees since it 

acknowledges the many of the harsher realities that consume the postmodern era, many of 

which involve persons in motion and ‘out-of-place’ (as cited in Cresswell, 1997, p. 362).  De-
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leuze and Guattari explain that the nomad acts as a symbol for difference that suggests an 

alternative way of being and belonging (as cited in Cresswell, 1997, p. 364).  They state that 

the nomadic subject “is an experiment in creativity and becoming, and is anti-traditional 

and anti-conformist in character.  The postmodern nomad attempts to free itself from all 

roots, bonds and identities, and thereby resist the state and all normalizing powers” (as cited 

in Cresswell, 1997, p. 364 - 365) Because the nomadic subject chooses to never settle, be-

cause it exists by travelling along the margins of culture and social order rather than hover-

ing at its centre, it is then also able to be free of the rigid rules and structures that define so-

cial order and the lives of those living in it. Theorist Tamsin Lorraine, in an essay regarding 

the concept of the nomad, explains that the nomadic subject: “privileges difference rather 

than identity, movement rather than stasis, and change rather than what remains the same” 

(Lorraine, 2005, p. 159).  The nomadic subject is meant to challenge the common values set 

in Western-culture, it challenges the foundations of notions such as “the American Dream,” 

of settling in and establishing territory.  

I will state, however, that this model of the nomadic subject cannot begin to scratch 

the surface of the realities of the refugee experience, and I should clarify that the refugee 

women and children residents of this transitional home are not nomads. Deleuze and Guat-
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tari define the nomad as a subject who chooses to be on the move, and to live off the grid.  

The women and children refugees that will reside at this residence will have had little, if 

any, control, over the paths they will have taken before their arrival in Winnipeg.  Many, if 

not most of them, would not have chosen to enter the circumstances that forced them out 

of their homelands and into new territories. 

Cultural theorist, Janet Wolf, also speaks with justifiable concern regarding the dif-

ficult realities of being both a refugee and a woman, criticizing the assumption that the 

nomadic path is available to all migrants and mobile peoples.   She explains that “the con-

sequent suggestion of free and equal mobility is itself a deception” for in reality, she argues 

that “we don’t all have the same access to the road”  (as cited in Cresswell, 1997, p. 378). 

The primary users of this space are women refugees along with their children, and 

49% of today’s migrants are women (IOM, 2012). It is difficult to think of the kinds of reali-

ties that women refugees, in particular, face during their routes of travel, only to emerge in 

an unfamiliar place in which they are forced on another difficult journey of settling into a 

new culture. 
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Though no matter how difficult and unaccepting the roads may be, these women and 

children are forced on the road nonetheless, and what the concept of the nomadic subject 

does, then, is establish new ways of belonging.  It looks to the off-the-beaten path and one 

that is more understanding of the transient realities of these women and children new-

comer residents. 

2.4 ROSI BRAIDOTTI’S NOMADIC SUBJECT

More relevant to this project, however, is the re-interpretation of the nomadic subject 

by feminist theorist Rosi Braidotti.  While Braidotti has been influenced by Deleuze and 

Guattari’s discussions of the nomadic subject, she has re-rooted the discussion of her no-

madic subject upon the foundations of feminist and postcolonial theories and is particularly 

interested in how, as she states, “the axes of differentiation such as class, race, ethnicity, 

gender, age, and others intersect and interact with each other in the constitution of subjec-

tivity...” (Braidotti, 1994, p. 4; Saleri & Braidotti, 2010).  Braidotti’s discussion of the nomadic 

subject essentially highlights how movement, both physical and mental, acts in facilitating 

connections between different people, as well as between people and places.  Jane Rendell, 

a feminist architectural theorist, has been inspired by Braidotti’s ideas and explains that 
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nomadic subject invites into question “new ways of thinking and moving…” (Rendell, 2006, 

p. 151-152).  

Braidotti understands, as Wolf has already illustrated, that the present global environ-

ment is laden with false notions of fluidity and movement, arguing that the “‘trans’ – nation-

al mobility” of the postmodern era has been limited to a select few, usually a predominantly 

male-subject which she defines as “white, heterosexual, educated, able-bodied, speaking a 

standard language, living in an urban center and owning property” (Braidotti, 2008, p. 27; 

Braidotti, 1994, p. 2).  Braidotti is concerned that the implied routes of mobility are not 

open and accessible to all, arguing for, as she states, “cartographies of subjectivity which 

adequately reflect the processes of flows, fragmentation, mutual interdependence, and mu-

tations that mark our era…” (Braidotti, 2008, p. 27). 

In response to this need, Braidotti opens up the concept of the nomadic subject to be 

a more inclusive model, one that focuses on connectivity, movement and exchange rather 

than the self-searching indulgence associated with the traveling nomad.  Braidotti’s no-

madic subject imagines a new reality in which fluidity is accessible to those who may not 

fit the strict categories of the unitary male-subject.  Her nomadic subject invites persons to 

step-out beyond the familiar to delve in new territories, blurring the boundaries between; 
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it works as a mediator that aims to bridge the gaps between different cultures, peoples, and 

worlds; and its purpose is to be exposed to and to take-in surrounding contexts, connect-

ing with difference and diversity, while gaining an acute understanding of these external 

influences (Saleri & Braidotti, 2010). Rendell theorizes that Braidotti’s understanding of the 

nomadic subject relays a “kind of knowingness (or unknowingness) that refuses fixity, that 

allows us to think between or ‘as if’, to articulate another reality” (Rendell, 2006, p. 151).  

While Braidotti’s nomadic subject suggests the action of movement as a means of con-

necting to others, it also calls for a space in-between, a place that allows for freedom and en-

courages originality, since it does not fit into the strict categories of dominant culture norms 

(Braidotti, 1994, p. 5) Rendell acknowledges that thinking “between” through the processes 

of nomadic thinking is especially important for persons, as she states, “concerned with is-

sues of identity and the oppression of minorities,” since it opens up the fields of connection 

and communication between people and cultures (Rendell, 2006, p. 190).

In this project, I am looking at finding new ways of establishing connections between 

different subjects and how they might engage with each other in interior space. I am inter-

ested in studying the ways in which nomadic thought can provide a space of empowerment 

for women, and especially women refugee newcomers.  Braidotti’s re-interpretation of the 
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nomadic subject invites refugees to hold autonomy when entering a new space, a new social 

and political context. The in-between space facilitated through nomadic thinking projects 

an open and liberating tone since it acknowledges other sources of social power and auton-

omy beyond those often presented by dominant, male-western-centric societies. Nomadic 

thinking presents new possibilities for space that promotes gathering, strives for difference, 

and encourages new methods of social behaviour. This space of the in-between is a truly 

creative space because it is open to re-interpretation as a space of diversity, a place in which 

people are encouraged to merge together from different cultural backgrounds (Braidotti, 

1994, p. 5 - 6). 

2.5 FEMINISM: MOVEMENT AND FLUIDITY 

Braidotti’s nomadic subject often focuses more on the mental wandering rather than 

physical act of traveling, as Rendell explains, “Rosi Braidotti’s interest in nomadism does 

not so much describe the nomadic subject as the person who moves from place to place; 

rather, she is inspired by nomadism as a way of knowing that refuses to be pinned down by 

existing conditions” (Rendell, 2006, p. 190).  Here in my practicum project, I would rather 

explore the space where both mental and physical movements are intertwined, with one fa-
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cilitating the other.  I have chosen to investigate both the physical moving towards another, 

as well as the mental wandering that emerges from this process of motion, a process that 

challenges a subject to engage beyond their own self and mind. To be nomadic simultane-

ously involves both attitude and action.  They need to exist together. 

Rendell discusses why having a connection between movement and position is neces-

sary in order to connect with others.  She argues: 

the ability and desire to make connections with new things depends on position. Re-
cent feminism makes a strong argument for understanding knowledge as situated – 
that we know things differently depending on what we are.  First in one place then in 
another, we are both stationary and in motion.  I think it is easier to make connections 
with another when in motion, when you are out of your place (Rendell & Wells, 2001, 
p. 157). 

Rendell emphasizes the importance of movement and how it can facilitate this in-

between space, and in discussing these concepts of fluidity and movement, of this nomadic 

travelling, I want to make it clear that it is not just the refugee women and children that I am 

referring to, but also the Winnipeg locals rooted in the West Broadway neighbourhood.  The 

movement and fluidity I am thinking of is meant to be an exchange between the two. While 

the newcomer residents may have experienced fluid and transitional realities in their recent 
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pasts, I am most interested in exploring the fluidity between and among people, between 

the new Canadians and the local West Broadway neighbours, and between the newcomer 

residents and those that work, participate, and volunteer at the transitional residence. 

This project has an innate focus on women in the sense that it will be primarily run 

and occupied by women, as well as some children, and so I also explore the natural fluidity 

of the connections that can occur between women.  The notion of fluidity is deeply rooted 

in feminist theory. Feminist philosopher, Luce Irigaray, writes: “in me everything is already 

flowing and you flow along too if you only stop minding such unaccustomed motion, and 

its song. [...]”(as cited in Rawes, 2007, p. 40).  Irigaray believes that women are, by their very 

nature, fluid beings.  She acknowledges that fluidity and forming connections is an essential 

aspect of femaleness, an innate power that women hold, no matter their differences or how 

far removed they may be from each other.  In her discussion of Irigaray’s theories, feminist 

scholar, Peg Rawes explains that women are naturally in tune with “the physical materials, 

psychological flows and passages within and between different spaces and desiring indi-

viduals” (Rawes, 2007, p. 39). In this project I have examined ways in which the design may 

facilitate such fluidity, as well as encourage the fluidity of movement and fostering connec-

tions between the users of the space.  
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2.6 THE NOMADIC ANGEL

As I have specified at the beginning of this chapter, Edward Said believes the migrant 

to be the symbol of the postmodern era.  For this project, however, I find that a more appro-

priate symbol is that of the nomadic angel, a commonly held feminist icon, since it encap-

sulates the properties of a truly realized nomadic subject, continually fluctuating between 

space and between people. I explore these concepts of the nomadic angel, this mythical 

being, since its main purpose is to promote connections between women, and to facilitate 

this space in-between. 

The ephemeral being of the angel is a revered symbol to Irigaray especially, and Rendell 

discusses Irigaray’s understanding of the angel and its movement as being able to formu-

late an in-between space. Both Irigaray and Rendell, as well as others before them, believe 

the angel to be as a symbol of transfiguration, and much of their research relates closely to 

Braidotti’s theories of the nomadic subject.  The angel, much like the nomad, is constantly 

in motion, “wandering with no fixed habitat,” forever connecting one to another (Rendell 

& Wells, 2001, p. 136). In engaging these transitions and exchanges, the angel works to fa-

cilitate interactions and to build relationships between people, working, as Rendell states, 

“creating a web of connections” (Rendell & Wells, p. 153). 
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Rendell explains that Irigaray sees the figure of the angel as holding the potential of 

an emancipated and truly realized all-female subject (Rendell and Wells, 2001, p. 152 – 153). 

Irigaray speaks directly about the fluid properties of the angel and how through the action 

of movement, the angel is able to re-imagine women’s role in both space and time as well as 

re-configure connections between subjects by reanalyzing social positions.  Irigaray states: 

the angel is that which unceasingly passes through the envelope(s) or container(s), 
goes from one side to the other, reworking every deadline, changing every decision, 
thwarting all repetition. They speak like messengers, but gesture seems to be their “na-
ture”. Movement, posture, the coming-and-going between the two (as cited in Rendell 

& Wells, 2001, p. 152). 

Rendell and Irigaray both agree that traditional phallocentric modes of thought, space 

and action have purposefully inhibited women from realizing their full “angelic and/ or 

nomadic status” (Rendell & Wells, 2001, p. 152 – 153). Rendell explains that by realizing 

women’s role in terms of the fluid processes of the angel, that women are given a “utopian 

position,” since the angel works, “to imagine new possible relations that women might have 

with space” (Rendell & Wells, 2001, p. 152 – 153).  She proclaims that the cause for concern 

against the symbol of the angel is that it acts as a reprieve from the culturally invasive sym-

bol of the phallus, that “rather than cutting through, [the angel] goes between and bridges” 
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(Rendell & Wells, 2001, p. 153).  

This vision of the angel as it “goes between and bridges” is, I believe, the angel’s most 

important quality, since, in its movement, the angel creates an in-between space, a point of 

intersection between two, a place for cultural exchange, and for understanding new social 

renderings (Rendell & Wells, 2001, p. 152).  Rendell discusses the importance of the “be-

tween,” believing that it acts as “a way of imagining these exchanges as new occupations of 

space.  The ‘between’ is offered to us as a place of transformation” (Rendell & Wells, 2001, 

p. 152).  It is one of my goals in this project, to design an in-between space, a place of con-

nection between the women residents and the surrounding community of West Broadway 

and Winnipeg. 

2.7 WALKING THERE 

Discussions of both the angel and the nomadic subject demonstrate that movement 

is the key and essential factor in order to access this in-between space.  In order to further 

develop the notion of movement in this space, I would like to focus on the act of walking, a 

kind of movement that is subtle and accessible to many, if not most, of those both residing 
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in the transitional residence and living in and around West Broadway. 

Rendell speaks of the emancipatory effects of walking, claiming that walking acts as 

a means of discovery since the slow and methodical process offers repeated encounters of 

different persons, places and things (Rendell, 2006, p. 190).  She explains: 

Through the act of walking new connections are made and remade, physically and 
conceptually, over time and through space.  Public concerns and private fantasies, past 
events and future imaginings, are brought into the here and now, into a relationship 
that is both sequential and simultaneous.  Walking is a way of at once discovering and 
transforming the city; it is an activity that takes place through the heart and mind as 

much as through the feet. (Rendell, 2006, p. 190) 

I agree with Rendell in that the act of walking can be transformative.   Since walking 

occurs at a slow and deliberate pace, it allows for mental connections to be made between 

things, places and persons seen, felt and heard.  Rendell explains that walking allows for 

all of these actions and events to merge together at once.  A person walking on foot has the 

opportunity to take notice, where as, at the speed of a car, a person takes notice only after 

the moment has past. 

54MOVEMENT | Walking There



West Broadway is a heavily trodden area with 23.4% of the areas locals using walking 

as a primary means of transportation, and many of the newcomer residents will also be 

walking to get from one place to another (City of Winnipeg, 2006, p. 11; Carter, 2008, p. 76).  

Therefore, I acknowledge the processes of walking as a design characteristic in this project 

with the goal of facilitating movement between.  I want to utilize the transitional action of 

walking as a means of discovery between both self and other, between people and space, and 

between thinking and moving. 

2.8 PATHS

Since the design of this transitional interior engages in the movement and fluidity of 

walking, I plan on implementing a sense of flow throughout the design. In order to do so, I 

have imbedded passages and pathways within, between, and beyond the boundaries of the 

building in order to continue this sweep of movement from the outside to the inside, and 

from the inside to the outside.  Luce Irigaray speaks of the importance of paths to facilitat-

ing this space in-between, stating:

But there is also a path, no doubt made in the image of the conduit, neck, passage, 
corridor which goes up (or rather would go down) out of the cave toward the light of 
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day, toward the sight of the day…Of the path in between. Of the ‘go-between’ path that 
links two ‘worlds’, two modes, two methods, two measures of replicating, represent-
ing, viewing, in particular the sun, the fire, the light, the ‘objects,’ and the cave. Of this 
passage that is neither outside nor inside, that is between the way out and the way in, 
between access and aggress. This is a key passage, even when it is neglected, or even 
especially when it is neglected, for when the passage is forgotten … it will [ ... ] sustain 

the hardening of all dichotomies [ ... ]  (as cited in Rawes, 2007, p. 36 – 37). 

As Rawes explains, Irigaray believes that these paths and passageways “link space with 

time in the movement between interior and exterior spaces” (Rawes, 2007, p. 37). In this 

project, I have also designed the paths so that they transition in and out of the residence, 

activating the spaces between the interior and the exterior.  I have planned that the main 

floor of the building, the most public gathering space, invites this fluidity of movement, as if 

the main floor has no exterior walls and instead functions as main thoroughfare of the street 

and neighbourhood, so that when walking down the street towards the corner of Sherbrook 

Street and Westminster Avenue, a person might feel included to walk right through the 

interior of the building.  Inside a user would have the opposite effect, of being pulled out, 

into the community.  

The space is organized in a way that paths become gathering places in which people 

intersect, and where relationships can be formed. 
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Conclusion

In this project, I have designed a space that considers both roots and routes.  I have 

designed a residence, an environment that is built to last, that is meant to grow deep roots.  

Yet, I have also designed a transitional space, a place for individuals whose lives are in 

transition, persons who have lived more mobile realities, traveling across lands and oceans 

before their arrival in Winnipeg.  

In this chapter, I have investigated this balance between movement and stasis, between 

architecture and migrancy. Often thought of in dichotomy, these two come together in this 

project to provide a space that can help the newcomer refugees recover from their past 

journeys while preparing them for their future ones.  My design, its facility and structure, 

is a rooted, and yet, this space is very transitional.  The residents are not meant to settle-in 

indefinitely, they are meant to move on, to find new homes, to make new roots, or take on 

other routes. 

Poet Gertrude Stein has elegantly stated “it’s great to have roots, as long as you can 

take them with you” (cited in Braidotti, 1994, p. 1). This quote from Stein acts as a summary 

for my intent with this project, which is to design a space with roots that is also able to travel 
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forward and onward, along with those who pass through. In order to understand these two 

topics in conjunction, I considered theories that celebrate processes of movement such as 

that of Deleuze and Guattari’s nomadic subject as well as Rosi Braidotti’s more inclusive in-

terpretation of it.  I have also explored the various feminist theories, namely of Luce Irigaray, 

unraveling the unique feminine processes of movement and fluidity, as well as the nomadic 

angel, the ultimate symbol of feminine transition.  Finally, I have resolved the chapter by 

exploring simple acts of movement that occur everyday, such as walking, as well as paths, 

the distinct aspects of the built environment that facilitate such subtle but important move-

ments.  I have explored these ideas so that this designed environment, while being a sta-

tionary and rooted place, can be a space that also encourages and embraces movement and 

transition, to and between all peoples. 
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Figure 7. A Dynamic Boundary - The fluid fabric walls of a home in India.  Photograph, 2011.

CHAPTER 3: BOUNDARIES
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Introduction

A discussion of the processes of movement and migration would not be complete 

without also looking at boundaries.  With flows also come pauses, and these two have for-

ever been interrelated, for as cultural theorist James Clifford explains, “the concrete pre-

dicaments denoted by the terms border and diaspora bleed into one another” (Clifford, 

1994, p. 304).  

Boundaries of the built environment play an important role in providing enclosure, 

safety and security from the outside world.  Walls are elemental to the structure and organi-

zation of space, but they can also carry unwanted implications.  With physical barriers, come 

social restrictions.  Walls hold, protect, and enclose, but they can also segregate and confine.  

Women and children refugees fleeing their homelands have often encountered barri-

ers both in a real and a metaphorical sense, enduring extreme hardship and turmoil before 

finally arriving at their new home.  In order to feel nurtured and be able to regenerate, these 

persons need to be upheld by an environment that offers much more than protection from 

the elements.  They need to reside in a place that promotes the fostering of connections 

between them and their new community. 
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In this chapter, I challenge common perceptions and definitions of boundaries by 

asking key questions such as: What defines a boundary?  What are its purposes? Can a 

boundary be more than one-dimensional, solid, physical force that separates one from an-

other? Theorist Peg Rawes in an analysis of Luce Irigaray’s theories argues that “our spatial 

experiences and relationships with other people can be reconfigured into fluid, permeable 

boundaries, rather than discrete finite spaces” and in this chapter I investigate the various 

layers of permeability that can be attributed to a boundary (Rawes, p. 34).  

The women and children refugees that will be staying at this transitional residence 

need a boundary that is two-fold, one that responds to time, touch and circumstance.  They 

require a boundary that provides the sense of enclosure and protection from elements of 

the exterior world, but also one that opens up into the spaces of experience, allowing for 

interpersonal and intercultural relationships to be made both through and beyond their 

physical confines. 

In this chapter, I will first be looking to the stories and experiences of those, such as 

those of Gloria Anzaldúa, who have suffered the negative effects of life at the border, and 

borderlands.  I then continue to move back and forth between the many layers that I be-

lieve a boundary can have, looking at Jacques Derrida’s theory of deconstruction and the 
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dismantling of binary oppositions, and then proceeding into Gilles Deleuze’s theory of the 

fold, which promotes the boundary as a surface that, rather than remaining upright and 

static, bends and folds to open up between the sides it separates.  Finally, I conclude with 

discussions that oscillate between two different kinds of boundaries, one thick and one thin, 

looking at the benefits and constraints of both.  

I want to understand all of these characteristics of the boundary so that I will be better 

equipped to design the boundaries in the dynamic context of a transitional residence for 

refugee women and their children and so what follows is the exploration of a boundaries 

that offer more. 

3.1 BOUNDARIES & BORDERLANDS 

Just as there are challenges along routes, as I have defined in the previous chapter, there 

also lay many complications located at the boundaries and borderlands, such geo-political 

spaces that are set-up between one land and culture, and another.  Cultural geographer, 

Susan Friedman, states in her book Mappings: Feminism and the Cultural Geographies of 

Encounter, that this complex space of the border is one of “hybridity and struggle, policing 
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and transgression,” and is a place that is not openly accessible to everyone (Friedman, 1998, 

p. 93). Boundaries and borderlands have been catered to the same demographic as those fol-

lowing along the routes traveled, a predominantly western-male demographic, and do not 

easily facilitate the comings and goings of those who do not fit the strict categories of this 

mold (Friedman, 1998, p. 97). 

There are numerous stories that reflect the experiences of border crossings of such 

persons who do not meet the necessary socio-political qualifications and such a story be-

longs to late feminist cultural theorist, Gloria Anzaldúa, who in her book, Borderlands/ La 

Frontera: The New Mestiza, describes her experiences of living at the United States (Texas) 

and Mexico border. Being Mexican, a woman, and a lesbian, Anzaldúa’s unique experience 

did not comply with standardized border requirements.  For Anzaldúa, the boundary-line 

in front of her is neither fluid nor forgiving and she writes of the painful experiences she 

suffered at the helm of the rigid frontera, the U.S. – Mexico border, which she states, is de-

fined by “hatred, anger, and exploitation” (cited in Friedman, 1998, p. 97).  She poetizes her 

understanding of this searing experience at the borderlands: 
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 1,950 mile-long open wound
  dividing a pueblo, a culture,
  running down the length of my body,
   staking fence rods in my flesh,
   splits me  splits me
    me raja me raja
   This is my home
   This thin edge of
    barbwire.

       (cited in Friedman, 1998, p. 97)

Anzaldúa was not accepted in either Mexico, or the United States, and her poem speaks 

of the pains of her being caught between two worlds and cultures, of the literal splitting of 

the body at the helm of the border (Friedman, 1998, p. 97). In a response to this physical and 

emotional rifting, Anzaldúa uses the term, la mestiza, a Spanish expression, meaning “torn 

between two ways,” in order to personify the negative effects of being forced to split one’s 

cultural identity between two, writing: “Cradled in one culture, sandwiched between two 

cultures, straddling all three cultures in their value system, la mestiza undergoes a struggle 

of flesh, a struggle of borders, an inner war” (Anzaldúa, 2010, p. 254). 

The borders and boundaries that face la mestiza are not fluid enough to accommodate 

her desire to relate to both cultures at once. Instead, she is forced to choose one or the other, 
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but this choice, in the end, leaves her with nothing. This splitting into two is the effect of a 

border that does not accommodate the different and distinct circumstances of the individu-

al; these are political and physical border systems that do no budge, do not give way to, nor 

account for the diverse realities of the many migrants and refugees transgressing borders 

today.  Anzaldúa reacts to these unyielding and impermeable boundaries, and instead, asks 

them to be reconsidered, stating: 

In perceiving conflicting information and points of view, she is subjected to a swamp-
ing of her psychological borders.  She has discovered that she can’t hold concepts or 
ideas in rigid boundaries…Rigidity means death.  Only by remaining flexible is she 
able to stretch her psyche horizontally and vertically.  (Anzaldúa, 2010 p. 253)

At this point, it is good to ask, as architectural theorist Iain Borden does, “so what is 

the boundary?” (Borden, 2006, p. 51) What are the purposes of boundaries, what are they 

meant to do? What do they actually do?  Borden has turned to sociologist, Georg Simmel, 

for an understanding of a boundary, who believes that a “boundary is not a spatial fact with 

sociological consequences but a sociological fact that is formed spatially” (cited in Borden, 

2006, p. 51).  What I believe Simmel is stating here, is that boundaries are much more than 

their physical characteristics. They are more than tall walls and thick barricades, but are 

instead, the underlying order of rigid political power systems. Boundaries are most often 
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used as symbols of power and control and the Separation Wall between Israel and Palestine 

comes to mind as a boundary that is the physical manifestation of a rigid political system 

refusing to understand life on the other side.  Having walked along both sides of the Sepa-

ration Wall in September 2011, I was able to see, first hand, the negative consequences that 

such a boundary can have in delineating differences between persons and cultures (Figures 

8, 9). 
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Figure 8. The Separation Wall in Bethlehem, Palestine.  Photograph, 2011. Figure 9. The Separation Wall in Bethlehem, Palestine (Detail).  Photograph, 2011. 
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These boundaries only set limitations and rarely accommodate the complexity of needs 

attributed to individual experience and Borden acknowledges that boundaries only amplify 

socio-political divides between cultures, making, as he states, “social orders more concrete, 

more intensely experienced” (Borden, 2006, p. 51).  But what if boundaries had the ability 

to do the opposite and challenge these social-political structures?  What if boundaries were 

able to facilitate social and cultural connection, rather than elicit cultural divides? Anzaldúa 

calls for the reconsideration of boundaries, and their implied social orders, to be more flex-

ible, more diverse and accommodating.  In my design, I have considered a more interactive 

and permeable boundary, one that prompts conversation and interaction between people 

and cultures, dissolving dichotomies between the two sides. 

3.2 THE OTHER SIDE 

In order to understand this flexible and dynamic boundary, and its ability serve pur-

pose in more than one way, however, I also examine the need for a boundary that is closed, 

rigid, and structural.
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Contrasting slightly from the above beliefs that boundaries should be open and ac-

cessible are the thoughts of modern philosopher, Marc Augé, who has concerns that the 

contemporary global context is becoming a place without boundaries or “frontiers” as he 

calls them.  Augé has argued in this time of movement and exchange, that boundaries are 

indeed becoming fewer and fewer, and with these receding boundaries, also comes a loss of 

personal and cultural identity, and the loss of a sense of place (Augé, 2008, p. ix). 

Augé questions whether ridding the contemporary world of frontiers really is the solu-

tion to finding intercultural connections and rather suggests that designers not forget the 

necessary and positive attributes that boundaries can hold. He explains that “a frontier is 

not a wall, but a threshold… our ideal ought not to be a world without frontiers, but one 

where all frontiers are recognized, respected and permeable; a world, in fact, where respect 

for differences would start with equality of all individuals, independent of their origin or 

gender” (Augé, 2008, p. xiv, xv). Augé understands that frontiers and boundaries should be 

flexible enough to accommodate a variation of needs that presents itself in the day-to-day, 

but that boundaries should be neither too closed, nor too open.  He believes that boundar-

ies should encompass a mixture of both structure and fluidity so that cultural and personal 

identity may remain preserved, but that connections between two can still be made. 
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Boundaries are important to refugees as they transition across lands, and I believe that 

the boundaries Augé promotes are essential to a healthy transition into a new culture. Such 

boundaries are able to establish territory and build the personal territories that refugees 

need in order to establish their sense of place in a new environment. Stephen Cairns, in 

reference to the processes of migrant life, makes an important distinction between refu-

gees and the freewheeling nomad that I defined in the previous chapter.  He explains that 

in contrast to the nomad, the main goal for refugees is resettlement, to establish personal 

territories, and to create a sense of place in a new context (Cairns, 2004, p. 2).  The refugee 

women and children arriving in Winnipeg share this aim of settling into a home and finding 

their own personal space of belonging. 

The need to have a home, to create territory, is an innately human attribute. Humans 

are intrinsically territorial beings, and have a natural tendency for establishing boundar-

ies of safety and security around themselves (Lorraine, 2005, p. 161).  French philosophers 

Gilles Deleuze and Félix Guattari understand that physical boundaries are an essential 

aspect to the identity of place, and in establishing this place called home. In A Thousand 

Plateaus, they state: “Now we are at home.  But home does not preexist: it was necessary to 

draw a circle around that uncertain and fragile centre, to organize a limited place” (cited in 

70BOUNDARIES | The Other Side



Frichot, 2005, pg. 61). They claim that the lines drawn around the home are what begin to 

define it as one, and that boundaries are needed in order to establish this particular place.

The boundaries defining the home are not always physical, however, but can be mental 

and implied boundaries as well. Boundaries such as these are ones that people carry along 

with them in order to project the comforts of home onto unfamiliar territories and situ-

ations. Deleuze and Guattari discuss these implied boundaries through the example of a 

child and his or her desire to transport the mental spaces of home into places and instances 

in which they become fearful.  They explain:

A child in the dark, gripped with fear, comforts himself by singing under his breath.  
He walks and halts to his song.  Lost, he takes shelter, or orients himself with his little 
song as best he can.  The song is like a rough sketch of a calming and stabilizing, calm 
and stable, centre in the heart of chaos (cited in Lorraine, 2005, p. 162). 

In this example, the child re-establishes himself in the context of these implied bound-

aries of home by proceeding through a set of familiar routines and habits that brings him 

comfort.  He invents the space of a personal territory that surrounds him during these mo-

ments of uncertainty. 
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Children are not the only ones who do this, but many of us find a way of transporting 

this sense of home into public, and into unfamiliar places – plugged-in and listening to an 

ipod full of music; a warm travel mug filled with a favourite tea – these items and activities 

bring the essential boundaries of home out into the public realm.  We do this is because we 

need the boundaries of home.  They are necessary for protection from harm and the ele-

ments, as well as the self-preservation of personal identity. Deleuze and Guattari believe the 

home to be a place in which, as they state, “the forces of chaos are kept outside as much as 

possible…” (cited in Frichot, 2005, p. 64).  The home should be, and hopefully is, a safe place 

to be.  

This transitional residence functions as a temporary home to the refugees, and it must 

feel like a home, even though it is temporary. It must offer the space of safety and security, 

while also allowing the residents to seek necessary comforts as they proceed to settle into 

their new cultural environment.  Beyond the exterior walls of this home, the resident users 

will be confronted with moments of resistance and unfamiliarity.  It is essential, then, that 

this residence is a safe, comfortable, and familiar space for the residents to be, that it func-

tion as a hub, and a place of refuge from the uneasy exterior terrain.  
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3.3 THINKING “BOTH/ AND”: RE-INTERPRETING THE BOUNDARY 

Though, as I already have indicated, a one-sided and one-dimensional boundary is not 

sustainable for the formation of intercultural connections and theorist, Tamsin Lorraine 

acknowledges that, “in addition to creating a space that allows one to sustain the comfort-

ing rhythms of familiar places, one must also be able to confront the new” (Lorraine, 2005, 

p. 162).  As the designer of this project, I have chosen to celebrate the notion of a boundary 

that is safe and secure, while also flexible and permeable, one that invites movement and 

exchange between individuals. I do not want the varying characteristics of a boundary to lie 

in dichotomy and oppose one another. I rather think of boundaries as multifaceted, open to 

interpretation, and continually shifting as external circumstances present themselves.

In order to introduce such flexibility to the borderland, Anzaldúa claims there must be 

an end to the common problem of thinking in terms of binaries.  In challenging this kind 

of thinking, I examine the theories of French philosopher, Jacques Derrida, and his writings 

on deconstructionism, since they are essential to the objective of dismantling binary terms 

(Friedman, 1998, p. 97). 
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The theory of deconstruction functions as a means of questioning and   analyzing 

text until it has been entirely dismantled of its meaning, until the text is, essentially, de-

constructed. Derrida’s concept is founded upon a critique of binary terms, where Derrida 

points out that two terms used in opposition often acquire hierarchical value, with one 

term being valued more than the other - urban/ rural; male/ female; local/ foreign and so on 

(Abrams, 2005, p. 58; Rendell, 2006, p. 9).  In binaries, the first term is considered superior to 

the second term, and the hierarchies between the positioning of these two terms is largely 

determined by socially constructed codes (Abrams, 2005, p. 58; Rendell, 2006, p. 9).  Derrida 

instead proposes that the order of these terms be reversed so that readers become aware 

of the implied social coding and begin to neutralize the terms, seeing them more as equals 

rather than opposites (Abrams, 2005, p. 58; Rendell, 2006, p. 9).  Anzaldúa discusses how 

Derrida’s theory of dismantling binaries can aid in the discovery of a more fluid and flexible 

border at la frontera.  She writes:

The answer to the problem between white and race and the colored, between males 
and females, lies in healing the split that originates in the very foundation of our lives, 
our culture, our languages, our thoughts.  A massive uprooting of dualistic thinking in 
the individual and collective consciousness is the beginning of a long struggle, but one 
that could, in our best hopes, bring us to the end of rape, of violence, of war (Anzaldúa, 
2010, p. 256).
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Anzaldúa acknowledges that there are more perspectives and experiences than just 

one and provides the opportunity to experience something in the middle, something in-be-

tween.  Feminist architectural theorist Jane Rendell also believes in the concepts of decon-

struction and finds the critique of binary terms to be an opportunity for new conclusions 

to be made regarding the relationship between two subjects. Instead of thinking as “either/

or” as has been tirelessly done before, Rendell recognizes that there can be the thinking 

of “both/ and” – of thinking “between” (Rendell, 2006, p. 9). Rendell celebrates this notion 

since instead of cutting one off from experience, it allows for, as feminist writer, Diam Elam 

has stated, a continuous “oscillation between possibilities” between individuals of differ-

ence (Rendell, 2003, p. 225). 

Thinking in terms of deconstruction, Derrida has challenged us to try to look at a sub-

ject in a new way.  He encourages that persons revisit their understanding of a subject, to 

try to comprehend it for more than it is commonly perceived to be, to look at the nature of 

this subject and question its application, meaning and significance.  Anzaldúa has done the 

same with her re-interpretation of the mestiza: “Soy un amasamiento, I am an act of kneading, 

of uniting and joining that not only has produced both a creature of darkness and a creature 

of light, but also a creature that questions the definitions of light and dark and gives them 
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new meanings.” (Anzaldúa, 2010, p. 257)  She re-establishes her identity in the context of 

“both/ and”, of being both American and Mexican.  She worked to merge her two identities 

together, rather than having them forever remain separate.  

Unfortunately, however, much of our built environment makes such connections diffi-

cult, since it is commonly set up to preserve these delineating oppositions.  Boundaries have 

continually played a role in protecting these contrasts.  Walls and barricades are repeatedly 

drawn, separating the two, and preventing the opportunity of genuinely shared and cultur-

ally diverse experiences. 

Architectural theorist, Adrian Forty in his preface to the book, Strangely Familiar, ac-

knowledges however that designers should not rely too heavily on previous conceptions of 

the built environment because these elements are always in flux, changing constantly.  He 

argues that architecture can also be deconstructed, since it “is not made just once, but is 

made and remade over and over again each time it is represented through another medium, 

each time its surroundings change, each time different people experience it” (cited in Bor-

den, 2006, p. 50).  Even the structural elements of the built environment can be challenged 

and have the flexibility to take on new meanings and associations as long as the surrounding 

circumstances continue to change.  
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Just as Anzaldúa is able to reinvent her positioning at the border, so can designers 

question their understanding of boundaries, and in this project, I look at the many different 

ways a boundary can be by re-analyzing the use of physical boundaries and their metaphori-

cal associations.  I believe that boundaries are necessary for political, environmental, safety 

reasons, but that boundary can also be much more than a physical barrier.  It does not need 

to be relegated to its traditionally assumed function - of dividing and separating. It can also 

invite in and encourage connections between one space, person, and another.  A boundary 

does not need to be one-sided, but it can be both open and closed, both rigid and flexible, 

fluctuating as the environmental circumstances change, while absolving the common op-

positions placed between people and cultures.  

Friedman discusses the possibility of such a border, one that demonstrates many pos-

sibilities for instigating a mutual exchange and connection between two subjects or two cul-

tures, and speaks of a more dynamic boundary, one that presents “an open-ended process, 

continually crisscrossing all kinds of borders, rather than the closed production of a model 

that sets up boundaries around human territories of experience” (Friedman, 1998, p. 102).  

Friedman emphasizes that boundaries not be static, but instead fluid and easily influenced, 

with an ability to rise and fall, accommodating the distinct and varying needs of the users 
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groups.  She believes in a dynamic borderline where boundaries are both present and ab-

sent, permeable and semi-permeable, and where boundaries are continuously in flux. She 

finds, on the one hand, that a prominent boundary is essential since it protects the forma-

tion and preservation of cultural identity.  On the other hand, she believes there is a need 

to eliminate boundaries in order to connect with difference and the world beyond, forming 

a transient space of “permeable borderlands of exchange, blending, and transformations” 

(Friedman, 1998, p. 154).  

Friedman speaks to the benefits of this fluid boundary line, and how it establishes an 

in-between place, a space in which groups and cultures are free to mingle and form rela-

tionships. She states, that in this space: 

the borders between individuals or groups are not so fixed and function rather as a 
permeable borderland of cultural traffic where differences mingle, blend, and form 
new ways of being based on imitation and adaptation of the other.  Such a borderland 
has the potential to be the site of connection and reconciliation, however ephemeral 
(Friedman, 1998, p. 156).

In this design project, I have explored a variety of different sorts of boundaries in or-

der to promote this flexible in-between space that Friedman refers to.  In order to design 

a fully functioning in-between space, the boundaries need to be both present and absent, 
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fluctuating depending on need.  The boundaries in this space are meant to change along 

with the users as they live their day, and are heightened in the more private residential ar-

eas, and minimized in public gathering spaces. They are meant to protect the users identity, 

while also encouraging users to engage with others.

3.4 BOUNDARIES: TWO EXAMPLES

In order to understand the many possible versions and understandings of a bound-

ary, I would like to turn to two interpretations by two different theorists, Wolfgang Meisen-

heimer and Iain Borden.  

Meisenheimer offers a critique of transparency, of boundaries that have been whittled 

down to nothing, and instead favours thicker thresholds between the indoors and out, since 

these thicker edges also act as in-between spaces, active places in which people like to 

gather (Meisenheimer, 2011, p. 628).  Borden, on the other hand, presents a critique of thick 

edges for containing socio-political overtones of power and control. He then contrasts this 

thicker boundary in favour of a thin and permeable one (Borden, 2006, p. 50).  While these 

theorists present two different interpretations of an edge, I find both perspectives are valu-
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able to the development of the boundaries in my design. 

3.4.a In Favour of a Thick Edge

Whereas many architects and designers favour thinning out the boundary line until it 

is virtually dissipated to a point of complete transparency, architect and theorist Wolfgang 

Meisenheimer believes that architects and designers should revisit the benefits of a thicker, 

more defined edge. He discusses the boundary in depth: 

The body of the building has a crust, a zone where the inside and outside meet, a zone 
of contradiction…This zone might be called the ‘conversational zone’ of the architec-
tonic language, in which the demands of the environment are accepted or rejected, in 
which decisions are made as regards entering or not entering, in which one behaves 
in an exacting manner or with reserve, hurriedly or with due thought and reflection 
(Meisenheimer, 2011, p. 627).

Meisenheimer believes that the space of the edge holds necessary human functions 

and meanings which are overlooked in the plight for “physical-spatial plasticity” (Meisen-

heimer, 2011, p. 627).  He voices concern over past and recent trends in design that have fa-

voured transparency to the point where boundaries no longer exist, and believes that these 

thin boundaries have come at a cost to the many experiences that can be held at a building’s 
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edge (Meisenheimer, 2011, p. 627, 630).  

Rather than letting boundaries diminish into thin air, Meisenheimer promotes a thick-

er edge, which he refers to as, “interiors of the second order,” claiming that in rendering a 

carefully considered edge, designers are in fact establishing this sought after in-between 

space that merges the interior with the exterior (Meisenheimer, 2011, p. 629). He explains: 

“before the actual entry into the interior of a space we need to linger for a moment.  When 

we step out into the open we wish still to feel the protection of the house for an instant” 

(Meisenheimer, 2011, p. 628).  

This thick architectural boundary, this “half-protected, half-exposed” space, as Meisen-

heimer refers, contains the aspects of both reaching out, while still remaining protected, 

that I am interested in applying in the design of this project.   It is a space that encourages 

encounters of the unknown among the comforts of the familiar (Meisenheimer, 2011, p. 628).  

Meisenheimer demonstrates that the boundaries of a building actually function to create 

place, that these thick architectural edges transform into functional spaces of activity and 

encounter, pivotal spaces between the interior and the exterior.  
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A thick boundary contains enough physical definition transform into places of min-

gling and gathering. Its depth allows the place for living at the edge, spaces that allow users 

to think both inward and outward at the same time.  Meisenheimer speaks of spaces such as 

“the charm of deep jambs, of staggered thresholds, of ante-rooms and ‘sluices,’ of niches in 

the wall and seats by the window…” (Meisenheimer, 2011, p. 628).  These spaces encourage a 

clamoring of activity and children’s play but are also work as the quiet spaces of introspec-

tion made use by everyone, at any age (Meisenheimer, 2011, p. 629).  Meisenheimer acknowl-

edges that these areas hold deeply humanistic functions, and are the places in which, as he 

states,  “people were served, observed, watched over, and shadowed” (Meisenheimer, 2011, 

p. 629).

Though this transitional residence engages in the fluidity of movement between 

boundaries, I have also implemented spaces with thicker edges, in which the residents may 

comfortably linger in the face of the world outside.  I have established thicker edges such as 

benches and deep windowsills on both the interior and exterior sides of the building, mak-

ing them long and abundant, so that relationships can begin to flourish in this in-between 

space. 
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3.4.b In Favour of a Thin Edge

To contrast Meisenheimer perspective of the thicker architectural border, I would like 

to turn to the thoughts of architectural theorist Iain Borden who exemplifies how these 

thick edges become abusive when used as social-political controls to divide and control 

people.  In his chapter, “Thick Edge: Architectural Boundaries and Spatial Flows,” Borden 

discusses a thick edge located on the lot of the Holy Trinity Church in London, a place that 

accidentally became a resting point for homeless living in the area (Borden, 2006, p. 49).   

When the Holy Trinity Church was eventually sold to a local Post Office, the new 

owners attempted to establish their territory and rid the area of the homeless persons by 

erecting a thick edge, five-meters deep, and three-meters high (Borden, 2006, p. 49).  Borden 

believes that this oppressive boundary functions, as he argues, in “shutting off the semi-

public stage set from the street and passers-by,” complete with “edge-hardenings” that make 

it virtually impossible for anyone to sit, sleep, or rest (Borden, 2006, p. 49, p. 51). 

Borden acknowledges that such ominous architectural boundaries, “have social effects 

which cannot be denied” (Borden, 2006, p. 50).  The power that the built environment can 

hold over the persons and their actions, in this particular case of kicking out the supposed 
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unwelcomed and even welcomed people, is disconcerting, and Borden speaks of such trou-

bling effects: “they have constructed a boundary of exclusion, a brutally frontal relation 

which physically repels the unwanted and the unwashed.  It is the architecture of separa-

tion” (Borden, 2006, p. 50). Borden believes that the purpose of implementing a boundary 

such as this is purely a conscious attempt “to keep architecture as things, and space as the 

distance between objects” (Borden, 2006, p. 50).  In having walked along the Separation Wall 

in Bethlehem, and in speaking to the residents that live under its shadow, I am aware of the 

damage that boundaries can have on the human psyche.  Borden raises this issue that the 

mental limitations associated with such edges are often stronger than the physical ones.    

Borden examines other architectural boundaries in relation to the “thick edge” of the 

Holy Trinity Church, seeing if other boundaries can function as boundaries without project-

ing rhetorical messages of power and control.  He looks at the boundaries that define the 

edges of London’s Broadgate neighbourhood (Borden, 2006, p. 53).  These boundaries, or 

‘Go-Between-Screens’ as they are referred, function as boundaries in the sense that they 

provide the “usual boundary control – open during daytime and closed at night” (Borden, 

p. 53).  However, even when closed at night, these screens still feel open, and Borden cred-

its the carefully rendered materiality of the screen, which is “fabricated in mild steel, with 
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line forging used to create a ‘soft’ visibly hammered surface” as the reason for its openness 

(Borden, 2006, p. 53).

Borden understands that these ‘Go-Between Screens’ do not present a physically im-

posed boundary, but one that is mental and implied (Borden, 2006, p. 53). Rather than 

physically limiting access and movement into the area, Borden states that the screens “act to 

challenge the visitor’s self-perception as to whether they are permitted to enter… ‘Should I 

be here, and now? Do I have the right of passage?” (Borden, 2006, p. 53) 

Boundaries are often more about the message they portray, rather than their physical 

limits.  While implied associations of boundaries can be damaging, as is in the case of the 

Separation Wall, the thick edge at the Holy Trinity Church, and many others, these associa-

tions, when used carefully, can also implement a safe and secure boundary that is respectful 

to the surrounding environment. In this design, I have implemented boundaries that are 

secure, and yet carefully rendered as not to threaten or overwhelm those that walk past 

everyday. 
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Conclusion

Since there is no singular understanding of a border, of an edge, in this chapter I have 

investigated solutions for a more dynamic and complex options, looking at boundaries that 

are both open and closed, both thick and thin, both accessible and restrictive. In the con-

text of this transitional interior, I have designed spaces in which the boundaries allow for 

privacy and enclosure, spaces that allow the newcomers to seek solace, comfort, and safety 

in their new environment.  Yet, the boundaries of this environment are also designed to be 

fluid enough so that the newcomers are encouraged to move out beyond to mingle with the 

community around them, and that the surrounding community also be easily welcomed in.  

Architectural theorist Hélène Frichot summarizes the properties of a dynamic archi-

tectural boundary, arguing that “the threshold between architecture and its outside must be 

made trafficable in both directions, backwards and forwards, and it must be breached not 

once but every time a new set of material and immaterial factors is confronted” (Frichot, 

2005, p. 76).  As contrasting conditions merge together, and as conditions shift and change, 

so should boundaries.  These dynamic boundaries should be in a continual process, a pro-

cess by which boundaries can be invented and re-invented again and again, with the change 

in time, in threat, in seasons, and with the flows of people. Boundaries should not remain 
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static, but should take on the challenges, and reflect the life that surrounds both sides 

of them. The surrounding space then becomes alive, an active, breathing environment in 

which the built environment accommodates life, and not the other way around. 
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Figure 10.  A handmade Kantha Quilt in Rural India.  Photograph, 2011. 

CHAPTER 4: CONTACT ZONE
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Introduction

In this chapter, I investigate ways in which people, groups, and cultures come together.  

Following along from discussions in the previous two chapters, this chapter focuses on the 

various processes and challenges that occur in spaces of intercultural mixing, spaces located 

at the edge of cultures which accommodate for more than just one perspective and way of 

life. 

I look at these spaces in relation to this design project, the transitional residence 

for refugee women and children, with the aim of designing an environment that encour-

ages interaction between the recent refugee newcomers and the diverse population that 

lives within the surrounding West Broadway area. I intend on developing a space in which 

people of different cultural backgrounds come into contact and connect with one another.  

I have planned a design that promotes such mixing and interaction so that the newcomers 

may seek community in their West Broadway neighbours, ideally promoting a sense of be-

longing, comfort, and familiarity among the residents who may not have any other support 

group in Winnipeg.   
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In order to design a space that incorporates such possibilities of intercultural mixing, 

I have guided this project through the lens of various postcolonial theories. Mary Louise 

Pratt, a postcolonial scholar, discusses the idea of the “contact zone,” a term I borrow for 

the title of this chapter, which suggests both the struggle and possibility that lies at the in-

tersection where cultures meet.  I also look at theories proposed by postcolonialist, Homi 

Bhabha, primarily his notions of cultural hybridity and Third Space, as well as feminist 

postcolonialist scholar, bell hooks, and her theory of the Margin. Rather than reiterating tra-

ditional spaces rooted in colonialist tendencies, these theories promote the need for spaces 

that accommodate a myriad of voices and perspectives. I examine the various characteristics 

of these ideas, their possibilities, and also challenges that ensue in spaces of intercultural 

mixing. I investigate how these characteristics influence the design of this project, and how 

I can facilitate spaces that promote opportunities for gathering, while also encouraging 

genuine relationships to be formed between different groups and cultures. 

 

4.1 POST-COLONIALISM 

Postcolonial theory, along with other postmodern theories such as poststructuralist 

and feminist theory, aims to re-think history and its socially constructed norms.  First de-
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fined by theorist Edward Said in his book Orientalism (1978), postcolonialism strives to 

present an alternative to the predominantly Western-driven perspective, providing insight 

into discourse surrounding the often marginalized ‘other.’  Postcolonialism can be sum-

marized as a scholarship and practice which aims to re-examine the “processes, effects of, 

and reactions to” colonization from its beginnings in the sixteenth century up to the global 

dispersion of the present day (King, 2004, p. 46; Jacobs, 2002, p. 192; Hernández, 2010, p. 15).  

Postcolonial thinking specifically aims to level-out extreme power relations between 

people and groups previously separated through such acts of colonialism, challenging bi-

nary oppositions such as “self/ other”, “colonizer/ colonized,” dismantling the strict cor-

relations between two (Jacobs, 2002, p. 192).  It strives to amend this power imbalance by 

crafting up a new space, one that welcomes the voices of multiple subjects rather than a 

presumed singular perspective (King, 2004, p. 46). 

These postcolonial theories are relevant to this project since the primary user group 

of this space, the refugee newcomer residents, will have departed their homelands to en-

ter into a new territory, one of Western domain, and in which many power structures are 

already set against them.  These postcolonial theories have made me aware of such power 

imbalances and encourage me to design a space that moves beyond them, inviting opportu-
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nities for multiple voices and perspectives to be acknowledged in this space. 

I am also aware that while postcolonial theory comes as a welcomed alternative, it does 

not come without its own set of risks or ramifications. One of the major concerns regarding 

postcolonialism is the common tendency to believe that colonial problems are limited to 

the past, while not acknowledging that there are colonial attitudes and mannerisms present 

in even the most postcolonial dealings with people. One may easily live and work under the 

blanket of postcolonialism while still finding one’s actions, words, and thought processes to 

be colonial (Hernández, 2010, p. 14, 15; Jacobs, 2002, p. 193).  

Feminist and postcolonial scholar, Gayatri Chakravorty Spivak, addresses a similar 

concern in her seminal essay, “Can the Subaltern Speak?” where she critiques the common 

habit for the educated and privileged Westerner to feel entitled to speak for the marginal-

ized “other” – “the new immigrant, the working class, women, and the post-colonial subject” 

(Morton, 2003, p. 1). Spivak acknowledges that in speaking for others, the speaker inadver-

tently takes away their power and their voices, inadvertently silencing them, and Spivak 

rather suggests relying only on the texts and voices to which the stories actually belong. 
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African-American feminist theorist bell hooks, also considers this problem, and dis-

cusses a circumstance in which white feminist scholars within her immediate circle would 

unknowingly claim “otherness” over her in their theorizing, and states that “it is not just 

important what we speak about, but how and why we speak” (hooks, 2000, p. 208). 

Both Spivak’s and hook’s perspectives provide valuable insight to my research since it 

addresses the power imbalances that may arise when designing for a culture of people that 

is far from my own and what I am familiar with.  As an educated white, westerner design-

ing a space for refugees and immigrant newcomers in the context of the first world, I must 

acknowledge that there are underlying systems of power that are present and I am aware of 

how my design decisions can affect people and speak for others, influencing them and how 

they feel about themselves. 

4.2 CONTACT ZONE & CULTURAL HYBRIDITY

4.2.a Contact Zone 

As a means of making postcolonial messages a more tangible reality, many postcolonial 
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theorists have turned to the concept of the contact zone. The term, first coined by critical 

theorist, Mary Louise Pratt, responds to the partitioning of groups, cultures, and peoples 

through acts of colonialism in which the strict implementation of binaries oppositions, such 

as us/ them, self/ other, were maintained.  

Just as the term suggests, the contact zone facilitates contact, allowing for subjects of 

different cultures, experiences, and geographical origins, to come together and establish 

relationships. Pratt explains that this space “treats the relations among colonizers and colo-

nized, or travelers and ‘travelees,’ not in terms of separateness or apartheid, but in terms of 

co-presence, interaction, interlocking understandings and practices...” (Pratt, 1991b, p. 6-7) 

Its purpose is to highlight the intersections, facilitate meeting points, and establish connec-

tions. It is here, at these intersections, that two or more cultures, familiar or unfamiliar, local 

or foreign, can gain the opportunity to learn, support, grow and evolve from one another 

(Pratt, 1991b, p. 6-7).  

Contact zones, no matter their outcome or application, are an integral part of today’s 

age of global movement and exchange.  In order to design a transitional space that can prop-

erly engage the diverse needs of women and children newcomers, and the many other users 

of the space, I believe this residence must embody many characteristics of the contact zone 

94CONTACT ZONE | Contact Zone & Cultural Hybridity



since it facilitates the opportunity for engaging in an in-between space, spaces in which the 

journeys of recent newcomers to Canada intersect with those who have been living here for 

generations. 

4.2.b Cultural Hybridity

Pratt’s definition of the contact zone functions as a pivotal entry point into other dis-

cussions of postcolonial spaces, places of cultural mixing, and many other theorists have 

studied similar themes under different guises (Friedman, 1998, p. 86 – 87).  One of the most 

relevant of these is the theory of cultural hybridity, a notion originally proposed by postco-

lonial theorist Homi Bhabha. 

Like the contact zone, Bhabha conceptualizes the space of hybridity as a means of fa-

cilitating intersections between people. Architectural theorist, Felipe Hernández, explains 

that the space of hybridity acts as “an attempt to locate culture in a situation of liminality (in 

a threshold, or passage, between two positions or more)” (Hernández, 2010, p. 89). He fur-

ther explains that the “hybrid is ‘neither one nor the other’, instead it is always in-between, 

where it continually transforms itself according to the dynamics of cultural interaction” 

(Hernández, 2010, p. 89).  One of the most significant aspects of the contact zone and of the 
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space of hybridity, is their pivotal positioning between or at the edges of cultures, since its 

placement restricts the formation of binary oppositions and is not partial to one over an-

other (Hernández, 2010, p. 69).  

4.3 THE MARGIN &THE THIRD SPACE: A PLACE IN-BETWEEN 

Bhabha also introduces the term, Third Space, in order to further this notion of the 

in-between space, explaining that a Third Space is, simply, “a third location, outside, or in-

between, traditional binary structures of cultural analysis.  The Third Space is an attempt to 

assign spatial characteristics to the margins, those areas of irresolution between cultures, or 

inside them, where hybridization occurs” (Hernández, 2010, p. 11). 

bell hooks also describes the need for such a space, and similarly to Bhabha’s Third 

Space, hooks visualizes the liberating space of the margin as an alternative to being forced 

to assimilate into a dominating core.  She reconfigures the normally repressive space of 

the margin into one of “radical possibility,” seeing it as a place in which cultural minorities 

are able to emerge, to raise their voices and make a stance (hooks, 2000, p. 206, 207).  She 

explains that the margin can function as an “inclusive space where we recover ourselves, 
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where we move in solidarity to erase the category colonized/ colonizer” (hooks, 2000, p. 209).  

The margin and the Third Space provide the possibility to look outward, to be on the 

edge, to see both sides at the same time. This awareness, the creative and liberating potential 

this space presents a dynamic alternative to assimilating into a common norm. 

4.4 THE CHARACTERISTICS OF POST-COLONIAL SPACE

Within the next segment, I analyze the attributes of the contact zone and the theory of 

hybridity, as they take on special properties, becoming margins and Third Spaces.  I look at 

the characteristics of these postcolonial spaces in relation to my project since it is my goal 

that this transitional interior functions as an in-between space for the various users groups.

4.4.a “A Room of One’s Own” 

The hybrid and contact zone theories both emphasize the importance of the need for 

space, a “room of one’s own” as Virginia Woolf would argue, in which groups and cultures 

are free to gather and proceed into relationship with each other.  Hernández acknowledges 

that the hybrid is, first and foremost, a site, an “imprecise position on the margins between 
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cultures” (Hernández, 2010, p. 72).   

To acquire space, to be able to occupy it and expand freely within it, is the first and 

most primary need for a contact zone and is therefore essential to this transitional residence. 

In order to locate ones culture(s), there must be the space to do so, and the challenge in this 

design is to embody a figurative space at the edge of cultures.  This involves a positioning of 

the imagination, in which groups are encouraged to mix and mingle as if they were literally 

straddling “the margins between cultures” (Hernández, 2010, p. 72).  This transitional resi-

dence will not be entirely North-American and Canadian, nor will it completely reflect the 

various cultures of the residents that take up home here.  It will be something in-between 

these two, a mixture of many cultures and multiple experiences, and free of the constraints 

and social norms no matter how strong the influence of the surrounding cultural landscape. 

I have selected the West Broadway neighbourhood as the site for this project since is 

already is a culturally diverse neighbourhood with a lot of mixing and integration between 

groups and peoples of various socio-economic positioning. I believe that this neighbour-

hood has the potential to accommodate the level of mixing and interaction that will be nec-

essary for this space to work as a contact zone.  
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4.4.b Time, Process 

If a main focus of the contact zone and the theory of hybridity is to facilitate space 

for interaction and exchange between peoples, groups and cultures, it is equally important 

then, to consider the aspect of time in these spaces, and the process of the interactions that 

occur within them. Pratt explains that these do not just occupy space, but both space and 

time simultaneously, stating that they “invoke the spatial and temporal co-presence of sub-

jects previously separated by geographic and historical disjunctures, and whose trajectories 

now intersect” (Pratt, 1991, p. 7). 

The ideas of the contact zone and cultural hybridity are heavily process-based, with a 

major emphasis on the constant and ongoing dialogue between different people and cul-

tures, encouraging for continuous transformations and redevelopments to be made between 

these subjects (Friedman, 1998, p. 86-87; Hernández, 2010, p. 11). In relation to Bhabha’s 

theory of hybridity, Hernández explains that the true purpose of such a space is to engage 

in “a constant process through which cultures and cultural elements are rearticulated and 

gain renewed meanings” (Hernández, 2010, p. 72). In other words, the space of the hybrid 

is, by nature, a transitional space in which cultures come together, mix, and them move on, 

together or apart, but nevertheless altered by their engagement with each other. Time is a 
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necessary and essential aspect to this process, so that these interactions may develop thor-

oughly and organically (Friedman, 1998, p. 87).

When considering the transitional characteristics of this design project, I have not 

only designed a space, a place that facilitates the shifting realities of refugee women and 

children emerging from one life to enter another, but I have also designed a space in time 

that allow for the continuous processes and transformations necessary in the establishment 

of strong relationships.  This space has been designed to accommodate these processes 

by being flexible, adapting along with them over time.  The users of this space are encour-

aged to leave their mark. For instance, elements such as fabric walls are easily modified and 

change along with the residents as they imbed their own fabrics and textures into the space. 

4.4.c Negotiation 

Rather than attempting to seek a sense of “resolution” in the spaces, Hernández states 

that a hybrid space is more focused on facilitating spaces of “continuous negotiation” 

(Hernández, 2010, p. 95).  These spaces do not aim for perfection: constructing the ideal is 

not a purpose of the contact zone, or the space of hybridity.  
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Instead, focus is placed on ongoing dialogue and never-ending transformation, and 

setting challenge to the architectures of power that commonly divide one from another. 

Bhabha explains that, “the hybrid strategy of discourse opens up a space of negotiation 

where power is unequal but its articulation may be equivocal” (as cited in Hernández, 2010, 

p. 69).  Spaces such as the contact zone and the hybrid space are able to transcend inequali-

ties in power, even though they may very well still be present, through a redirected focus 

placed on communication and the building of relationships. 

This transitional interior has been designed to facilitate such democratic practices, 

promoting social equality among residents, staff persons and the surrounding local neigh-

bours alike. This is a space in which extremes in power are left at the door, a place in which 

two women may enter from completely different walks of life – one a refugee newly arrived 

with her daughter from Somalia, and the other, a Winnipeg-based lawyer – but in the con-

text of the transitional residence, both women would be able to connect through the pro-

cess of interaction and negotiation.  

In order to accomplish such negotiations, I have directed focus on the commonalities 

between those who enter the space.  I believe that establishing common ground between 

people helps provide the proper footing they need to develop relationships and further the 
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process of constant negotiation.  Common ground elements such as the ones evidenced in 

Coiled, a precedent I analyze in Chapter Six, are able to transcend any previous imbalances 

in power to open up new space for dialogue and connection.  In my design, I have facilitated 

a space that builds on the commonalities between persons by incorporating a Textile Arts 

Centre, which works at bringing together under the common ground of the textile arts.

4.4.e Difference 

 In establishing these common ground aspects, however, it is important not to ex-

tinguish disparity between groups.  The transitional residence, as well as the space of the 

contact zone, is not meant to be void of difference. Hernández also speaks of this aspect as 

being evident in Bhabha’s theory of hybridity, stating that, “rather than disappearing in a 

merger, processes of cultural hybridization perpetuate difference and indeed, multiply it” 

(Hernández, 2010, p. 58).  Within this project, I propose a designed environment that accom-

modates difference, the different attitudes, voices, and cultures of those who engage within 

it. 

Designing with disparity in mind is an especially important challenge within a North-

American context, where difference is not welcomed as freely. Even under the guise of 

102CONTACT ZONE | The Characteristics of a Post-Colonial Space



“multiculturalism”, the present North-American environment is still consumed with same-

ness and assimilation. Bhabha criticizes the term multiculturalism, as well as the North-

American usage of it, since he believes that people are only able to enter into a dominant 

culture as long as they conform to fit within the cultural parameters of that society.   Hernán-

dez explains Bhabha’s criticism, and states that “countries which participate in and promote 

multiculturalism assert their commitment to diversity under the tacit condition that the 

demographics of diversity consist of highly skilled, highly educated and economically pro-

ductive migrants rather than the poor (refugees, political exiles, or unskilled labourers)” 

(Hernández, 2010, p. 11).  Bhabha instead establishes the term, cultural difference, as an al-

ternative to multiculturalism, suggesting that cultures and peoples should be allowed to be 

as they are, no matter how far removed they may be form the social norms of the dominant 

society (Hernández, 2010, p. 11).

 In order to incorporate aspects of cultural difference in my design, I have designed 

a space that encourages users to step out beyond themselves to engage and interact with 

those that may not be familiar to them.  Personal and cultural differences would be nur-

tured through mutual respect and a genuine attempt at understanding someone or some-

thing that is not in ones immediate comfort zone.  Bhabha states that the space of the hybrid 
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sets “challenge to the limits of the self in the act of reaching out…” (Hernández, 2010, p. 95).  

The contact zone is not necessarily meant to be a comfort zone.  It is entirely essential to 

make the step outward and interact with difference.  In designing a space for women and 

children from all parts of the globe, as well as for those from Winnipeg, it is important that 

the space be inclusive and engaging to all occupants, so that those who enter may be en-

couraged to connect with those that are different from themselves.  It will be essential that 

the environment reflect this diversity, and I have implemented such by employing a varying 

mix of materials, multi-use spaces, and programs which reflect such difference.  I have done 

son in order to highlight the quirks, textures, and colours that arise when incorporating for 

a space of diversity. 

4.4.f Mélange: “Mixture/ Confusion” 

 While acknowledging the positive aspects of spaces such as the contact zone and 

hybrid, it would be wrong to ignore the many complications that arise in places where 

differences intersect.  Pratt states that the contact zone is “commonly regarded as chaotic, 

barbarous, lacking in structure” (Pratt, p. 6). In being a process-oriented space, the contact 

zone is messy, raw, and unrefined, but it is all these unapologetically so. Friedman appropri-
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ately borrows author Salman Rushdie’s use of the word, “mélange” to describe this dynamic 

space, meaning “mixture/ confusions” (Friedman, p. 83) and this mélange, the organized cha-

os, is uncommon and rather refreshing in a North-American context obsessed with perfec-

tion.  What particularly resonates with me regarding Pratt’s definition of the contact zone, is 

her conscious decision not to refrain from using terms such as “clash” and “grapple” in her 

description of a positive experience the contact zone.   She acknowledges that these chal-

lenges are just as much a reality of the contact zone as are such worthy goals of intercultural 

mixing and the fostering of relationships. 

 bell hooks explains the reason why these hiccups and challenges should be wel-

comed, stating that “ruptures”  in spaces such as these become “gaps that make space for 

oppositional practices” (as cited in Soja, p. 247, 248). A space that accommodates for “rup-

tures” is liberating since it opens up new spaces of social order, along with a new set of regu-

lations. It is also liberating since it already comes with its set of faults and is not perceived 

as precious or intimidating to those who enter it. By departing from the presumed norm, or 

“by refusing to ‘fit’ established categories” as Friedman states, those entering the residence 

– the workers, volunteers, local neighbours, and recent immigrants alike – will feel more at 

ease and sense their ability to freely take action in the space (Friedman, 1998, p. 89, 90). 

105CONTACT ZONE | The Characteristics of a Post-Colonial Space



I have refrained from smoothing out every such imperfections throughout my design 

process since I did not want to shy away from the complications that arise in spaces of cul-

tural mixing. I have designed a space that does not aim for perfection, but instead reflects 

the clashing and grappling of cultures in the process of relating with each other.   I have also 

avoided refining this design to the point of sameness and indifference, rather I have let the 

design aesthetic and spatial planning to reflect this creative, diverse, and culturally dynamic 

mixture, mélange.  

Conclusion 

 Women and children arriving in Winnipeg from far away places must be daunted 

with the great task of settling into another land and culture.  In order to aid in the recovery 

of the culture shock, it is essential that the newcomers find a sense of community within 

their new environment.  The various women residents will form bonds with each other, as 

they will share similar stories and may relate more readily with one another. 

 In order to further assist the residents in their transition, however, these newcomer 

refugees should also connect with the community that lies outside the walls of the tran-

sitional residence.  Establishing relationships with the locals living in the West Broadway 
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neighbourhood and other areas in Winnipeg will help ease the newcomers into the new 

cultural demographic. 

 Such relationships between the various groups and cultures living both in the resi-

dence and in West Broadway are meant to be reciprocal, and various programs will be in 

place to provide an opportunity for the exchange of stories, tales, and life experiences in 

order to further the sense of community that is already a prominent aspect of the West 

Broadway neighbourhood. 

 In this project, I have designed a contact zone, a space in-between, a place for differ-

ent cultures to mingle and interact.  This environment is meant to act as a point of intersec-

tion, a node, in which relationships may begin and progress through space, over time, and 

through an on-going process of negotiation. I am prepared for this space to be embrace the 

chaos and the mélange of such a dynamic space, since these characteristics are only expres-

sions of the genuine connections that are made between persons and groups of difference 

and diversity. 
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Figure 11. Carpet Weaving in Addis Ababa, Ethiopia.  Photograph, 2011.

CHAPTER 5: WEAVING
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Introduction

In this chapter, I examine the processes of weaving as a conceptual bridge that links 

the theoretical chapters Chapter 2: Movement, Chapter 3: Boundaries, and Chapter 4: Contact 

Zone, with my final, proposed design.  I think of this project as a kind of weaving in itself, 

one that is made-up of a combination of theoretical and practical components that merge 

together to result in the final document and design. 

In Chapter 4: Contact Zone and Chapter 6: Precedent Review, I discuss a desire to find a 

common ground between the varying groups of people that engage within this design since 

the newcomer residents will be arriving from completely different parts of the globe – from 

Iraq, Ethiopia, or Bhutan.  

I have chosen weaving, as well as the processes of textile-making, to function as this 

common ground. Weaving is a universal art form, having affected the lives and livelihoods 

of persons across the globe, from Europe, Africa, South America, to Asia, almost every cul-

ture has had a history with weaving (Harris, 1993, p. 16).  It is fair, then, to assume that many, 

if not most, of the residents will have come from a culture with at least some history in it. 

Therefore, I have chosen to utilize weaving, not only as conceptual framework, linking the 
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various theories I have discussed, but also as conceptual framework for how I have pro-

grammed and designed the space, using weaving as a means of bringing together the various 

users of this transitional place. 

In this chapter, I also progress through a detailed analysis of the relevance of weaving 

throughout history, as well as its meanings and uses today, and into the future.  I interweave 

my discussion with tales, stories, and understandings of the importance of weaving, and of 

textile-making.  Moving from a micro to macro lens, I discuss how the concept of weaving 

relates to movement and mobility, to the boundaries between private and public space, to 

the space of the contact zone, and, most importantly, how the art of weaving, and the pres-

ence of textiles relates to the everyday lives of those inhabiting the space of this design. 

5.1 THE HISTORY AND PROCESS OF WEAVING 

Weaving is one of the world’s longest standing practices and traditions, mirrored along 

side of some of the earliest known paths in human history (Harris, 1993, p. 16).   The his-

tory of weaving spans as far back as 6000 BC, to the first known reference of a loom found 

in what would have been the Paleolithic era, however, it is believed that humans have been 
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weaving by hand for much longer (Schoeser, 2003, p. 22, Albers, 1965, p. 22).  

Textile historian, Jennifer Harris claims “weaving is the most universal construction 

method,” since the process of weaving is built on simple, and almost universally applied, 

set of steps that have remained virtually unchanged since its onset  (Harris, 1993, p. 16). Re-

nowned Bauhaus weaver, Anni Albers, agrees, stating that, “we still deal in weaving, as at the 

time of its beginning, with a rigid set of parallel threads in tension and a mobile one that 

transverses it at right angles” (Albers, 1965, p. 22).   Therefore, a weaving is made through the 

interaction of these two contrasting elements: a set of stationary vertical threads, referred 

to as the warp, which are intersected by a mobile horizontal thread, called the weft, which 

moves in and out of the vertical warp threads.  A continual process of intertwining these 

threads together eventually forms the woven structure (Albers, 1965, p. 39).
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Figure 12. Diagram demonstrating the Warp and Weft
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5.2 WEAVING: A COMMON GROUND 

In order to convey the influence weaving has had on this project, I would like to revisit 

some of the ideas I developed in the three previous theoretical chapters, Chapter 2: Move-

ment, Chapter 3: Boundaries, and Chapter 4: Contact Zone, since many of the theories and ideas 

I have discussed within them can be applied to the processes of weaving. 

5.2.a Mobility & The Warp

In Chapter 2: Movements, for example, I discuss movement and mobility, and how move-

ment allows for an ephemera of connections to be made between different people and sub-

jects.  I look at the ever-persistent rise of global migration and mobility and bring attention 

to the refugee women and children that will be residing in this space, those who will have 

been on a long and difficult journey before arriving in Winnipeg, where their journey con-

tinues on still.  I analyze the theory of the nomadic subject and its relation to the transitional 

space of this temporary residence, a space that accounts for the paths and journeys of the 

past, while also accommodating for the present movement and wanderings that occur in 

day-to-day West Broadway.  These ideas could be symbolized as the weft thread, the element 

of the weaving that is forever in motion, continually moving in and around the warp threads.
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5.2.b Boundaries & The Weft

 In Chapter 3: Boundaries, I take a step back and discuss the necessity of boundaries in 

a world that is constantly in transition.  I contrast the notions of migrancy I discuss in Chap-

ter 2: Movements, with a need for boundaries, especially in the built environment.  Not only 

do boundaries offer personal safety and protection from the elements, but as Marc Augé 

argues, and as I discuss in Chapter 3: Boundaries, they are necessary in order to establish and 

maintain the sense of place (Augé, 2008). Personal and cultural boundaries are also essential 

in order to preserve cultural heritage and personal identity, as not to risk assimilating into 

a common norm.  I argue that a discussion of the preservation of place and identity can be 

symbolized as the non-moving threads of the weave, the warp, which is sturdy, and fixed in 

place.  

5.2.c Weaving & The Contact Zone

As I have detailed earlier, a weaving is comprised of two different elements, the static 

vertical threads, and the mobile horizontal thread, which come together in intersection to 

form a new entity. These two elements, even with their essential differences, come together 

to create new ground, the surface of the fabric (De Zegher, 1996, p. 203). Most relevant to this 
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project, then, is a comparison between the outcome of this process of bringing two different 

subjects together, and how this interaction might be symbolized in the space of the contact 

zone.  Weaving, much like the contact zone, speaks to the suggestion on how two different 

subjects often come together in relationship, to create something new.  Feminist art histo-

rian and theorist Catherine de Zegher understands the constructed woven form similarly 

to how I would define the space of the contact zone, referring to this space as “the crux,” a 

place, “where fertility sprouts, and change or transformation happens through encounter” 

(De Zegher, 1996, p. 206).  

In Chapter 4: Contact Zone, I touch on the dynamics that result in having two or more 

different cultural groups coming together in one space.  The contact zone is a rich, buzzing 

and chaotic space, open to the mélange that ensues in a place where difference is welcomed.  

There will be meetings and interactions happening at a variety of levels: there will be the 

newcomer residents meeting their local neighbours; there will be meetings between the 

residents and the staff and volunteers; between the adults, and the children and youth resi-

dents; and between the general public who will also convene in the space.  There are also 

other interactions at play, as I have designed a space that accounts for both local and global 

influences; and between the mobile and the fixed. There will be many intersections, meet-
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ings, interactions, changes, and transformations.  

Albers speaks of a similar point of connection, the one between the warp and weft 

threads.  For her, what she refers to as the “essence of weaving,” is defined by the “interrela-

tion of the two, the subtle play between them in supporting, impeding, or modifying each 

other’s characteristics” (Albers, 1965, p. 38).  I argue that the same could be said for the con-

tact zone, where persons, ideas, and elements come together in one space, one that is open 

to both challenge and transformation. 

Another connection between weaving and the contact zone is that both are continu-

ally engaged in a never-ending process, since as textile historian, Beverly Gordon explains, 

“textiles can be continuously added to” and have “expansive qualities” (Gordon, 2011, p. 26). 

I have argued in Chapter 4: Contact Zone about the significance of time and process within 

the contact zone, how this allows for constant negotiations and re-negotiations to be made 

between groups. Both weaving and the contact zone are continually in flux, changing, and 

modifying themselves along with those that engage within it. 

At yet another level, the contact zone is a space that emerges stronger through these 

ongoing processes of interaction, and, in a weaving, the continuous merging of two threads 
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also formulates a strong surface. Albers explains that the resulting form is “a very firm 

structure,” and “strong under tension” (Albers, 1965, p. 39). Gordon also concurs about the 

strength that textiles hold, stating that “we weave individual threads into a coherent piece of 

cloth,” that the “whole is much more than the sum of its parts” (Gordon, 2011, p. 25).  This is 

the aspiration for the contact zone that I have proposed in this design, in that coming from 

a place of collective effort through the interaction with others, and with difference, that in-

dividuals will emerge stronger.  In a discussion regarding the process of weaving, De Zegher 

speaks of its transformative potential, stating that in such a process, there is opportunity for, 

“rediscovering one’s own gestures filled with new meaning, and reconsidering two values 

that constantly serve change” (De Zegher, 1996, p. 208).   I believe this is also the potential 

of the contact zone.

5.3 TEXTILE ARTS CENTRE: BUILDING COMMUNITY 

 In the spirit of utilizing weaving as a common ground, I have planned that a store-

front Textile Arts Centre be included in this space, and this programme plays a significant 

role in creating a community of people who gather with the singular goal of engaging in 

the textile arts. The making of textiles has historically been a manner in which individuals, 
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women especially, have come together to form community, as Gordon explains that “people 

bond easily with one another when they are engaged in shared work” (Gordon, 2011, p. 124, 

131).  To highlight these connections, I would like to share a brief excerpt of a story that 

demonstrates the kind of bonds people make through making textiles together.  Folk art 

and vernacular architecture expert, Henry Glassie, writes in his book Turkish Traditional Art 

Today of an experience he had in an Anatolian village in Turkey.  He states: 

Except at harvest when all hands are busy in the fields, a carpet is rising on the loom 
in every house, and when the sun is up, two women are at work.  Most weaving is done 
by girls and ladies between the ages of 14 and 26 who form together a special collegial 
association and unit of affection with each neighbourhood… They move fluidly in and 
out of each other’s homes with no need to knock… They come to visit, and when they 
visit they sit and weave … [They] sit and tie knots and tighten the bonds between them 
(as cited in Gordon, 2011, p. 132). 

The Textile Arts Centre encourages these kinds of relationships to be formed. While 

any willing newcomer living in the building is welcome to use the Textile Arts Centre, the 

centre is open to the public as well, and is a place in which anyone with an interest in tex-

tiles would be invited to participate. The recent newcomers would then share the space, 

and engage in the process of making with other Winnipeg artisans.  Due to the mutuality of 

needs met with this programme, partnerships between the newcomers and their Winnipeg 
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neighbours will be made more organically, more genuinely, since both parties are coming to 

this place under the common interest of the textile arts, sharing different histories and per-

sonal experiences, but working in the same art form. From this point on, more conversations 

will follow, and since the newcomers will be connected with the Winnipeg locals every day, 

they will be able to take relationships further and ask for advice on issues such as language 

training, education and jobs opportunities, finding sources for more permanent housing, or 

simple tips on how to get around town.313   

5.4 THE REGENERATIVE PROCESS OF TEXTILE-MAKING 

5.4.a Healing the Past 

 Aside from the benefits that come in forming a sense of community through making 

with others, engaging in the textile arts have other healing attributes that have been known 

to help persons dealing with trauma (Albers, 1965, p. 21; Gordon, 2011, p. 248).  

3.   It should be noted that this centre also acts as a source of income for the newcomer residents, in which the residents are able to sell the goods 
they make in the corresponding gift shop, or at the farmer’s market, which will be in effect during the summer months.  
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 Gordon states that engaging in the process of cloth-making, proceeding through 

series of mindless and repetitive movements while weaving, sewing, or knitting, offers what 

Dr. Herbert Benson of Harvard Medical School refers to as the ‘relaxation response,’ which 

Gordon explains is a “measurable state in which brain waves change and heart rate, muscle 

tension, and blood pressure decrease, and a feeling of serenity ensues” (Gordon, 2011, pg. 

248). 

In order to grasp the healing potential of textile making, I refer to the work of French 

artist, Louise Bourgeois, whose work with fabric brings her a relief from a past she wishes 

to escape (Celant, 2010, p. 14) (Figure 13).  Regarding her working process, Bourgeois states: 

The skeins of wool are a friendly refuge, like a web or a cocoon.  The caterpillar gets 
the silk from his mouth, builds his cocoon and when it is completed he dies.  The 
cocoon has exhausted the animal.  I am the cocoon.  I have no ego.  I am my work (as 
cited in Celant, 2010, p. 182).  

In giving herself away to her work, and to the process of making, Bourgeois, like the 

caterpillar, becomes transformed.  For Bourgeois, the act of making functions as a kind of 

renewal, a rebirthing.  The artist follows along with this poetic ode to textile-making, stating: 

“The repetitive motion of a line, to caress and object, the licking of wounds, the back and 
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Figure 13. Louise Bourgeois, Ode à l’oubli, Untitled, no. 4 of 34, fabric book with hand-embroidery and lithographed cover, 2002.  Museum of 
Modern Art, New York.  Used with permission from the Museum of Modern Art.  Retrieved June 2013 from http://www.moma.org/collection_ib/
browse_results.php?criteria=&page_number=232&template_id=1&sort_order=1
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forth of a shuttle the endless repetition of waves, rocking a person to sleep, cleaning some-

one you like, an endless gesture of love” (as cited in Celant, 2010, p. 182).  For Bourgeois, 

the healing attributes of making are in line with the kind of nurturing one would give their 

infant child.  Bourgeois as the creator of her work ends up giving herself to it.  It consumes 

her entirely, and to the point where the damaging memories of her past begin to fade into 

this new life of her creation.  

Gordon agrees that textile-making is, as she argues: 

a creative or generative process, associated with the life force – and the process can 
be comforting…  The action itself engenders this quality, but it is strengthened by the 
sensual pleasure of handling the thread or yarn, and watching a new form grow be-
neath one’s hands (Gordon, 2011, pg. 248). 

In The Fabric Works, a recent publication and exhibition of Bourgeois’ work, art critic 

and curator Germano Celant also speaks of the generative process of making, of creating 

something new. He believes these processes to be so therapeutic because it is, as he argues, 

“organized around a thread that, as in the story of Penelope, has no end” (Celant, 2010, p. 

14).  Whatever the past was, whatever the trauma or tale, the making of textiles is proof that 

the story continues, that the path, line, thread keeps on, and that the weaver, as the creator, 
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has the power and the energy to make that happen. 

5.4.b A Complete Lifecycle

And the thread keeps on.  Just as Bourgeois becomes renewed through her work, the 

positive influence of textiles follows a lifecycle and is passed down through the genera-

tions, one after the other. Textiles are present from the first moment in life, with mothers 

swaddling their children in baby blankets to bring comfort and warmth as the child ad-

justs to life outside the womb (Gordon, 2011, p. 108).  For instance, the sari in India func-

tions as an important textile that forms a bond between mothers and their infant children. 

A story from an Indian mother in Mukulika Banerjee’s book, The Sari, describes such an 

attachment: 

When he falls asleep he puts my pallu twisted around his thumb into his mouth.  If I 
disengage my sari he starts wailing.  Sometimes people give children pieces of cloth 
like a hankie or a scarf to get them out of the habit of their mothers’ pallu.  But I never 
have … He plays peek-a-boo with my sari … He keeps doing this until I smile back … 
He learnt to walk holding not my finger but my pallu  (as cited in Gordon, 2011, p. 108). 

The child understands the pallu, the loose end of the sari, to be an extension of his 

mother, the sari has melded on to her, or as Gordon states, become “a literal part of her,” as 
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her pallu extends out to her child like a hand or a finger to hold on to (Gordon, 2011, p. 108).  

Rather than being thought of as external to a person, clothing is a kind of second skin, 

an epidermis that melds into and onto the person. Clothing becomes, as Celant explains, a 

“surface that, over the course of time, conserves the traces of its use, the testimony of a life” 

(Celant, 2010, p. 14).  Like skin, it follows the passage of time, and like a scar, each wrinkle, 

stain, every bit of wear and tear evoke memories and stories of the lives lived within it.  Cel-

ant takes this image further, deeper still, stating:

fabric always implies something that lies beneath, alluding to a ‘substance’ that looks 
to be veiled, if not shadowy.  A subterranean, almost always carnal world, one linked to 
suffering and pain, to joy, and to physical and concrete memories, that appear through 
the outlines of the woven surface.  A sort of description of an elsewhere, the mark of 
an enveloping and persistent density: a dark and hidden body from which we have 
emerged (Celant, 2010, p. 13).

Just as the infant believed the pallu to be an extension of his mother, the fabric that 

surrounds us, that brings comfort to us, does so because it reminds us of our first home, the 

original domestic space.  Fashion historian, Caroline Evans, states: “the first home, which is 

lost to us, except as a form of congealed longing, is the womb, and there is something of this 
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nostalgia for the maternal space” (Evans, 2011, p. 138). The clothing we wear and the idea 

of the maternal domestic space are intimately tied.  Clothing functions not only as a means 

of portraying our personalities, our characters, but, rather, it also evolves into being exten-

sions of ourselves, as well as extensions of and longings for the comforts of home, a nostalgia 

for that domestic space. In order to make this residence feel more like home to its users, 

the residents are invited to embed layers of their own clothing into the design, with items 

such as users scarves and swathes of fabric forming unofficial curtains, draping off walls, or 

hanging out to dry outside.  Their clothing and the layers of cloth that have followed them 

to this space, then becomes an integral part of the design by establishing a sense of place 

and belonging.  

5.5 TEXTILES: TRANSPORTING INTERIORITY

One of the most predominant reasons for weaving is the need to provide shelter for the 

body.  At the most basic level, textiles in the form of garments, become micro-environments 

which are molded to the body to bring warmth, comfort, and protection from external ele-

ments (Gordon, 2011, p. 26, 74).  
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5.5.a Textiles: “Creating a Refuge Wherever You Are” 

Evans reminds us of what I have already established in Chapter 2: Movement, of the in-

creasing mobility of the world we live in, and with this rising trend in mobility also comes 

a shift towards a predominance of time spent in the public sphere.  In her essay titled No 

Man’s Land regarding the work of fashion designer, Hussein Chalayan, Evan’s claims that 

“we are all foot-loose now, habituated to the no man’s land between different cultural ter-

ritories… We are all migrants, and there is no such place as home” (Evans, 2011, p. 132).  

Chalayan, whose work in fashion explores the dynamics of living in the increasing public 

sphere, discusses the challenges that have risen out from the diminishing domestic realm in 

this context, stating that the change towards mobility begins to “affect memory” and “could 

affect our attachment to domestic things” (as cited in Evans, 2011, p. 138). There should be 

a way to find calm, solace and comfort in this fast-paced, and forever-moving space, and 

Chalayan asks: “what would new comforts zones be in those kinds of situations?” (as cited 

in Evans, 2011, p. 138). How might someone transport interiority, the comforts of home, into 

the public realm?  Chalayan believes these global shifts welcome a call for more flexibility 

in mediating these two spheres, the public and the private and his solution is to find a way, 

as he states, of “creating a refuge wherever you are” (as cited in Evans, 2011, p. 138). 
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Textiles have long provided a means of refuge, at a more macro level, forming the basis 

of architectural shelters, such tents and other transitional structures, transportable homes 

that follow along with its inhabitants. Nineteenth-century German architect and theorist, 

Gottfried Semper, who wrote The Four Elements of Architecture (1851), understood textiles to 

be, as Dutch architect and theorist, Dirk van den Heuvel, states, “one of the primal sources 

of architecture; next to the cave and the hut, the tent belongs to the primal origins of the 

architectural discipline” (Van den Heuvel, 2007, p. 281-282).  Textiles, with their lightweight 

portability, are flexible and lend themselves well to being easily packed up and moved, and 

therefore invite this more transient lifestyle.  Many sturdy and comfortable homes, includ-

ing temporary housing for refugees, as well as the portable homes of those living in nomadic 

tribes, are built using a collapsible wooden frame, which is then covered in layers of cloth 

(Gordon, 2011, p. 76) (Figure 14).41  

This refuge can be attained at a smaller, more micro level, however, since textiles and 

4.  I had the opportunity to visit one of these nomadic homes while I was visiting the Afar region in Ethiopia in November 2011 when my mother and 
I visited a temporary village set up by a pastoralist community. Their homes, called Ari huts, ye adal bet, in Amharic, and are built out of a collapsible 
framework made of twigs and sticks that are woven into an elongated, egg-shaped arched structural form.  The structure was then covered with 
scarves, blankets, loose fabric, old clothing, and empty rice bags.  The final result was a layered collage of textiles in a vibrant assortment of prints, 
tones, textures and colours.  I was told that these homes were traditionally designed by the women in the family, and I noticed how proud these 
women were of the homes, as well as the great efforts they took to make their homes beautiful, even though they were temporary.   
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Figure 14. Nomadic Ari Huts located in the Afar region of Ethiopia.  Photograph, 2011. 
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garments, the fibres that outline our bodies, also function as a means of transporting in-

teriority and expressing personal identity within the public realm.  Clothing works to blur 

the boundaries between interior and the exterior, the private and the public, by becoming a 

kind of encasing capsule that follows the body wherever it goes, and Chalayan’s work dem-

onstrates how flexible clothing can be in accommodating the rising trend in mobility by 

providing a micro-refuges, small pieces of home, even within contexts that are constantly in 

transition.  In his Autumn/ Winter 2000 fashion line titled, Afterwords, Chalayan designed 

clothing that literally transforms into furniture - tables and chairs – that the wearer can un-

pack wherever she is (Evans, 2011, p. 136) (Figure 15). Evans summarizes that in this work, 

Chalayan “rethought fashion as a kind of portable architecture,” in the sense that you take 

the comforts and familiarity of your domestic space along with you, wherever you have to 

go (Evans, 2011, p. 137). 

The refuge Chalayan explores is not only relegated to those who choose who travel, 

but also those who might be forced into migration due do the circumstances of diaspora 

and migration. Evans explains that Afterwords also contained messages of “dislocation and 

rootlessness of enforced migrancy,” as she writes: “travelling light, about having to leave 

one’s home in a time of war and to take all one’s possessions with one” (Evans, 2011, p. 137). 
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Figure 15. Hussein Chalayan, Afterwords, Fashion Line, Autumn/ Winter 2000.  Retrieved January 2013 from 
http://www.estampa.org/en/exhibitor/ teresa-sapey-collection/.  
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5.5.b Textiles: “Between the Seen and the Unseen” 

 Another way of transporting interiority is expressed in the form of the hijab.  In most 

cultures, clothing is used as a means of covering, of shielding the body from the gaze of oth-

ers, however, this shielding is held more sacred in some cultures than in others. In the Is-

lamic tradition, for instance, many women practice hijab, an Arabic word meaning “to cover, 

screen, or veil” (Merriam-Webster, 2013). The practice of hijab is to abide to “a principle of 

modesty,” which involves both the modesty of dress and of behavior while in the public 

realm.  Many Muslim women follow hijab by wearing a head covering, a khimaar, while in 

public, or within the presence of a man they might be able to marry (British Broadcasting 

Corporation [BBC], 2009). 

 A decision to remain covered, to practice hijab, is a decision to retain a sacred space 

of privacy in a world where now so much is out in the open.  The hijab demonstrates a way 

of retaining the sense of privacy, even while out in the public realm.  This powerful practice 

demonstrates the possibilities, opportunities and power that textiles hold, being able to 

transport a sense of privacy into the open.  It reminds us to the value of the unknown, and 

that not everything should be in the open public. 
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 Hijab is not limited to the garments, however, but the body can also be shielded by 

elements of the built environment.  If a Muslim woman is not wearing her khimaar, textiles, 

curtains and screens can also function as a veil, allowing for the communication with others, 

while not being seen (BBC, 2009). The mashrabiya is such a screen, which architectural and 

design theorist Chris Dercon describes as a “perforated wooden screen, a decorated, semi-

transparent window that traditionally divides and distinguishes interior and exterior space” 

(Dercon, 2007, p. 47) (Figure 16). Textiles in the form of curtains, have also been associated 

with this filtering out the domestic life from the public realm, and have long been used as 

a means of defining interior boundaries and enclosures while providing privacy to the oc-

cupants (Gordon, 2011, p. 111, Van den Heuvel, 2007, p. 281). Such curtains have been made 

evident through the work of designer, Petra Blaisse (see Chapter 6: Precedent Review), and 

have been instrumental to the development of my design. Dercon states that in the history 

of the interior, there has always been an interest in, as he states, “material expressions of the 

mysterious tension between the seen and the unseen” (Dercon, 2007, p. 47).   The resulting 

interior is a powerful place, a space in which women are able to disrobe, and to unveil. It is 

personal and private, and interior textiles in the form of curtains and screens can provide 

this veiling, playing upon this tension between the seen and the unseen, opening up, and 

closing, giving the users the option of how much they choose to disclose.  This design ac-
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Figure 16. Mashrubiya pierced screen at Akbar’s Tomb, 1613. Carved masonry, stone relief. Agra, India.  Granted permission to use 
this image on April 25, 2013 from David Wade of Pattern in Islamic Art, 2007. Image retrieved on January 2013 from 
http://www.patterninislamicart.com/archive/?browse=feature&amp;val=5&amp;iid=529 .
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commodates this veiling and is layered with curtains and other privacy screens that offer 

varying levels of translucency in which the users are able to open up and close depending 

on time and need. 

Conclusion

In this chapter, I have examined the relevance of weaving and of textiles in relation to 

the theories of movement, boundaries, and of the contact zone that I discussed in the previ-

ous chapters.  With perspectives ranging from the global to the local, I highlight some of 

the major significances weaving can have on those who will be engaging within the space 

of this design.

Textiles are a flexible medium which easily accommodate to a person, and his or her 

environment.  In this chapter, I have explored how the presence of textiles, as well as how 

a hands-on engagement in their making at the Textile Arts Centre, will aid those living in 

transition, as well as those dealing with past traumas.  I also discuss the importance of weav-

ing in every day life and have established how weaving, when used as a means of common 

ground, can inspire connections between the various users that of this space.
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Figure17. BCXSY, Coiled for Editions in Craft, 2010. Demonstrating the collaborative process (detail). Permission granted to 
use this image on April 25, 2013 from Boaz Cohen & Sayaka Yamamoto of BCXSY.  Retrieved January 2013 from http://www.
bcxsy.com/work/specials/2010/coiled-for-eic/.

CHAPTER 6: PRECEDENT REVIEW
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Introduction

In this chapter, I turn to design precedents that further the concepts and ideas I raised 

in the previous four theoretical chapters.  I have selected a range of precedents that deal 

with many facets of my discussions surrounding movement, boundaries, the contact zone, 

and of weaving, embedding theories into design.

I begin my discussion with the Mobius House, a residence designed by Netherlands-

based architectural firm, UN Studio, which utilizes movement as a means of connection 

between different subjects.  I then move into a discussion of Jane Addams’ Hull-House, 

an immigrant settlement organization set in Chicago at the turn of the twentieth-century.  

Aside from the typological connection, this precedent is relevant to my project since it 

projects an innovative solution for dealing with the boundaries between public and private 

space, something I have striven to do in my design. Following this discussion, I transition 

into dealing with some of the concepts relating to the contact zone, specifically, the work of 

Eindhoven-based design firm BCXSY and their project Coiled, a collaborative project with 

a group of Siyazama women from South Africa.  The project brings together artisans from 

across the world to share skills, techniques, and experiences under a common interest of 

beadwork. Finally, I resolve my precedent discussion upon the work of Petra Blaisse and her 
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Amsterdam-based firm, Inside Outside.  Blaisse’s work has been instrumental to both the 

inspiration and development of this project, and her work reflects many of the concepts I am 

interested in with regards to movement, fluidity, boundaries, the contact zone, and weaving. 

In this chapter, I look at four examples of her work.  These four projects are “Movements,” 

an exhibition at the Storefront for Art and Architecture in New York City which relates to 

fluidity and boundaries, her work at the Toledo Glass Pavilion, which also involve boundaries 

and the varying transitions between private and public space, the landscape design for the 

Giardini di Porta Nuova in Milan which explores the path and movement as a means of con-

necting to another, and finally, the Casa da Música, which I consider due to its effective and 

thoughtful integration of cultural elements into the design.  All of these precedents have 

helped provide the footing necessary in order to realize my final design solution.  
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Figure 18. UN Studio, Mobius House. The home in relation to the landscape. Permission grant-
ed to use this image on May 2, 2013 from photographer Christian Richters.  Image retrieved 
January 2013 from http://www.unstudio.com/projects/mobius-house.

Figure 19. UN Studio, Mobius House. Interior paths and planes.  Permission granted to use 
this image on May 2, 2013 from photographer Christian Richters.  Image retrieved January 
2013 from http://www.unstudio.com/projects/mobius-house.

6.1 UN STUDIO: MOBIUS HOUSE  

Designer: UN Studio
Name: Möbius House
Location: Het Gooi, Netherlands, 1993–1998
Client: Anonymous 
Building area: 520 m²  
Program: Single family house 
Status/phase: Realized 1998 
Photography: Christian Richters
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6.1 UN STUDIO: MOBIUS HOUSE  

The Mobius House is a private home, located north-east of Amsterdam, and designed by 

UN Studio, an architecture firm led by architect Ben van Berkel and urban planner, Caroline 

Bos. In this project, the architects specifically explore the relationships between different 

subjects by utilizing the concept of the Mobius strip.  The Mobius strip can be formed by 

twisting and adjoining the two ends of a long strip of paper together so that, as architectural 

theorist Connie Van Cleef explains, the surface “has no beginning and no end” (Van Cleef, 

1999). When configured into a Mobius strip, the two sides of the surface merge together 

into one long, fluid and continuous plane, and architect Ben van Berkel explains that “The 

Mobius strip model has the advantage of showing that there can be a relation between two 

“things” – mind and body – which presumes neither their identity nor their radical disjunc-

tion, a model which shows that while there are disparate “things” being related, they have 

the capacity to twist one into the other” (Rendell, 2006, p. 185).  Therefore, by implement-

ing the concept of the Mobius strip into the Mobius House, the designers were able to chal-

lenge dichotomies and break down dualities, exploring the relationships between two.  The 

architects engaged in a conceptual abstraction of this idea in order to develop these series 

of relationships, and in this case, the connections they explored were between two owners, 
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between inside and outside, and between the living spaces of the home. 

The designers firstly wanted to explore the connections between the two different lives 

of the persons living, working, sleeping, and eating in the space.  The design of the home 

was meant to accommodate the day-to-day requirements of the two clients, lives which 

proceed both independently and in tandem throughout the day since both work at home in 

separate studios.  The intent was for there to be space in which both persons could choose 

to work independently in their own spaces but then come together at various points in their 

day.  The architects explain that the clients wanted the design to provide them with “com-

plete individual privacy, but also the possibility of instantaneous connection to one another” 

(cited in Rendell, 2006, p. 185).  

In order to facilitate these connections, the architects utilized the path as a means of 

creating a trajectory between the two clients individual workspaces that were then merged 

together with other shared living spaces. They based their design of the residence upon two 

continuous and interlocking paths that promote a stream of movement into and through-

out the home.  These two intertwining paths, while both independent, reach various points 

of connection where one would flow seamlessly into the other.  These crossing points and 

paths are accentuated by staircases, paths, and ramps, which carry the users through the 
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spaces (Figure 18). 

The designers secondly explored the connections between the various living spaces of 

the home.  Movement plays a large role in the exchange between the two owners, and the 

two interlocking paths encourage other connections as well, specifically the fluidity, flexibil-

ity and continuous transitions in and between the different spaces of the home.  The spaces 

such as eating, sleeping, working, and living spaces are all flexible and overlap in function 

so that each may serve multiple purposes at different points in the day (Van Cleef, 1999) 

(Figure 19). 

A third connection that the UN Studio explored with this design was the relationship 

between both interior and exterior landscapes. Het Gooi, the location in which the home 

is built, is a heavily wooded area and when the clients bought the land, their first consider-

ation was that the home be properly integrated into the landscape.  Ben van Berkel explains 

that one of the first questions the clients asked the design team was: “How can we walk 

around the landscape?” (cited in de Ferrari, 2002, p. 50) (Figure  20). 

In order to fulfill their requests, the architects worked to blur the boundaries between 

interior and the exterior by incorporating the concepts of the promenade, of the wandering 
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Figure 20.  UN Studio, Mobius House.  Diagram Showing Interior Spatial Relationships.  Permission granted to use this image on May 2, 2013 from UN Studio.  
Image retrieved January 2013 from http://www.unstudio.com/projects/mobius-house.
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path – a concept that is more commonly utilized outdoors and in parks.  In this case, the 

designers worked to bring the concept of walking and wandering into the interior as well 

(Rendell, 2006, p. 185). The two paths that make-up the basic structure of the home are also 

meant to continue on, past the edges of the home. 

The design therefore challenges the boundaries between the interior and exterior 

spheres by implementing continuous paths and planes used both indoors leading out, and 

from the outdoors leading in.  By implementing a primarily glazed façade, the designers 

further establish these connections between the inside and out, evoking the sense of wan-

dering through a park, even while walking indoors.  

I have incorporated this notion into my design by highlighting the essence of the path 

as it transitions in and out of the building, blurring the boundaries between the interior and 

the exterior space.  The glazed façade on the main floor that follows Sherbrook Street and 

Westminster Avenue allows for users and passers by on either side of the boundary to see 

their path extended on the other side, inviting outsiders in, and insiders out. 
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Figure 21. Jane Addams with residents at the Hull House, Chicago. Photograph,  1889. Permission granted to use this image on 
April 26, 2013 from David Burghardt of The Moscow News.  Image retrieved January 2013 from 
http://themoscownews.com/5th_columnist/20091221/55399310.html.

Figure 22. City Plan demonstrating the ethnic origins of 
the Hull-House Neighbourhood.  Permission granted to use 
this image on April 26, 2013 from Mark Swindle of the Life 
and Times of Florence Kelley in Chicago.  Retrieved January 
2013 from http://homicide.northwestern.edu/docs_fk/
homicide/HullHouse/WAGEMAP1.pdf.

6.2 JANE ADDAMS: HULL-HOUSE

Founders: Jane Addams and Ellen Gates Starr
Name: Hull House
Location: Chicago, IL
Program: Historic Settlement Home for New Immigrants
Dates: 1889 - 2012

144PRECEDENT REVIEW | Hull-House



6.2 JANE ADDAMS: HULL-HOUSE 

The Hull-House organized and led by Jane Addams is a precedent that contains some 

essential parallels to my project, in both programming and its intent.  Addams along with 

her friend and associate, Ellen Gates Starr started the Hull-House late 1898 (Brown, 1999, 

p. 21).  At the turn of the century, Chicago experienced major increases in population and 

changes to urban structure, and much of these shifts were attributed to a newly arriving 

culture of immigrants (Brown, 1999, p. 17).  

With as many as “twenty-six ethnic groups lived in the thirty blocks nearest to Hull-

House” the Hull-House worked, as Addams explains, in “settling in the foreign colonies,” 

fulfilling the diverse needs of the newcomers (Brown, 1999, p. 18; Haar, 2002, p. 101) (Figure 

22).  The facility proved to be a space in which these new immigrants, primarily women and 

children, would first with their the new North-American context (Haar, 2002, p. 103).

6.2.a Reciprocity Between the “Settlers”

Having been started by two women, the Hull-House remained a predominantly female-

run organization, or a “community of women,” as Addams’ referred to it (Haar, 2002, p. 
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108; Brown, 1999, p. 28). These individuals, many of whom recently graduated from college, 

moved into the Hull-House in order to establish themselves within the urban community 

and the women lived there for years, some decades, in order to facilitate programs that re-

sponded to the needs of the people and of the neighbourhood (Haar, 2002, p. 101; Brown, 

1999, p. 19, 28). 

While the original purpose of the Hull-House was to assist newcomers as they transi-

tion into a new cultural landscape, the Hull-House took on a more diverse and dynamic role.  

While catering to the needs of the immigrant population, the Hull-House also provided an 

avenue for the women’s role and positioning in an urban context.  Feminist architectural 

theorist, Sharon Haar explains that the facilities provided an “alternative to nineteenth-

century women’s life options,” and at a time when women were primarily relegated to the 

home, these women residents benefited from their position at the Hull-House (Haar, 2002, p. 

104, 105).   Just as the new immigrants were settling into North America, so were the women 

settling into their space in the urban landscape.  

Much of the success of the Hull-House is attributed to the fact that Addams’ and the 

other women valued the reciprocity of needs between themselves and their immigrant 

neighbours, and Addams confirms this by stating in her biography, Twenty Years at Hull-
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House that the “Hull-House was soberly opened on the theory that the dependence of classes 

on each other is reciprocal” (Addams, 1999, p. 80).  The women at Hull-House deliberately 

labeled themselves “settlers,” which Haar believes points to such “reciprocal relationships 

of otherness inherent in the concept of settlement within immigrant communities” (Haar, 

2002, p. 103).  The Hull-House worked to fulfill the needs of both groups, creating a symbiotic 

relationship of sorts by accommodating the needs of both the women “settlers” and the im-

migrants in different, but mutually beneficial ways.  

6.2.b Challenging the Boundaries Between Public & Private 

The reciprocal relationship between the residents and immigrant neighbours natu-

rally had an effect on the boundaries between the private and private spheres.  While the 

Hull-House was primarily meant to be a home, a comfortable space in the private sphere, 

or “the physical manifestation of domesticity” as Haar has stated, the residents of the Hull-

House did not keep such comforts to themselves (Haar, 2002, p. 108).  The Hull-House was 

always intended to be open and accessible to the public, and access to private facilities such 

as bathrooms and running water was offered to anyone in need (Brown, 1999, p. 18). 

Because those in the neighbourhood were able to utilize these interior facilities, the 
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Hull-House acted in transporting the sense of domestic interiority into the public realm 

(Haar, 2002, p. 111). Yet, Haar explains that the Hull-House also worked in reverse, bringing 

the opportunities of public life into the domestic sphere, and to the women residents of the 

Hull-House (Haar, 2002, p. 111, 112). Haar explains that the Hull-House became a space that 

“transcended rigid categories of private and public space, domestic and civic concerns” and 

was under such constant infiltration between these public and private realms that it became 

difficult to detect where the private would end and the public would begin (Haar, 2002, p. 

99). 

6.2.c Programming 

The incredible diversity of the programs and activities at the Hull-House is a large rea-

son why it was such a successful organization and continued to challenge the boundaries 

between the public and private spheres. The entire Hull-House complex brought in 9,000 

people every week, and an average day involved a variety of programs for different age 

groups and ethnicities (Brown, 1999, p. 24).

The Hull-House responded to a real need in the neighbourhood through these pro-

grams, which evolved organically, growing, as Addams has stated, “in response to demand” 
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(cited in Haar, 2002, p. 103).  On top of providing “bathhouses, coffeehouses, meeting spaces” 

for the neighbours, the Hull-House also offered many liberal arts and education programs, 

including an art gallery and studio, as well the more practical language training and job 

hunting programs (Haar, 2002, p. 106, 107, 111).  There were also technical programs relating 

to “crafts, cooking, and sewing” (Brown, 1999, p. 20).

These programs arose out of collaborative efforts between the Hull-House residents 

and their surrounding neighbours, and these neighbours, while taking part in many pro-

grams, were also largely involved in their production, with Haar explaining that “the guests 

assisted with the dishes”  (Haar, 2002, p. 111).  Because the neighbours were encouraged to 

be involved, and because they were able to establish an active and useful role in this space, 

these immigrant settlers found a sense of belonging in the Hull-House.  They were encour-

aged to attain ownership in the space, as the space belonged to them too (Figure 5). 

6.2.d Architectural Boundaries: Fluid & Flexible 

In order to accommodate these ever-evolving programs and the constant infiltration 

of people in and out of the complex, the architectural boundaries the Hull-House naturally 

shifted along with time, and due to demand.  Haar explains that the boundaries of the 
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Hull-House were meant to facilitate movement between the inside and out, between the 

private and public spheres, stating that “the interior spaces and the exterior form of the 

container were literally and figuratively porous and permeable” (Haar, 2002, p. 108, 112).  

She notes that any new construction beyond the original Hull-House complex were designed 

to function as “fluid containers,” with various “functional units” that while being formed 

individually, were meant to act together with the other built structures (Haar, 2002, p. 102, 

109).  With individual, but interlinked pockets of private space interspersed throughout the 

neighbourhood, the private sphere of the Hull-House literally became embedded into the 

public sphere of city street life.  

6.2.e Hull-House Summary

Jane Addams’ Hull-House Settlement grew to be “universally acknowledged as the most 

prominent and most successful” of the many settlement houses that existed at the turn of 

the century (cited in Brown, 1999, p. 19).  I believe this was so because it actively demonstrat-

ed how one space simultaneously accommodates the needs of different user groups.  It also 

demonstrates how an acute awareness of programmatic needs, and how implementing fluid 

architecture boundaries aided in the effective merging of the public and private spheres. 
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Figure 23. BCXSY, Coiled for Editions in Craft, 2010. Beaded vases in collaboration with a group of Siyazama women 
from KwaZulu-Natal, South Africa.  Permission granted to use this image on April 26, 2013 from Renée Padt of 
Editions in Craft.  Image retrieved January 2013 from http://www.bcxsy.com/work/specials/2010/coiled-for-eic/

6.3 BCXSY: COILED  

Designer: BCXSY
Name: Coiled
Location: Eindhoven, NL and South Africa
Client: Editions in Craft, Milan 2010
Program: Product Design and Artistry Exchange
Status/phase: 2010 
Photographer: Hironori Tsukue and BCXSY
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6.3 BCXSY: COILED 

Designed by Eindhoven designers, Boaz Cohen and Sayaka Yamamoto of BCXSY, 

Coiled is a collection of flower vases made of colourful beaded coils (Figure 23). Coiled is 

one of the pilot projects for a creative initiative called Editions in Craft which encourages 

the “joining and exchanging of expertise” between various artisans from different cultures 

(Warmann, 2010).  

Coiled was crafted in collaboration with the Siyazama Project, a bead craft collective 

comprised of a group of South African, Siyazama women from KwaZulu-Natal (Warmann, 

2010) (Figure 24).  While the project was spearheaded by BCXSY and the Editions in Craft, 

the Siyazama women had full artistic liberty over the project and their stories, techniques, 

and experiences greatly influenced the outcome of the design. The women were involved in 

all aspects of the process, from selecting bead colours to determining the form of the vases. 

The women sourced the project by using beads from their local markets and based the form 

off of the body of a snake, a popular reference in their culture.  These small details allowed 

for the Siyazama women to garner a sense of familiarity and ownership over the work, sens-

ing their value to the collaboration (Warmann, 2010) (Figure 25). 
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Figure 24. BCXSY, Coiled for Editions in Craft, 2010. Demonstrating the collaborative pro-
cess.  Permission granted to use this image on April 25, 2013 from Boaz Cohen & Sayaka 
Yamamoto of BCXSY.  Retrieved January 2013 from http://www.bcxsy.com/work/spe-
cials/2010/coiled-for-eic/.

Figure 25. BCXSY, Coiled for Editions in Craft, 2010. Demonstrating the collaborative pro-
cess (detail). Permission granted to use this image on April 25, 2013 from Boaz Cohen & 
Sayaka Yamamoto of BCXSY.  Retrieved January 2013 from http://www.bcxsy.com/work/
specials/2010/coiled-for-eic/.
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I am interested in Coiled with relation to this project because it displays an exchange 

in artistry made between the collaborators, the Siyazama women and BCXSY, and dem-

onstrates that such collaborations between artisans brings positive effects. The process of 

Coiled functions as a meeting point, connecting two who were previously unconnected, but 

who are now working in tandem, learning and evolving from one another. The resulting 

product reflects this shared experience.  In looking at the vases, it is difficult to see where 

the collaboration between BCXSY and the Siyazama women begins and ends.  Rather, what 

is seen is a seamless integration between creative minds, incorporating both the traditional 

rituals of the Siyazama women and the contemporary aesthetic of BCXSY (Warmann, 2010). 

The collective process is a give and take with all participants benefiting equally from the 

process.

In this transitional interior, I have included a Textile Arts Centre on the main floor, a 

place in which textile artists around Winnipeg are encouraged to join and to work in tan-

dem along with the refugee residents. Finding a common ground element between women 

of different cultures, a simple aspect such as beads in the case of Coiled, encourages the 

sharing of practices and skill-sets so that the artform of one culture may inform and influ-

ence another.  I have utilized the textile arts as a means of connecting groups who might 
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not have been connected and to find common ground through the sharing of art practices 

and also functions as a medium through which the women are able to relate their stories, 

customs, and experiences.
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6.4 PETRA BLAISSE: INSIDE OUTSIDE

A major part of my research with this project is examining the work of Petra Blaisse 

and her firm, Inside Outside.  Blaisse’s fabric walls provide a sense of movement, fluidity, 

connectivity, and warmth to space where static walls cannot.  She does not shy away from 

beauty or the feminine imagery that are often coupled with the notion of curtains.  Instead, 

she effectively constructs a forgiving and ephemeral solution to architectural form, one that 

flows and is open ended, one that, as she states is,  “lighter, softer, and richer” (Blaisse, 2007, 

p. 1).  I have selected four of her projects to analyze in which I explore how they highlight 

the different conceptual elements of my project. They are the “Movements” exhibition at 

the Storefront for Art and Architecture, the Toledo Glass Pavilion, her landscape design of 

Giardini de Porta Nuova, and finally the Casa da Música.
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Figure 26. Petra Blaisse, Movements Exhibition, retrospective, 2000, Storefront for Art and 
Architecture, New York. Photograph demonstrating fluid exterior curtain.  Permission granted 
to use this image on April 26, 2013 from Rabia Zuberi of Inside Outside .  Retrieved January 
2013 from http://www.insideoutside.nl/en/movements-exhibition.htm.

Figure 27. Petra Blaisse, Movements Exhibition, retrospective, 2000, Storefront for Art and 
Architecture, New York. Photographer: Edgar Cleijne. Photograph of the interior demonstrat-
ing a diversity of colour and texture.  Retrieved January 2013 from http://www.insideout-
side.nl/en/movements-exhibition.htm.

6.4.a MOVEMENTS EXHIBITION : PETRA BLAISSE

Designer: Inside Outside, Petra Blaisse
Location: New York City, NY
Client: Storefront for Art & Architecture
Program: Retrospective of 10 years work Inside Outside
Dates: Installed 2000
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6.4.a “Movements” Exhibition, Storefront for Art and Architecture, NYC 

Being an art installation at the Storefront for Art and Architecture, in New York City, I 

have included this precedent here because it captures the sense of fluidity while also sug-

gesting ways of incorporating the diversity of colour and texture within a design.  

Diversity of Colour and Texture

Set within an otherwise bland environment of concrete and steel, these colourful, 

patchwork curtains delineate hallways and paths, while also offering a dynamic and demo-

cratic merging of colour and texture within the space (Figure 27). This diversity through the 

use of colour and textiles is something that I have brought to this design of this project.   

Fluid Walls

This precedent challenges the perception of walls being solid and non-moving, and 

demonstrates how the most basic of architectural elements such as a wall can take on more 

fluid properties.  In this precedent, the Inside Outside firm adds layers of fabric and colour 

to the concrete façade, establishing the presence of a wall that flows and breaths, expanding 
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out and onto the street, moving with both wind and the touch of the hand (Figure 26).  By 

bringing the curtain out onto the street, Inside Outside engage the democratic possibility 

of architectural elements, ones that reach out to the public as it passes by.  It is design that 

is non-exclusive and invites interaction at the street level, a space where everyone is allowed 

to be. 

Challenges Dichotomies

In this exhibition, Blaisse also takes on a reversal of roles.  With curtains usually being 

relegated to the indoors, Blaisse instead brings the curtain out into the open exterior, trac-

ing the façade. By doing so, she challenges the dichotomies between what is perceived as 

interior and exterior.   
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Figure 28. Petra Blaisse, Toledo Pavilion of Glass, 2002-2005. Floor Plan defining adaptable curtain arrangements. 
Permission granted to use this image on April 26, 2013 from Rabia Zuberi of Inside Outside .  Retrieved January 
2013 from http://www.insideoutside.nl/en/toledo-glass-pavilion.htm

6.4.b TOLEDO PAVILION OF GLASS: PETRA BLAISSE

Designers: Inside Outside Studio/ Petra Blaisse  
Architect: SANAA, Tokyo
Client: Toledo Museum of Art
Location: Toledo, OH
Program: Space defining, acoustic and darkening curtains, 
and sun & UV screening voiles 
Dates: 2002-2005
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6.4.b Toledo Glass Pavilion 

The Toledo Glass Pavilion designed by Japanese architecture firm, SANAA, is an almost 

completely transparent structure, with both the exterior and interior walls being made of 

glass. This posed many design challenges, since with the glass, there was little to dampen 

environmental conditions such as glare, heat gain, insulation, and light infiltration (Blaisse, 

2007, p. 18).  Inside Outside played a pivotal role in designing solutions for most all of these 

issues through the use of curtain walls which would, as Blaisse states, “move along facades 

and surround interior spaces” (Blaisse, 2007, p. 24) (Figure 28).  

Varying Gradation of Material: From Translucent to Opaque 

In order to solve a majority of the concerns, Blaisse and her team crafted a curtain 

that would pull along the edge of the exterior glass wall. The curtains in the multi-purpose 

room specifically, had to be flexible enough to transition from being completely opened 

and closed, with many variations in between. In order to accommodate this drastic range 

in light quality, Inside Outside arranged, as Blaisse explains, curtains that were “layered”, 

“punctured”, and “printed” so that it could permit varying degrees of translucency and 

opacity, ranging from completely transparent when stretched out to entirely opaque when 
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Figure 29. Petra Blaisse, Toledo Pavilion of Glass, 2002-2005. Interior curtain application. Dia-
gram demonstrating the varying levels of transparency attained through the use of curtains.  
Permission granted to use this image on April 26, 2013 from Rabia Zuberi of Inside Outside.  
Retrieved January 2013 from http://www.insideoutside.nl/en/toledo-glass-pavilion.htm 

Figure 30. Petra Blaisse, Toledo Pavilion of Glass, 2002-2005. Interior curtain application. 
Photograph demonstrating the printed curtains.  Permission granted to use this image on 
April 26, 2013 from Rabia Zuberi of Inside Outside.  Retrieved January 2013 from http://
www.insideoutside.nl/en/toledo-glass-pavilion.htm
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folded together (Blaisse, 2007, p. 30, 24, 26) (Figures 29, 30). This arrangement allowed for 

a flexible and user-based control over the boundaries between the interior and distracting 

conditions, such as heat and glare, that flowed from the exterior. This precedent has had a 

large influence on my design, since in this project, I also utilize curtains in order to provide 

users with the flexibility of being able to influence their environment, and control privacy 

levels.  I have imbedded the space with curtains of varying translucency so that the users 

may pull out whichever curtain they need at the moment.  

Interior Space-Dividing Curtains; Creating a Room within a Room

The curtains in the multi-purpose room also had to facilitate divisions in interior 

space, and so a separate curtain was embedded into the room in order to create such dis-

tinctions.  With recessed curtain tracks, these curtains were able to hide away into ceilings 

and walls, disappearing into the structure of the building (Blaisse, 2007, p. 24).

I have, in my own design project, used curtains as a means of creating a room within a 

room, using them by adding varying levels of privacy and interiority throughout my design 

and this precedent demonstrates how curtains provide such enclosures, spaces of privacy, 

while also responding to undesirable environmental conditions. 
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Figure 31. Petra Blaisse, Giardini de Porta Nuova, Milan, 2004. Landscape design. Diagram demonstrating 
central gathering spaces.  Permission granted to use this image on April 26, 2013 from Rabia Zuberi of Inside 
Outside.  Retrieved January 2013 from http://www.insideoutside.nl/en/giardini-di-porta-nuova.htm.

6.4.c GIARDINI DE PORTA NUOVA: PETRA BLAISSE

Designer: Inside Outside, Petra Blaisse
Team: Inside Outside, Mirko Zardini, Michael Maltzan Architecture, 
Piet Oudolf, Irma Boom, Ro’dor
Location: Milan, Italy
Client: Municipality Milano
Program: Urban park design, planting plans, infrastructure
Dates: Competition 2004
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6.4.c Giardini de Porta Nuova

The Path as Connector

Much like in the Mobius House precedent, Blaisse and the Inside Outside firm explore 

the path as a means of facilitating connections in their landscape design of Giardini de Porta 

Nuova in Milan.  The paths designed for this park are meant to draw people forward into 

spaces of connection.  Blaisse has implemented circular nodes, pods at the places where the 

paths cross and intersect so that these spaces may also be places of gathering.  The design-

ers have made these areas focal points by planting an interesting array of plants and trees 

(Figure 32). 

Architectural theorist Dirk van den Heuvel states that in the design of the this park, 

that “paths are designed as narratives, as a set of scenarios, so to speak, that unfold while 

moving through the park” (Van den Heuvel, 2007, p. 281).  He further explains that “build-

ings are positioned in such a way that they are embedded in the web of paths; at times paths 

continue into buildings, thus turning them into gates or ‘connectors’.  It is at such points 

that the differences between inside and outside are blurred, and boundaries are rendered 

ambiguous” (Van den Heuvel, 2007, p. 281).  
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Figure 32. Petra Blaisse, Giardini de Porta Nuova, Milan, 2004. Landscape design. Diagram 
demonstrating paths and nodes.  Permission granted to use this image on April 26, 2013 from 
Rabia Zuberi of Inside Outside.  Retrieved January 2013 from http://www.insideoutside.nl/
en/giardini-di-porta-nuova.htm. 

Figure 33. Petra Blaisse, Giardini de Porta Nuova, Milan, 2004. Landscape design. Lines 
traced through the city.  Permission granted to use this image on April 26, 2013 from Rabia 
Zuberi of Inside Outside.  Retrieved January 2013 from http://www.insideoutside.nl/en/
giardini-di-porta-nuova.htm.
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Just as the buildings in the park design are a continuation of exterior paths, the paths 

within the interior of the transitional residence will also be a continuation of the paths al-

ready present in the neighbourhood.  The connections between the interior and exterior are 

handled as natural progressions between one space and another.  The edges of the building 

do not mark the end of the road. 

In order to design the paths, Blaisse states that the team traced both the official and 

unofficial lines, paths, and connection points that were already established in the city (Blais-

se, 2007, p. 132) (Figure 33). This is a process I have also done in the West Broadway neigh-

bourhood as part of my site analysis. I have looked at the paths, nodes, points of interest that 

are already present in the neighbourhood and how the design of my space retains, and even 

promotes, the neighbourhoods existing paths and connections. 

Multi-Functions and Uses

This precedent also speaks of the multi-functional quality that paths and nodes can 

have. Blaisse explains that the paths and nodes have many uses and purposes, and  speaks to 

the ways in which the team activated the space of the path as being spaces of connection in 

and of themselves.  She states that “the paths themselves are not only for walking, jogging, 
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meditating, studying, eating and interacting, but can also be used for events such as fashion 

shows, markets and exhibitions, public gatherings and social or cultural events” (Blaisse, 

2007, p. 132). While she states that the nodes may also “become plazas or market places” 

(Blaisse, 2007, p. 132) (Figure 31).

Level changes also challenged the team to be flexible in the design of their paths, stat-

ing that “paths turn into bridges, walls, tunnels and even furniture” wherever there were 

shifts in the landscape (Blaisse, 2007, p. 132).  

This precedent gives me a good window into how to engage in the site and landscape 

design of my project, including my design of the farmer’s market, and rooftop garden. It 

demonstrates how to activate the spaces of circulation and movement so that while they are 

transitional space, they are lived in as well. 
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Figure 34. Petra Blaisse, Casa da Música, 2005, Porto, Portugal. Interior curtain application. Floor Plan demon-
strating interior curtain application.  Permission granted to use this image on April 26, 2013 from Rabia Zuberi 
of Inside Outside.  Retrieved January 2013 from http://www.insideoutside.nl/en/casa-da-musica.htm. 

6.4.d CASA DA MUSICA: PETRA BLAISSE

Designers: Inside Outside Studio/ Petra Blaisse  
Architect: O.M.A., Rotterdam
Client: Casa da Música
Location: Porto, Portugal
Program: Acoustic, blackout and viewfiltering curtains, sun-screens
Dates: Realised 2005
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6.4.d Casa da Música

Petra Blaisse and Inside Outside, joined OMA architects in the venture to design the 

interior curtains at Casa da Música, a music hall set in Porto, Portugal (Figure 34).  I have 

selected this precedent because the designers of Inside Outside demonstrate how a space 

can be made more meaningful by incorporating cultural elements into the design.  This 

precedent also provides another example of how to increase the functionality of curtains 

through layering techniques. 

 Infusing Cultural Elements into the Design

Blaisse and her team included many references to Portuguese culture with the design 

of their curtains. They acknowledged that the Portuguese women have a long history with 

wearing lace, specifically the lace “voiles” Portuguese women wear to church: “black for mar-

ried, white for unmarried” women (Blaisse, 2007, p. 278).  Inside Outside designed two lace 

curtains, one black and one white, which offer a reinterpretation of these voiles (Figure 35).  

The team made the lace curtains by, as Blaisse states,  “knitting bands of very thin material 

into a complex but very open structure” (Blaisse, 2007, p. 279).  Blaisse describes these lace 

curtains as “a weightless and open structure” (Blaisse, 2007, p. 278) and due to its weight-
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lessness, however, the lace needed some extra support in order to hold the structure of the 

knitted bands together.  The team then decided to integrate the more structural fisherman’s 

netting into the design of the curtains, another prominent reference to life and culture in 

Porto (Blaisse, 2007, p. 279).

The thoughtful integration of these cultural elements into the design promote the 

sense of familiarity and ownership to those who living in the area and who might recognize 

a bit of their culture and history imbedded into the design of the space. 

Double-Functioning Curtain

In order to restrain the infiltration of sunlight from the light filled foyer, and in order 

to add acoustical dampening from the side of the auditorium, Inside Outside designed a 

two-sided curtain comprised of different materials on both sides in order to gain a multi-

functioning curtain (Blaisse, 2007, p. 277) (Figure 36).  The one side facing the auditorium 

was made of white blanched wool, and is meant to aid in the acoustic value of the space 

and also functions as a projection screen at times (Blaisse, 2007, p. 277).  On the other side, 

the curtain is made of matte black wool and is meant to absorb light (Blaisse, 2007, p. 277).  

I have analyzed this precedent because it demonstrates, once again, how layering curtains 
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can help maximize their functional value and usefulness, taking care of both factors relating 

to lighting and acoustics. 

Figure 36.  Petra Blaisse, Casa da Música, 2005, Porto, Portugal. Interior curtain applica-
tion. Photograph demonstrating the double sided and double functioning curtain. Permission 
granted to use this image on April 26, 2013 from Rabia Zuberi of Inside Outside.  Retrieved 
January 2013 from http://www.insideoutside.nl/en/casa-da-musica.htm. 

Figure 35. Petra Blaisse, Casa da Música, 2005, Porto, Portugal. Interior curtain application. 
Photograph demonstrating the curtain voile, a Portuguese cultural reference.  Permission 
granted to use this image on April 26, 2013 from Rabia Zuberi of Inside Outside.  Retrieved 
January 2013 from http://www.insideoutside.nl/en/casa-da-musica.htm. 
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6.5 SUMMARY OF DESIGN IMPLICATIONS

Precedent
Mobius House Hull-House Coiled

Design Implications
Walking as action needed 
in connection, used ramps, 
paths to encourage motion, 
connection.

Fluidity and flexibility be-
tween living spaces. 

Connection and continu-
ity between the inside and 
outside, the lives of two per-
sons, and between materials 
(glass/ concrete)

Reciprocity between women 
“settlers” and immigrant 
neighbours 

Challenging private and pub-
lic spheres 

Programming are what chal-
lenged changes to the design, 
evolving organically 

Eventually architectural 
boundaries became more and 
more permeable, fluid con-
tainers, units, both public and 
private, both home and city 

Collaboration and explora-
tion between people of dif-
ferent cultures 

Connection based on a com-
mon interest, finding 
a Common Ground 

Art Programming 

Table 1a. Summary of Design Implications from Design Precedent Analysis

173PRECEDENT REVIEW | Summary of Design Implications



Precedent
“Movements” 
Exhibition

Toledo Glass 
Pavilion

Giardini Di Porta 
Nuova

Casa da Música

Design Implications
Curtains used to delin-
eate Hallways, Paths 

Fluid Wall is demo-
cratic, reaching out to 
engage the street life. 

Reversing the role of 
curtain – on façade of 
building, not indoors 

Mixing of diverse ma-
terials, fabrics 

Space dividing 
curtains, fluid, offer 
connection between 

Layering curtains 
to provide different 
strengths and varia-
tions of boundaries, 
from translucent to 
opaque 

Movement of Paths to 
specific points of connec-
tion 

Paths as active living 
spaces, not just places of 
transportation

Woven lace curtain 
an expression of the 
local culture, materi-
als as an expression 
of the culture of the 
users 

6.5 SUMMARY OF DESIGN IMPLICATIONS

Table 1b. Summary of Design Implications from Design Precedent Analysis
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Conclusion

The precedents I have selected and discussed above have been essential to the devel-

opment of this project since they have aided my transition from thinking in theory to work-

ing in design.  All of these works, by artists, urban planners, community activists, designers, 

landscape designers, and architects, have found a tangible way to bring their ideas out into 

the world, and all of these persons have done so with the aspiration of making connections 

between persons, cultures, subjects, objects, places, and spaces.  A study of these remarkable 

precedents has proven to be invaluable to the resolution of my project because they have 

demonstrated the effectiveness of fostering relationships through design. 
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Figure 37. Main Floor perspective demonstrating the entrance to the Textile Arts Centre 

CHAPTER 7: DESIGN RESOLUTION
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Introduction

In this chapter, my research comes to a close in the form of a final design proposal of 

a transitional residence for refugee women and children.   I demonstrate, looking through 

a macro to micro lens, how the theories of movement, boundaries, the contact zone, and 

weaving take shape within this design.  I first begin by conceptualizing the building, the 

site at 685 Westminster Avenue, as though it were a weaving loom, and dissect how I have 

implemented the elements of weaving within this built environment. 

I then proceed in a detailed outline of how the design of this transitional interior 

takes on these meanings.  I examine the warp, where I discuss the design of the site and the 

exterior of the building.  I then proceed to the heddle, where I examine the boundaries of 

safety and security that are necessary in the context of a residence for refugee women and 

children. Following the discussion of the heddle, I define how this building has been trans-

formed into a site for the interweaving of various users, spaces and activities.  
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7.1 THE BUILDING AS A LOOM 

In bringing the concept of weaving to this design, my first step was to re-conceptualize 

the frame of the building as if it were the frame of a loom. The purpose of a loom is to cre-

ate a structure upon which the weaving takes place.  The loom acts to provide tension and 

separation to the warp threads so that there is space to bring in the mobile warp thread, 

bringing it in at the  heddle to intersect with the organized warp threads (Harris, 1993, p. 16).  

This organizational structure holds the essential elements of the weaving together, becom-

ing a site for weavers to take action within. 

In this project I consider the structure and frame of the building, its exterior walls, 

floors, ceilings, and columns, to take on the properties of a frame of a loom, and to become 

the constitution within which interweavings take place.  While looms come in all forms, in 

this project I specifically reference the floor loom, and have implemented a few of its ele-

ments into this design, namely the wood frame, the warp threads, the heddle frame, and the 

final interwoven fabric through the intersection and weaving of the warp and weft threads. 
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1. Wood frame
2. Seat for weaver
3. Warp threads
4. Heddle frame 
5. Woven Fabric
6. Treadles Figure 38. Diagram of a floor loom, used for weaving.

7.1.a The Elements of a Loom

179DESIGN RESOLUTION | Building as a Loom



Figure 39. Diagram showing the building conceptualized as a loom

7.1.b The Building as a Loom 
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7.2 WARP (movement)  |   site plan, exterior elevations 

The warp are threads that are fixed into place, and held under tension in the loom.  

At the push of the foot treadle, these threads open up at the heddle so that the 

mobile weft thread can be woven through.  The intersection of the warp and weft 

threads are what establish a weaving.   

I have used the warp threads in this project to symbolize the separate paths of 

movement the individual takes before they make their way into this place, into the 

loom, past the heddle, and into the spaces of interconnection. 
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7.2.a SITE PLAN

In a weaving, the warp threads come in past the frame of the loom, passes through the 

heddle, to enter into the space of a weaving.  For all users of this space, the first point of 

contact with this design is the exterior site. Other area locals will also encounter the exterior 

of this building on a daily basis.

In these most public and exterior spaces, I have implemented long and skinny lines, 

to symbolize the warp threads, and the individual journeys the users take before they reach 

the interior. These warp threads leads into the heddle, a newly constructed atrium located 

along the east façade of the building.  As the users approach the heddle, the warp threads 

start breaking away, and are interrupted by wider, more defined paths that are set slightly 

askew. These angled paths peek in past the heddle, hinting to the beginnings of a weaving 

in the interior of the building, of the intersections of paths and individuals that occur past 

the heddle line.

These angled paths extend out the south and west sides of the building as well, form-

ing marks on the sidewalks of Westminster Avenue and Sherbrook Street. Slight changes 

in colour and texture in the concrete form subtle marks on the sidewalk, and these paths 
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become invitations for passers-by to engage with the site, and to think about their own point 

of travel in relation to the space.  They are meant to draw persons into the building, as well 

draw those inside, out.  These lines also evoke the sense of play, and make reference to the 

many games children play with chalk lines on a sidewalk. 

The site plan is intimately connected with the interior main floor plan in the sense 

that the interior paths of the main floor continue out into the exterior.  These interior paths 

are largely influenced by the exterior and the various lines that are already present in the 

neighbourhood, lines that would be etched into the ground if there were not a building in 

its location.  I have designed these paths so that they transition in and between the façade 

of the building, encouraging exterior and interior relationships and connections to be made 

between.
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7.2.a.i Site Plan: LINES OF THE NEIGHBOURHOOD 

Figure 40. Site Plan demonstrating the lines of the neighbourhood as they cut through the building 
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Figure 41. Site Plan (Detail) SHERBROOK ST. 
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7.2.a.ii SITE PLAN 
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7.2.a.iii Farmer’s Market

I have reconfigured the adjacent lot, presently used for parking, to become a public 

community gathering space, and have programmed a farmer’s market that will take place 

here on Wednesdays and Saturdays, during the summer months.  This farmer’s market 

would primarily act as a means of bringing the surrounding community together, and would 

be open to local Manitoba farmers.  I have designed a rooftop garden on the second floor 

of the building, and any resident gardeners are also able to sell produce in the market as a 

small means of income.  As I have detailed in the Programme (Appendix 3), West Broadway 

has a many community gardens, and therefore the market would be a venue in which the 

areas community gardeners would sell and share their grown goods, while also making con-

nections with the newcomer resident gardeners. 

At the centre of the market is an informal market square with benches, trees, and 

planted garden.  This is area in which the users can sit down with a cup of coffee and take 

in the local atmosphere.  At times when the farmer’s market is not set up, the space transi-

tions into a park.  With the market stalls gone, the empty spaces become miniature fields 

upon which resident and local children in the area can play ball.   The benches located in 

the middle then turn into informal bleachers, becoming observation points from which 
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mothers and friends can watch the game. 

7.2.a.iv Parking Lot, Loading, Back Lane

To the north of the farmer’s market is a parking lot, with seven universal parking 

spaces, as well as space for loading. I have kept the parking minimal and intended for only 

those who truly need a vehicle.  Others are encouraged to walk, bike, or take the bus to and 

from the building since West Broadway is a great neighboruhood for walking, and the site 

is located close to major bus stops. 

Located at the close to the edge of the building’s east façade is a paved back-lane.  This 

lane is city property, however, it is not a busy lane and will become another site of informal 

play between the residents and other local children. Just as there are subtle colour and tex-

ture changes marking lines into the south and west sidewalks, there are also lines here in 

the back lane, etched into the concrete that mark the transitions between the inside and out. 
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7.2.B EXTERIOR ELEVATIONS

7.2.b.i East Side

As I have briefly mentioned, I have designed an addition to the building, a four-storey atri-

um that extends the length of the east facade.  The atrium extends out from the original struc-

ture by 14 feet. This is the side of the building that connects to the farmer’s market and parking 

lot, and is also the primary access point and entrance for the residents, staff and volunteers. 

The wooden slats rises up the length of the building, wrapping over the atrium, to become 

a literal projection of a loom.  These wooden slats perform as an implied boundary.

This side of the atrium also has a glazed curtain wall that allows for plenty of eastern 

light to infiltrate the interior while also establishing a visual connection the inside and outside. 

Together, the light from the windows and the wooden slats crate a play of light and shadow, a 

crisscrossing pattern that shifts across the floor throughout the day. 
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Figure 42. East Exterior Elevation

189DESIGN RESOLUTION | Warp (Exterior Elevations)



7.2.b.ii  South Side

The Sherbrook Inn, as it currently stands, is a well-known West Broadway landmark.  

In order to keep it recognizable, I did not want to significantly change its outward exterior 

appearance.  I have kept the lines clean and minimal in order remain in context with the 

rest of the building, while also retaining many of the building’s original modernist features.  

Aside from the new construction of the atrium at the east façade, other changes to the exte-

rior have mainly been updating the exiting structure while making a few references to the 

concept of weaving.

A view of the south side of the building demonstrates the relationships between the 

atrium addition, the heddle, with the rest of the building. 
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Figure 43. South Exterior Elevation
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7.2.b.iii West Side

The west elevation, at street level, demonstrates the entrances to the Textile Arts Cen-

tre and café, as well as a glazed, storefront-style façade.  The windows by the café fold open 

in the summer months, establishing connections between the interior and the exterior, and 

adding to the growing café culture on Sherbrook Street.  There is a long bench located 

beneath the glazed façade that is mirrored in the interior, which also adds to these connec-

tions.

While the concept of the loom is clear on the east elevation through the implementa-

tion of the wooden slats, I have also hinted at the concept of weaving on the south and west 

facades.  On the second level I have designed a perforated brass metal railing, cut out to the 

pattern of a basic weaving. On the upper stories, I have also designed square wood screens 

that pull across the length of the individual balconies in order to shield glare, or to provide 

extra privacy to the suites.  These privacy screens also reference this same weaving pat-

tern, but one that is flexible, taking on its own patterns as the residents move their screens 

throughout the day. 
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Figure 44. West Exterior Elevation
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7.3 HEDDLE (boundary)  |  atrium, vertical circulation

The heddle performs as a boundary and organizational threshold.  Each warp 

thread is filtered through the heddle before the weaving can occur since the hed-

dle separates the warp threads, providing an opening for the passage of the weft 

threads.  

In this project, I have used the heddle to represent the boundaries of security and 

privacy that are necessary for the residents.  This heddle takes on a vertical ele-

ment, and extends up the entire length of the building.  
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7.3.a HEDDLE ATRIUM

As I have mentioned, the atrium is the main access point for the resident, staff, and 

volunteer users. There are two entrances located on either side of the length of the heddle.  

One, demonstrated in the Section A, connects the users to the parking lot, loading area, 

park and farmer’s market.  The other leads out onto the Sherbrook Street sidewalk. 

Because this area acts as a main entrance point, the atrium was an appropriate site to 

situate the heddle, since it acts as a filter, an implied boundary between the interior and the 

exterior, while also setting up the space for the weaving and interaction that occurs through-

out the rest of the building. 

The heddle is a vertical component to the loom, and one of the most important rea-

sons for the construction of this atrium was to create seamless vertical circulation between 

the floors.  The design of the three sets of stairs facilitates these vertical connections, and is 

the focus of the atrium, extending up the length of the east façade. These sets of stairs are 

primarily meant for the residents to move from the main floor up to the forth floor.  The 

heddle atrium is designed to be rectilinear in form to promote the ease of use and way-

finding since it is geared towards those that functionally use the building every day. 
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I have implemented the concept of the heddle into the aesthetic design of the atrium 

in a few ways. Firstly, I have designed wooden slats that rise up from the base of the build-

ing, extending vertically, and wrapping over the top of the atrium.  These slats then come 

back down, breaking through the ceiling planes, to become walls, forming nooks, informal 

lounge areas, and other spaces of privacy. I have also brought the form of the heddle to the 

design of the atrium by scattering each set of stairs in a back and forth motion, representing 

the undulating form that the heddle takes on as a weaver pushes down the food treadles to 

change the pattern in the weave.  

The following section demonstrates a cut through the atrium at the back and show-

cases the stairs and their relationship to each floor (Figure 45). This section also highlights 

the heddle slats as they rise up, and wrapping around the east side of the atrium wall. As 

well as the outdoor nook, double sided edge underneath the first stairwell.
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Figure 45. North/ South Section
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7.3.a.ii Heddle as a Boundary

The purpose of a heddle in a loom is to act like a boundary, forming a space between 

the warp threads and the interweaving weft thread to instigate the weaving, and more im-

portantly, however, is that I have implemented the heddle to act as a boundary, promoting 

privacy, safety and security for the residents.  This boundary is necessary for the residents, 

and the heddle atrium works as a boundary, a dynamic and protective edge that offers se-

curity and privacy to the residents, while still being open to interaction between the sides.  

There are a number of ways in which the heddle functions as a boundary. 

Firstly, the stairs function as a boundary. With the design of this heddle, I have fac-

tored in the idea of the two-sided, dynamic edge, and by placing the stairs at the edge of the 

building, I am playing up its as a boundary. Underneath the first stairwell, the one between 

the main floor and second floor, is a public gathering space with an outdoor bench for seat-

ing.  This is an outdoor nook beneath the stairs, where people can gather at the edge of the 

building to wait for the bus, or watch their kids as they play outside. People then gather on 

both sides, above, below, and on either side of this boundary.  
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The heddle is purposely placed in direct relationship to the residential floors.  Each 

successive floor is meant to be more private and as the stairwell rises up the floors, the more 

and more private the space becomes.  It is appropriate, then, since the heddle represents 

this vertical boundary, representing the transition from public to private space. 

In order to heighten the sense of security in these areas, I designed the stairs so that 

on any floor, there are direct views down to the main floor.  I designed the stairwell to be vis-

ible, and out in the open, so that the residents can keep an eye out on who is in the building.  

Such views are vital in establishing security in these areas, since it allows the residents to be 

aware of their immediate surroundings, as well as be aware of any imminent threat. The east 

façade of the atrium/ heddle is a glazed curtain wall which, not only lets in an abundance of 

natural light, while providing a visual connection to the outdoors, also allows for the resi-

dents to view any happenings occurring in the exterior, or to be able, from the interior, to 

watch their children as they play outside. 

Another way the heddle provides safety and security to the resident occupants of this 

space, is in the design of the stair landings.  I have included numerous landings, all which 

vary randomly in length, on each set of stairs. The first and most important reason for do-

ing this was that I wanted the stairs to be safe for toddlers and small kids so that if a child 
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were to slip and fall down the stairs, they would only be able to fall about 3 steps or so, and 

therefore, it wouldn’t be a significant or dangerous fall.  Another reason for including these 

lengthy landings is to create pauses on the steps, places for people to sit, gather and linger, 

to put down heavy bags or a child, should one of the mothers need to give her arms a quick 

break.   
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Figure 46. The Heddle - Perspective demontstrating vertical circulation to the residential floors 
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Figure 47. East / West Section 
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7.4 WEAVING (contact zone) |  main floor, second floor
communal areas on third floor & fourth 

Once the warp threads are passed through and organized at the heddle boundary, 

there is now space for the weaving to begin.  To create a weaving, a weaver will 

bring in the weft thread, repetitively moving it over and under the warp threads.  

It is only as the warp and weft threads intersect that the woven fabric begins to 

develop. 

I have utilized the symbol of weaving, the act of two threads coming together at 

intersections to create a new form, to represent the space of the contact zone.  The 

warp and weft, as they come together, symbolize the various users and their paths, 

as they meet, intersect, and form new relationships.  This space of the weaving is 

horizontal in nature, and primarily takes place on the main and second floors. 
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7.4.a WEAVING A CONTACT ZONE  

The main floor and second floor are the areas in which the weaving of this design takes 

place. Conceptually speaking, these areas are now past the boundary of the heddle and are 

free to become sites of contact and interconnection.  

The main floor is designed as a space that is available to the residents, but open to 

the local community as well, acting as the main contact zone and the gathering space in the 

facility.  The Textile Arts Centre, brings in a variety of people for workshops every day, and 

the café and lounge entices other users.  The main floor, then, is designed to be the grounds 

upon which connections between these various users can occur.  It is designed to facilitate 

these intersections, and also reflect the dynamic characteristics of their meeting.  

The second, third and fourth floors also reflect this interweaving, however, because 

the upper floors are private residential areas, the intermingling between the various user 

groups become less, and therefore the reference to weaving becomes more minimal as the 

floors rise. 
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I have referenced the concept of weaving in my design in two significant ways, through 

the interweaving of paths on the floor, and through the implementation of flexible fabric 

walls.  With fabric walls layered over a chaotic webbing of paths, this space is designed to be 

a bricolage of texture, colour and material, an interweaving that is meant to be chaotic and 

celebratory, demonstrating a layering of personalities. 

7.4.a.i Fabric Walls

I have designed this space so that it may be flexible, opening up and closing depending 

on need.  In order to facilitate plasticity in this environment, I have kept fixed partition walls 

to a minimum and have instead implemented fabric walls, layered with texture, and ranging 

in various levels of translucency.  

Along with the heddle, and woven tiled paths, these fabric walls are one the most 

important features in this design.  As I have already established in this document, fabric is 

commonly used as a means of transporting the sense of domestic space.  I have therefore 

utilized a layering of fabric in this design as a means of bringing warmth, character, and the 

sense of cultural diversity to the space.  Since these fabric walls are not solid, they are easily 

replaced, and therefore may be changed to suit the preferred textures and colours of the 
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users as they come and go.  

7.4.a.ii Interweaving Paths

Inspired by Jane Rendell’s mention of the “web of connections” which I discuss in 

Chapter 2: Movements, as well as Petra Blaisse’s design of the Giardini di Porta Nuova park 

in Milan, which I discuss in Chapter 6: Precedent Review, I designed the main contact zones 

to have an intricate tangle of paths and intersections, demonstrating the interweaving of 

paths of the various users (Rendell & Wells, p. 153).  

As I have discussed earlier, these paths are inspired by the lines that were already 

present in the neighbourhood, however, there are other lines in this design that are meant 

to symbolize the connections on at a much greater scale.  These other lines reference the 

many other, more global paths the residents have taken, which have also infiltrated into 

the building.  These lines then mix with the lines of the neighbourhood to form a mass of 

colour, texture and life.  

I designed the space so that these paths encourage as many connections as possible, 

and therefore made many points of intersection.  I have arranged the hearts of these inter-
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sections at major “contact zones,” at various points of connection in the floor areas, such as 

the entrances, weaving studio, cooking areas, and others.  I have also made each of the paths 

six feet wide, which will comfortably accommodate two people as they walk side by side.  

Each path is made out of a selected assortment of graphic tiles, all with different colours 

and patterns, and ranging from a variety of ethnicities. This bricollage of pattern and colour 

is meant to represent the mélange of the contact zone, portraying the excitement and disarray 

that ensues when new relationships are forming.  The floor takes on a life of its own, becoming 

a tangle of chaos.  In spaces such as the Textile Arts Centre on the main floor, for instance, the 

chaos beneath the artists feet is meant to inspire the artists to fully engage in the process of 

making and work without abandon.  

This space, however, is meant to convey the sense of mélange without being disorienting.  

The design of this space is not meant to be prescriptive, and I did not want any chaos to impose 

negatively on the users.  Because the paths are so prominent, I limited these chaotic elements 

to the floor plane, while keeping the other design elements such as partition walls and furniture 

arrangements minimal and rectilinear, and therefore not an obstruction to anyone.  I have also 

kept the design fixtures and materials subdued, using a palate of white and soft neutrals, natural 

wood, and pops of colour here and there.
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7.4.b MAIN FLOOR PLAN

The areas of activity on the main floor are the public entrances, the Textile Art Centre, 

a café, lounge, gift shop, gallery, administration offices, and men’s and women’s washrooms.  

At the east side, the main floor is also connected to the heddle atrium, including the back 

entrances and vertical circulation to the other floors.   

With the exception of the administration office and washrooms, the main floor is open 

and interconnected, separated only by fabric partition walls.  This transparency allows the 

users to be aware of their immediate surroundings while also prompting users to be inter-

ested and engage with the adjacent spaces, as well as the people within them. 
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7.4.b.i Entrances

There are two public entrances on the main floor that leads out onto Sherbrook Street.  

One provides access to the Textile Arts Centre, while another provides access to the café, gift 

shop and gallery. 

I designed the main entrance at the corner of Sherbrook Street and Westminster Av-

enue to be a gathering place, an in-between place at the edge in which people can linger on 

the way in and out of the building.  Immediately upon arrival, a user is greeted with a long 

comfortable bench for seating and communing with others. 

While this entrance acts as a place of pause, there is also an innate pull into the build-

ing’s interior.  The paths at the entrance lead in directly from the street, pushing the user 

into the studio and to its various areas of activity. Swaths of graphic and translucent fabric 

walls also promote a visual connection to the other studio areas, enticing the user to pro-

ceed further and engage within. 
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Figure 37. Main Floor perspective demonstrating the entrance to the Textile Arts Centre 
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7.4.b.i Textile Arts Centre 

Textile Arts Centre is the main focus on this floor, and includes a weaving studio, a 

print and dye studio, an open workshop area, a textile arts resource library, a portable media 

station, as well as areas to gather for sewing, knitting, or quilting. 

The central gathering space at the heart of the main floor and Textile Arts Centre func-

tions as a space in which artists can work on projects together, as well as a space in which 

the newcomer residents can gather for meetings. Here, individual benches pull away from 

the wall to become informal seating areas.  The encasing storage unit on either side are 

equipped with power to plug in an ipad, and is therefore act as a portable media station as 

well.   

The Textile Arts Centre studio areas are all interconnected with only fabric walls sepa-

rating one area from another.  These fabric walls can also open up to be joined with other 

adjacent areas such as the library, café, lounge, and administration areas. 
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Figure 49. Main Floor perspective demonstrating the centre space in the Textile Arts Centre
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7.4.b.ii Cafe, Giftshop, & Gallery 

The café, lounge, giftshop and gallery are the areas that entice the general public into 

the space.  The café and gift shop are positioned right off Sherbrook Street in order to 

tempt passers-by and the local community into the building for fair trade coffee and fresh 

baked goods. 

The long bench that extends along the window wall is mirrored on the exterior as 

well, creating spaces for people to sit on either side of the glass façade, promoting interior 

and exterior connections.  The glass façade opens up during the summer to further these 

relationships. 

The café and lounge are located immediately adjacent to the Textile Arts Centre.  The 

lounge, in particular, is situated directly in between the studio and the café, servicing both 

studio and café users, and therefore becomes a contact zone, a informal space for newcomer 

residents, artists, and various community members to gather.  

Along with the café is a small gift shop that sells a variety of goods made in the Textile 

Arts Centre, as well as a small gallery which showcases the works.  
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Figure 50. Main Floor perspective demonstrating the cafe and gallery
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7.4.b.iii Administration Offices

The design of the administration office is, like the rest of the main floor, open and 

collaborative in concept.  There are no individual cubicles, only one long row of desks in 

which the staff can face each other while they work, promoting collaboration and the sense 

of community at work.  In the office is also a meeting room which is separated from the 

workstations with a privacy curtain.  

While the administration area is separated from the Textile Arts Studio for privacy 

and security reasons, it is done so with a glass wall and sliding doors which promote visual 

connections between the areas.  This is so that the staff is aware of what is happening in the 

studio at all times.  
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Figure 51. Main Floor perspective demonstrating the administration office and hallway
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Figure 52. Main Floor Elevation demonstrating Cafe and Gallery

Figure 53. Main Floor Elevation demonstrating the Textile Arts Centre (Side A) 

Figure 54. Main Floor Elevation demonstrating the Textile Arts Centre (Side B) 
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7.4.c SECOND FLOOR PLAN & GARDEN

The second floor is a communal living area for the residents.  This space is a ma-

jor gathering place for the residents, where they will socialize with other residents, staff 

and volunteers.  The second floor is equipped with a kitchen, dining area, multiple lounge 

spaces, a multi-faith prayer room, a communal laundry area, and access to a rooftop garden.

  The users will access the second floor through the central elevator or the atrium stair-

well.  The interwoven paths that are present on the main floor carry onto the second floor 

as well.  The paths leading from the main floor stairwell act as a pull from the heddle into 

the communal living areas.  
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7.4.c.i Communal Living Areas  

The cooking, dining and lounge areas are placed directly adjacent to the rooftop gar-

den.  Sliding doors with large windows provide plenty of natural light in these areas.  

The communal kitchen and dining area is open to all the residents, staff and volun-

teers and the residents are encouraged to cook and eat meals together in this space.  Being 

that it is located next to the garden, residents are able to bring in fresh produce from the 

garden to cook with, or are able to cook their food outside. 

The lounge areas are separated from the cooking and dining areas with a translucent 

curtain, providing a sense of privacy while retaining connection between the spaces. 

I have also provided a gas fireplace in between the dining and the lounge in order to 

bring added warmth to the area during the cold winter months.
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Figure 58. Second Floor Elevation demonstrating the Communal Kitchen, Dining, and Lounge Area

Figure 57. Second Floor Elevation demonstrating the Heddle Wall

Figure 56. Second Floor Elevation demonstrating the Communal Lounge and Kitchen Area
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Figure 59. Second Floor Perspective demonstrating the Kitchen and Dining Area
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7.4.c.ii Rooftop Garden 

The rooftop garden is equipped with raised planters for the residents to plant herbs, 

fruits, and vegetables, as well as a coop to raise chickens. It also has various areas for the 

residents to gather outside – spaces to cook, or to wash and dry their laundry. 

The interwoven tiled interior paths break away just outside the edge of the building, 

to transition into thinner, more linear paths made of either wood or grass. These paths rise 

up out of the ground to form planters or benches for the gardeners to sit on.
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Figure 60.  Second Floor Perspective demonstrating the Rooftop Garden and Indoor and Outdoor Laundry Area

225DESIGN RESOLUTION | Weaving (Second Floor)



7.4.c.iii Multi-Faith Prayer Room 

One of the tiled floor paths on the main and second floor is a path that points in the di-

rection of mecca.  On this floor, I have included an interfaith prayer room for the residents, 

and the line to mecca runs through it, providing a reference for worship and prayer.  This 

prayer room is located in the heddle and overlooks the main floor, and the outdoor back lot. 

Curtains can be drawn to adjust the levels of privacy in this space. 
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Figure 61. Second Floor Perspective demonstrating the Multi-Faith Prayer Room
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7.4.d THIRD & FOURTH FLOOR PLANS

With the addition of the atrium, I was able to provide more focus to the communal 

areas on each floor and include spaces for study, informal lounge and gathering areas, and 

spaces for kids to play.  These areas, as well as all other communal areas in the building, are 

designed so that the residents are encouraged to seek community in each other, and not 

feel isolated in their circumstance.  The individual suites are small and meant for the private 

aspects of living, such as sleeping, bathing, and a bit of socializing.  Other daily activities 

that are not as private in nature are accommodated through such communal areas on the 

second, third and fourth floors.  

While the tile paths are present on these residential floors, they are minimal in com-

parison to the floors below, since these floors have a more private focus.
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Figure 62. Third Floor Plan 0’ 5’ 10’ 20’
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0’ 5’ 10’ 20’Figure 63. Fourth Floor Plan
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7.4.d.i Lounge & Study Areas

At the centre of each plan is a lounge area with a bench that rests against length of the 

wall between the communal space and the suites.  Other benches are tucked underneath 

this bench in which the residents can pull out and to face their friends in conversation.  

This bench also houses space to store books and games.  While these communal areas are 

open to all residents, from children to adults, I have included a defined kids play area under 

the stairs on the third floor.  

Study areas are tucked into the heddle on each of these residential floors, becoming 

focused spaces in which the residents proceed through their daily homework and study.   
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Figure 66. Fourth Floor Elevation demonstrating the Heddle Wall, Lounge and Study Spaces

Figure 65. Third Floor Elevation demonstrating the Heddle Wall, Kids Lounge, Lounge and Study Spaces 

Figure 64. Third and Fourth Floor Elevation demonstrating the Heddle, Windows, and Privacy Screens 
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Figure 67. Third Floor Perspective demonstrating Lounge & Study Spaces 
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Figure 68. Third Floor Perspective demonstrating the Children’s Play Area  
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7.4.d.ii Windows & Shutters

I have included, where possible, windows that connect the suites to the communal 

areas.  These windows also allow for more opportunities for natural light to influence the 

suite interior. They also limit possibilities of isolation.  These windows specifically lead out 

from the suite kitchens so that residents may open up their windows while cooking and 

connect to their neighbour on the other side of the hallway, promoting the sense of com-

munity within a private context. 

In order to accommodate privacy in the suites, I have incorporated bi-fold shutters 

that are constructed out of a thin sheet of brass metal.  These screens fold up towards the 

ceiling via a manual pulley that is accessed from the suite interior.  When folded up, these 

shutters form small awnings over the bench in the communal lounge, as if these communal 

spaces were actually outdoors. 

The shutters are punctured to allow for the passage of light and pattern even when 

closed.  The pattern on these shutters reference weaving in that they are punctured to the 

design of a prominent weaving pattern, the same pattern that is replicated in the railing of 

the rooftop garden on the second floor. 
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Figure 69. Section through Window Demonstrating Privacy Screen Relationship (Scale: 1/2” = 1’-0”)
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Figure 70. Third and Fourth Floor Perspective demonstrating the Windows and Screens to Communal Areas 
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7.4.d.iii Private Suites

There are six suites on each floor, and these suites are each designed to accommodate 

one adult, and between one and four children.  The third floor and fourth floor suite ar-

rangements are the same with the exception that Suite 5 on the third floor is designed as 

an accessible suite.  As I have demonstrated in the rendering of Suites 4 and 10, I have de-

signed these suites so that each as its own tile theme (Figures 71, 72).  

While I have roughly planned out all the suites, I have focused, more specifically, on 

one with greater detail, and have detailed one suite on each floor – Suite 4 and Suite 10. 

Because there are communal cooking, eating, and gathering areas in other areas of this 

building, I kept the kitchen and eating areas small, providing just enough gathering space 

for a family to relax together, or for one to work or study comfortably. I have also arranged 

the suites so that the mothers and their children sleep all sleep in bunk beds.  Each bed 

is equipped with black out curtains and a light in order to provide some autonomy in this 

small space context.  I have chosen to make this area compact because it freed up more 

areas for the family to gather.  
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Figure 71. Third and Fourth Floor Perspective demonstrating the Suite Living Room (Suites 4 and 10) 
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Figure 72. Third and Fourth Floor Perspective demonstrating Suite Kitchen (Suites 4 and 10)
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Conclusion

In this chapter, I have demonstrated how the design of this transitional centre takes 

on the properties of a loom, becoming a site in which the interweaving of the various user 

groups takes place.  

This design of this interior space begins on the outside, where influential lines of the 

neighbourhood, as well as the individual paths of the users leave marks on the sidewalk and 

pavement, leading into and out of the building.  The addition of the heddle atrium acts to 

filter these paths, performing as an implied boundary that promotes the safety and security 

of the newcomer residents.  However, most importantly, this design is meant to be a space of 

contact between the refugee newcomer residents and the surrounding Winnipeg and West 

Broadway community, and is meant to reflect the dynamic characteristics of these relation-

ships as they begin to form.  This interior therefore, becomes a kind of weaving in itself, a 

celebration of interconnected spaces, textures, colours and materials, that share the chaos 

and mélange of those that engage within it.  
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OVERALL SUMMARY 

In this project I propose a design for a transitional interior for newly immigrated 

refugee women and children.  This project examines the ways that design can ease the dif-

ficult transition between one culture and another by becoming a site in which the refugee 

women and children users attain a sense of community, a place in which interconnections 

between different groups and culture can occur. 

While the main purpose of this space is to be a residence for the newcomers, this is 

a place designed for the community as well. Set within Winnipeg’s West Broadway neigh-

bourhood, this transitional interior is open to locals in the surrounding areas, inviting 

them in to share the space along with the newcomer residents, creating a space of contact 

between these various groups, so that relationships may begin to foster.  

Forming such relationships is a way in which the residents can begin to east their 

transition and engage with their new surroundings, with its people and culture.  These 

connections also bring a greater sense of community to the West Broadway area, adding 

life to the neighbourhood. 
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I have proceeded through this project in looking at a few a distinct processes that 

the refugee residents will experience along their transition.  I look at the various process 

of movement, the influence of boundaries, and the effects of engaging with others in the 

space of the contact zone.  While these processes form the theoretical framework of this 

project, I have utilized the concept of weaving as a means of linking these ideas, of move-

ment, boundaries, and the contact zone, and to influence the outcome of my final design. 

I have also explored the need to find a common ground between the user groups and 

in studying the processes of weaving, I learned that weaving is an art form that is widely 

practiced across the globe, and that most, if not all, cultures have a history of weaving.  I 

have therefore also developed the concept of weaving as this common ground, and have 

used it as a tool to connect the various users through the establishment of the Textile Arts 

Centre.  
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LESSONS LEARNED 

While I had always intended for this design to be a space of contact between the 

refugee residents and the surrounding community, I did not originally have an avenue for 

connecting these groups in a natural way.  In order to facilitate a space that encourages 

genuine relationships between these various user groups, I learned that I needed to design 

a unique and useful place for the public to use as well. I learned that the public must have 

a role and a real purpose for engaging in this environment, and that they should have a 

good reason to want to enter this interior. 

While the farmer’s market acted as one solution, it was limited to the outdoors and 

to the warmer summer months.  I had also included programming for a café which would 

bring in some public users, however, it was only when I resolved to include the Textile 

Arts Centre that this design truly came together.  This Textile Arts Centre, being that it is 

unique to Winnipeg, would be a major draw for Winnipeg locals to this interior.  Upon 

doing research, I also learned that I needed to establish a common ground between these 

different groups in order to facilitate these points of connection and the Textile Arts Cen-

tre acts as this common ground.  
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FUTURE RESEARCH DIRECTIONS 

While undertaking my research, I had difficulty finding design precedents that 

engaged the space of the contact zone, and therefore had little reference for how I could 

implement the contact zone in my design.  I found it difficult to design a space that ac-

commodates the chaos of the contact zone while still functioning as a blank canvas that 

is open for the influence of its users.   Future research directions could be applied in this 

direction, in order to further the exploration of how to design a contact zone, this dynamic 

space that celebrates intercultural mixing.  It would be helpful to see how other designers 

might interpret this dynamic space. 
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Figure 73. I Unpeel - Making Place. Scarves Layered Along the Red River (Detail). Photograph taken  St. Boniface, Winnipeg, 2011. 
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A1.1 UNPEEL: CONCEPTUAL ART EXPLORATION

Introduction

This segment portrays some artistic studies I completed in the early stages of my 

design process.  They were done as a means of transitioning the various theories I had 

researched into a visual realm, and in these studies, I have chosen the medium of the scarf 

as a way to demonstrate how fabric can act to transport a sense of interiority into public 

and unfamiliar places.  
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Figure 74. I UNPEEL – Scarves. 
Still images taken from video, 2011.
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Figure 75. I UNPEEL – Scarves. 
Still images taken from video, 2011.
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Figure 76. I UNPEEL – Scarves. 
Still images taken from video, 2011.
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I UNPEEL - - 

This is the space of movement
between one and another.  I want 
to expose the dynamic process of 
the exchange between scarves, be-
tween colours, textures, identities. 

I want to dismantle the dichoto-
mies between two, between con-
ceptions of private and public, 
between beauty and modesty, and 
between the hidden and the ex-
posed. 

This is transformation, a state of 
constant change.  There is pro-
gression and movement, in the ex-
posing, unraveling, but it contains 
a level of fixity, set, solid, in place.. 

Removing one only exposes an-
other. It is different and  new, 
but also old and familiar. Still 
hidden, still wrapped up. The 
process is cyclical, repetitive. 

A temporary shelter envelops the body, cover-
ing face. 

Heart beating, 
hear your breath.  

privacy // interiority 
identity // difference // subjectivity what is it 
that we see? 

Scarves after scarves, 
Checkered yellow, beige, 

Green, coral and peach. 
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Figure 77. I UNPEEL – Scarves. 
Still images taken from video, 2011.
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Figure 78. I UNPEEL – Scarves. 
Still images taken from video, 2011.
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Figure 79. I UNPEEL – Scarves. 
Still images taken from video, 2011.
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TRANSPORTING INTERIORITY 

I started wearing scarves when I 
was younger, to cover, to hide.  A 
shell, a temporary home, a small, 
private refuge that moves along, 
warm, all wrapped up. These 
swathes of brightly coloured  wo-
ven fabric – made of silk, cotton, 
and wool – both shield and pro-
tect, transporting the sense of in-
teriority into even the most pub-
lic of places. The scarf blurs the 
lines between these two separate 
spheres. 

My mom travels the world and 
everywhere she goes, she brings 
me back a scarf (from India, Pal-
estine, Paris, Indonesia, Kenya…) 
I have many of them - one hun-
dred and twelve, to be exact. 

Scarves are a democratic medium, 
immediately familiar and acces-
sible to anyone are used by both 
men and women across the globe 
to veil, to protect, to accessorize. 

scarf // sari // tichel // hijab // khimar // stole
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i wrapped myself in 
all my scarves 

and went for a walk

Figure 80. I UNPEEL – Nomad.  Body encased by colourful scarves. Photograph, 2011. 
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my dad once told me about a woman he 
met on the plane while he was flying back 
from ethiopia.  she was leaving her home 
with all of her kids to start a new life in 
canada. her only luggage was this one 
huge garbage bag, but the flight attendant 
was giving her a hard time because she 
thought it was taking too much space away 
from the other passengers. the woman 
started to panic because she was worried

they would take her bag away and she said 
she had packed everything she needed to 
start a life for her kids in a new country. she 
opened up the bag to explain, and my dad 
saw that all she had inside were bottles of 
water and bread.  in all the unknown about 
where she was going, her only thought was 
to make sure her kids had food.  i like to 
think of this story. i find it very humbling. 
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Shedding layers, leaving traces. 
Colour, warmth, light. 
Make home. 

Figure 81. I UNPEEL – Making Home. Scarves create shelter in the landscape, Winnipeg.  Photograph, 2011.
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“It is great to have roots, 
as long as you can take them with you.”
 - Gertrude Stein 

Figure 2. I Unpeel - Making Place. Scarves Layered Along the Red River. Photograph taken  St. Boniface, Winnipeg, 2011.
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Figure 82. The Wall of A Community Garden on Langside Street, West Broadway. Photograph, 2011.
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Introduction

In this segment of the appendix, I proceed through a discussion and detailed analysis 

of the site and its surrounding context.  This site analysis includes a summary of the areas 

demographics, as well as some mapping analysis that traces the paths, nodes, and edges that 

are already present in the neighbourhood. 

A2.1 NEIGHBOURHOOD DEMOGRAPHICS

I have chosen the neighbourhood of West Broadway as the site for this project for 

many reasons, and one of them is that its demographics are not far removed from those of 

the newcomer residents.  There are a high number of single women and mothers living in 

the area, persons who are also living transitional lives, moving from one apartment to an-

other, looking after their children on only one income.  The programmes and events that 

occur at the transitional residence are available to these West Broadway neighbours as well, 

functioning as a place which brings these groups together so that they may become a sup-

port to each other. 
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A2.1.a Population: Age and Gender

The most recent census reports that the total population of the West Broadway neigh-

bourhood is around 5,300 people (City of Winnipeg, 2006, p. 2).  The population here is sig-

nificantly younger when compared to the rest of Winnipeg, with 45.7% of West Broadway’s 

residents being under 30, and most of the residents being between the ages of twenty and 

twenty-nine (City of Winnipeg, 2006, p. 3).  The population of West Broadway is split evenly 

between the genders, with the males making up fifty-one percent of the population, and 

females, forty-nine percent. 

A2.1.b Ethnic Diversity: Minority Cultures, Aboriginal Ancestry, Immi-
grants and Refugees

West Broadway is also an ethnically diverse neighbourhood, especially in comparison 

to the rest of Winnipeg. 
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Visible Minority Groups

A large concentration of Winnipeg’s visible minority groups, citizens of many different 

cultures and ethnic diversities are mixing in the area.  Almost half of these residents are of 

African-decent, while others are mostly being Latin American, and Filipino (City of Win-

nipeg, 2006, pg. 5).

Aboriginal Ancestry

The neighbourhood also has a large concentration of residents of Aboriginal Ancestry.  

Almost a quarter of the residents living in West Broadway are Aboriginal.  This is more than 

double the percentage of the rest of Winnipeg, where the average Aboriginal population in 

is Winnipeg is 10% (West Broadway Community Organization [WBCO], 2011, pg. 8). 

Immigrants & Refugees

There has also been a growth in West Broadway’s population of immigrants and refu-

gees within recent years, with 16.2 % of those living in the area being either immigrants or 

refugees (City of Winnipeg, 2006, p. 6).  Many of these residents have immigrated to Canada 
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since the 1970s, however, a recent surge has brought many other newcomer residents to the 

area, and these residents are primarily from Sudan, Romania, Iraq, Ethiopia, and South 

Africa (WBCO, 2011, pg. 11). 

A2.1.c Income

The average of income for those living in West Broadway is significantly lower than 

the rest of Winnipeg. The average individual in West Broadway makes about $18,000 a year, 

quite low when considering the rest of Winnipeg, where the average individual makes over 

$33,000 (City of Winnipeg, 2006, pg. 12).  In terms of household incomes, the average West 

Broadway dwelling has a household income of $25,000, making West Broadway the third 

lowest average household income levels in the city.  To provide a comparison, the average 

Winnipeg household income is just over $63,000 (City of Winnipeg, 2006, pg. 14). 

A2.1.d Family Structure

In terms of housing structures, West Broadway has a significant population of single-

person households, with an average of 61.1% of the areas residents living in their dwellings 

alone, more than double the average of the rest of Winnipeg (City of Winnipeg, 2006, pg. 14). 
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West Broadway also has a large concentration of lone-parent families, making up 45% 

of the family-units in West Broadway.  This is more than double the Winnipeg average of 

lone-parent households, since the Winnipeg average is 19%.  A majority of these lone-par-

ent households are led by single, female parents (City of Winnipeg, 2006, pg. 15).

Only a very small percentage (12%) of the families living in West Broadway belong to a 

nuclear family structure, where married male and female partners are living with children 

at home (City of Winnipeg, 2006, p. 15). 

A2.1.e Dwelling & Density

Even though West Broadway is considered to be a predominantly residential neigh-

bourhood, only a very small percentage (6.0%) of the dwellings in the area belong to single-

detatched homes. Rather, a majority of the areas dwellings (85%) are comprised of multi-

family apartment units.  

While these multi-level apartment units have become a defining characteristic of the 

neighbourhood, they have also contributed to a high-population density.  The population 

density in West Broadway is 7,896 people per sq. kilometer, almost six times higher than the 
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rest of Winnipeg’s average density (WBCO, 2011, p. 5; City of Winnipeg, 2006, p. 2). 

Due to the prominence these multi-unit dwellings, most of West Broadway’s dwellings 

(93%) are occupied by renters.  This is much higher than the rest of Winnipeg, where only 

34.9% of the people rent their dwellings. Only a very small percentage of dwelling units (7%) 

are occupied by their owners (City of Winnipeg, 2006, pg. 16). 

A2.1.f Mobility

Because most of the dwellings in the area are rented, West Broadway tends to be a 

transient neighbourhood.  The residents of West Broadway are on the move, transitioning 

in and between dwellings.  A majority of West Broadway’s population (71%) have moved into 

or around the neighbourhood since 2001 (City of Winnipeg, 2006, pg. 17). 
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A2.2 MAPPING ANALYSIS: PATHS, EDGES, & NODES

Here I proceed through a mapping analysis of the neighbourhoods, looking the areas 

paths, edges, and nodes in relation to the site, located at 685 Westminster Avenue.

A2.2a Paths: Frame 

Heavy Traffic

West Broadway is encased between the major transportation routes of Portage Avenue, 

Broadway Avenue, Maryland Street, Sherbrook Street and Osborne Street. Because West 

Broadway is sited in the heart of the city, these routes have become major thoroughfares, 

linking people living in the surrounding suburban neighbourhoods with downtown, bring-

ing a significant level of traffic to the area. 

Walking, Cycling, Public Transport

However, very little of the heavy traffic infecting the area is due to the residents that 

actually live in West Broadway.  Because West Broadway is central and within close proxim-
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ity to many other neighbourhoods and attractions such as Osborne Village, Downtown, The 

Forks, the Assiniboine River trails, and the University of Winnipeg, the area sees a high level 

of pedestrianism.  While most residents in Winnipeg (77%) use a private vehicle as a means 

of transportation, West Broadway residents are much more likely to walk, cycle or use the 

public transit in order to get from one place to another, with 63% of the areas residents com-

muting to work via walking, cycling, or public transport (City of Winnipeg, 2006, p. 11).   In 

terms of this active transportation, most of these residents took the bus (31%), while others 

walked (23.4%) or cycled (5.6%) (City of Winnipeg, 2006, pg. 11).  

Since West Broadway is connected in terms of active transportation methods, this 

environment is well suited for the newcomer residents who will not have direct access to a 

private vehicle upon their arrival to Winnipeg. Most refugees who have settled in Winnipeg 

either walk, cycle, use the bus or taxi, as a means of getting around (Carter, 2008, p. 76). The 

site is located at the corner of Sherbrook Street and Westminster Avenue, and is within 

walking distance to all of the neighbourhood’s amenities.  It is also located directly adjacent 

to 3 major bus stops, which lead into downtown and beyond.   
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Figure 83. Paths: A pedestrian in colourful West Broadway.  Photograph, 2011
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A2.2.a PATHS MAP

Primary Vehicular Traffic

Secondary Vehicular Traffic

Major Pedestrian Route

Major Cycling Route

Direction

Bus Stop.
> > 

Figure 84. A Map of Paths in West Broadway.  Permission granted to use 
this image on April 26, 2013 from Ron O. Vermeulen .  Retrieved January 
2013 from http://westbroadwaybiz.com/?page_id=641
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A2.2.b EDGES: FRAME

Physical Edges

Manufactured Edge: Heavy Street Traffic

The heavy traffic along Broadway Ave., Sherbrook St., and Maryland St., while provid-

ing a access to those living outside of West Broadway, has a rather negative effect on the area 

of West Broadway itself, forming barriers and unofficial edges in parts of the neighbour-

hood that would otherwise be more unified. 

To some extent, West Broadway has benefitted from this traffic since it brings thou-

sands of people through the area everyday.  However, because there are three major streets 

in such a small area, the neighbourhood has become divided in more areas than one, com-

ing at a cost of the sense of place

Natural Edge: River, and the River Bank

The Assiniboine River acts as another physical edge, albeit a more natural one. 
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Territorial Edges

Hard Edge: Armstrong Point, Balmoral School

The historical gated residential community of Armstrong Point, located directly to the 

south of West Broadway, past Cornish Ave., is one of Winnipeg’s most affluent neigbhour-

hoods and feels completely cut off from West Broadway.  The gates located at the opening 

of each street leading into the area, preform as a rhetorical edge, establishing a difference 

between the two districts. 

Likewise, Balmoral Hall, a prestigious private school for girls located on Westminster 

Ave., has placed defined edges around itself, cutting itself off from the West Broadway com-

munity. 

Soft Edge: Wolseley

The transition between West Broadway and the neighbourhood of Wolseley is softer 

and much less defined than that of Armstrong Point.  While Maryland St. performs as the 

edge that separates the two neighbourhoods, it takes walking a few blocks past this edge 
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and into Wolseley before it is clear that I had transitioned out of West Broadway and into 

another neighbourhood.  

Figure 85. Edges:  Langside St, West Broadway. Photograph, 2011.
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A2.2.b EDGES MAP

Figure 86. A Map of Edges in West Broadway.  Permission granted to use this 
image on April 26, 2013 from Ron O. Vermeulen . Retrieved January 2013 from 
http://westbroadwaybiz.com/?page_id=641

Hard Physical Edge

Soft Physical Edge

Hard Territorial Edge

Soft Territorial Edge

Defined Edge

Major Permeable Edge

Minor Permeable Edge

Site: 685 Westminster Ave.
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A2.2.c NODES: FRAME

Figure 87. Nodes: At the Nook on Sherbrook St, West Broadway. Photograph, 2011. 
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A2.2.c NODES: FRAME

Nodes

The site, at 685 Westminster Ave. is located in between two major nodes in the neigh-

bourhood.  Stella’s across Sherbrook St. is one major hub.  The bus stop across Westmin-

ster Ave. is also a big draw.  Other nodes take place in and around Art City and the Broad-

way Neighbourhood Centre, as well as around the Miseracordia Hospital
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A2.2.c NODES MAP

Figure 88. Map of Nodes in West Broadway. Permission 
granted to use this image on April 26, 2013 from Ron O. 
Vermeulen . Retrieved January 2013 from http://west-
broadwaybiz.com/?page_id=641

Major Node

Minor Node

Site: 685 Westminster Ave.
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A2.2.d LANDMARKS: FRAME

Primary School Education and Child Care:

West Broadway contains two major public schools. Mulvey Elementary School is lo-

cated at the corner of Wolseley Ave. and Maryland St., and Gordon Bell High School, at 

the corner of Broadway Ave. and Maryland St. It is most likely that the younger newcomer 

residents will be one of these two schools. 

Places of Worship

Almost all of the places of worship in West Broadway are of the Christian faith. The 

Westminster United Church, one of the most known landmarks in West Broadway is sited at 

the corner of Westminster Avenue and Maryland Street.  While on Broadway Avenue, there 

is Young United Church. 

Health & Wellness

The presence of the Miseracordia Hospital located at the base of West Broadway, be-
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tween Sherbrook and Maryland, has brought many other health and wellness establish-

ments to the area, including Doctors, Dentists, and Physicians, as well as alternative therapy 

treatments such as Massage Therapy, Chiropractic Care, and Acupuncture. The residents 

will therefore find easy access to health related facilities in the area.  

Retail, Food & Grocery

West Broadway has seen an economic serge in the last few years, with new businesses 

moving into the area mixing in and among other more established local businesses.  Food 

and retail businesses such as the Nook, Cousins Deli, Charisma Indian Restaurant, the Halal 

Meat Market and Bella Vista Restaurant are now mixing in and between the newer Stella’s 

Bakery and Café, Boon Burger, and Thom Bargen Café.  Sherbrook Street especially has the 

site of this mélange, providing a variety of services to residents living in the area, as well as 

bringing a diverse demographic of people together.

There are many grocery and convenience stores located in close vicinity of the transi-

tional home, such as Food Fare, Korner Stop, D’s Market, and Pal’s Supermarket.  However, 

West Broadway offers many community food resource programs available to its residents 

such as the Good Food Club, the Organic Veggie Van Market and the Soup Bee, organized 

288 SITE ANALYSIS | Mapping: Landmarks



through the West Broadway Community Organization, should the residents need support 

in finding access to good quality food.    

Community Organizations and Resources

West Broadway has many community groups and organizations offering services and 

resources to the residents in the area. 

Art City has become a real fixture of West Broadway and is an organization that offers 

high quality art programming conducted by both local and international contemporary art-

ists and is free for anyone.  They carry out many free and local events throughout the year, 

including a neighbourhood parade that walks through West Broadway streets in summer 

and is a mixing ground for creative ideas and provides the opportunity for the local children 

and youth to express themselves through creative means.

RAY (Resource Assistance for Youth) located just down Sherbrook from the transi-

tional residence is an organization that works with youth in need. 
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Klinic at Broadway offers drop-in counseling programs as well as various health and 

education resources to the neighbourhood. It specifically offers a program on immigrant 

and refugee health services, a teen clinic, and counseling programs such as crisis and post-

trauma programs as well as health education workshops for the West Broadway local as well 

as many other programs that might serve useful to the newcomer residents. 

Community Gardens & Public Green Spaces

West Broadway has 5 main community gardens that provide an opportunity for those 

living in the area to grow their own produce and engage in the process of gardening with 

their neighbours.  The largest of these is the Sherbrook Community Garden, located just 

down the street from the transitional residence.  Others in the area include Spirit Park, 

Rock and Horse Park, and the Urban Agriculture at Klinic.

While there are many community gardens in the area, there is very little public green 

space, with the most utilized green space being located at the Broadway Neighbourhood 

Centre on Young Street. 
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Figure 89. Art City, a community art centre located on Broadway Ave. Photograph, 2011.
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A2.2.d LANDMARKS MAP

Figure 90. Map of Landmarks in West Broadway. Permis-
sion granted to use this image on April 26, 2013 from Ron 
O. Vermeulen . Retrieved January 2013 from http://west-
broadwaybiz.com/?page_id=641

Site: 685 Westminster Ave.
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Figure 91. A proud gardener in West Bengal, India. Photograph, 2011.  
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A3.1 USER PROFILES 

A3.1.a Primary User: WOMEN & CHILDREN RESIDENTS 

 The primary users of this space are the refugee women and children residents.  Over 

one thousand refugees immigrate to Manitoba every year and the refugee women and chil-

dren residents will be among these persons (Government of Manitoba, 2010; Carter, 2008, 

p. 7).  These newcomer residents will be either privately, or governmentally sponsored, and 

most of these residents will be originating from Africa or the Middle East, with the top 

source countries of refugees to Manitoba being Bhutan, Somalia, Iraq, Eritrea, Ethiopia, 

Sudan, and Somalia (Government of Manitoba, 2010).   

 Based on a conversation I had with Krista Law, the Program Coordinator at Im-

migrant Refugee Community Organization (IRCOM), a typical example of a refugee family 

would consist of a single mother with an average of three children (K. Law, personal com-

munication, March 6, 2012).  While I have designed a few spaces for  women without chil-

dren, most of the suites accommodate one adult with spaces for two to three children.  
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 These single mothers are young, under 45 years old, and are faced with a lot of re-

sponsibility, looking after both themselves and their multiple children in this new foreign 

context (Carter, 2008, p. 9). They will most likely be dealing with culture shock, overcoming 

language barriers, seeking jobs and training, and finding appropriate education for their 

children.  On top of these challenges, the residents will most likely be struggling with some 

emotional burden of leaving behind family and friends in their home countries, while also 

being faced with the financial challenge of raising funds to reimburse the costs of their trav-

els to Canada (K. Law, personal communication, March 6, 2012).  This residence becomes 

a refuge for these women, easing them from some of their many challenges, and helping 

them transition into their new lives and context. This residence becomes their primary 

home upon their arrival in Winnipeg and therefore, is designed to act, feel, and breathe like 

a home. 

Frequency of Use:  Twenty-four hours a day, day and night. 
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Values, Concerns, Activities & Needs: WOMEN & CHILDREN RESIDENTS

VALUES/ CONCERNS ACTIVITIES NEEDS

Secure Finances

Seek Employment

Learn English

Update or attain education

Care for Physical and Mental 
Health Concerns

Privacy, Safety and Security

Effective integration into new 
culture & city life.

Forming social bonds and con-
nections between other resi-
dents

Forming social bonds and con-
nections with the surrounding 
community

Sleeping

Bathing & Grooming

Cooking, Helping with Cooking

Eating

Washing clothing, cleaning, do-
ing dishes & chores. 

Working 

Searching for Jobs and Housing 

Studying English, Taking Eng-
lish Courses, 

Going to School or Day Care, 
Doing Homework or Studying 

Time Spent in 
Worship and Prayer

Access to job searching informa-
tion, access to information about 
schools, ESL Programs, colleges, 
mental and physical health care 
services, housing options, shop-
ping, and community services 

Close proximity to a variety of 
services and resources such as: 
places of employment, grocery 
stores, medical and health care 
centres, parks, schools, librar-
ies, clothing stores, community 
centres, green and play space. 

Access to effective means of 
public transportation

A living environment that is 
quiet, safe, clean, secure, and 
affordable. 
 
A universal access, barrier free 
design to facilitate mothers with 
strollers or hand full 

Table 2. User Profiles: Women & Children Residents. Values, Concerns, Activities & Needs
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Values, Concerns, Activities & Needs: WOMEN & CHILDREN RESIDENTS

VALUES/ CONCERNS ACTIVITIES NEEDS

Feel comfortable and a sense of 
a sense of belonging and owner-
ship in their space 

Go to School

Make Friends

Attain a sense of purpose and 
belonging in a new context

Be connected to various com-
munity resources and support 
groups in the area 

Connections to social groups

Connection to their ethnic com-
munity 

Shopping or Banking 

Caring for Children, Socializing 
with Children 

Socializing with the other user 
groups

Playing and socializing with 
other children and youth
Gardening 

Participating in the textile arts 

A private place to practice 
prayer as well as access and 
information to other places of 
worship.

Ability to control environmental 
factors such as air quality, tem-
perature, venting, lighting, and 
windows

Access to natural light

Visual connection to nature and 
the outdoors

See a reflection of themselves 
and their culture in the design

Be in the presence of materials 
that are warm and inviting

Table 2. User Profiles: Women & Children Residents. Values, Concerns, Activities & Needs
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A3.1.b Secondary User: STAFF & VOLUNTEERS

The secondary users of this space are those that will be working and volunteering at 

the transitional residence and Textile Arts Centre.  These persons will be responsible for 

facilitating and managing the programs and events that occur here, as well as making sure 

that the facility is properly maintained in order to accommodate these functions. 

These persons will be the first point of contact with the newcomer residents and are 

in charge of interviewing and admitting new residents, while also connecting them to the 

various community resources located in the area.  

These persons will most likely be local Winnipeg residents, however volunteer and staff 

positions would also be extended to previous newcomer residents who have had through 

the process of transition form one culture to another, and have first hand experience of the 

distinct needs of the primary user group.  

The staff and volunteers of this organization will include a team of Administrative 

Staff consisting of programs officer, counselor, resource manager, and various educational 

personal. Additional staff members would include the artists who run the Textile Arts Cen-
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tre and gallery, the staff that runs the café and gift shop, as well as staff persons working on 

building maintenance, safety and security.  

There would also be a team of volunteers who would help facilitate the various work-

shops, events, and programs that occur in the facility.  The volunteers would be made up 

of a mixture of established newcomer residents, local artisans, and other local Winnipeg 

residents.  

Frequency of Use:
- The administrative staff will be in the building Monday to Friday, from 9 am to 5pm.  

- The maintenance staff will be in the building, Monday to Friday, from 9 am to 5 pm 

and on call on the weekends. 

- A staff of textile artists, will be in the building when programs and workshops are in 

effect, at various times throughout the day, in the evenings, and weekends.  

- The café staff will be in the building Monday to Friday from 8 am – 7 pm.  

- Security Staff will be in the building 24-hours a day.  

- A rotating number of volunteers will be in the building at various points during the 

days, evenings and weekends, depending on the timing of events and programs. 
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Values, Concerns, Activities & Needs: STAFF & VOLUNTEERS

VALUES/ CONCERNS ACTIVITIES NEEDS

Fostering relationships with the 
residents. 

Promote the residents goal for 
independence and provide support 
resources to the residents so that 
they may attain this goal. 

Offering support and assistance to 
the residents so that they may begin 
a recovery from any past trauma

Encouraging connections between 
the residents and the rest of the 
community

Connecting residents with other 
immigrant communities and organi-
zations in the city

Facilitating programs, activities, and 
workshops that promote interaction 
and independence

Daily administrative work and 
maintenance

Socializing with the residents

Socializing with other staff 
and volunteers 

Meeting and collaborating 
with administrative staff, vol-
unteers, residents, and pro-
spective residents

Administer and facilitate 
textile art workshops, ESL 
courses, and the facilities 
other programs and events 

Set up and clean up after 
workshops

Maintain the building to make 
sure it is clean and in func-
tioning order

A working environment that is 
quiet, safe, clean, secure, and 
personable.

A safe and secure place to 
store their belongings

Ability to control environmen-
tal factors such as air quality, 
temperature, venting, lighting, 
and windows

Access to natural light

A visual connection to nature 
and the outdoors

See a reflection of themselves 
in the design

Be in the presence of materials 
that are warm but invigorating 

Table 3. User Profiles: Staff & Volunteers. Values, Concerns, Activities & Needs
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Values, Concerns, Activities & Needs: STAFF & VOLUNTEERS

VALUES/ CONCERNS ACTIVITIES NEEDS

Engage with and be an active part of the 
West Broadway community, a fixture of 
the neighoburhood.

Facilitating an environment that is safe, 
comfortable and clean and that reflects 
the lives and personalities of the various 
user groups.

A quiet and comfortable working 
environment in which they can work 
efficiently

The safety and security of their private 
belongings, as well as the general safety 
and security of the building as a whole.

Effective marketing and fundraising for 
the organization 

That the design of the building work in 
tandem with the goals and programs.  

That the building be respected by the 
occupants and that the design is prop-
erly able to sustain the active life in the 
building.

Monitor the safety and secu-
rity of the building 

Table 3. User Profiles: Staff & Volunteers. Values, Concerns, Activities & Needs
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A3.1.c Tertiary User:  ACTIVE COMMUNITY MEMBERS 
 

The tertiary users of this space are local Winnipeg residents interested in the textile 

arts, and who will be participating along with the newcomer residents, in the Textile Arts 

Centre.  These persons would be predominantly female, and be a large range in age, from 

young adults to seniors.   

The group of users would also include other local West Broadway or Winnipeg resi-

dents such as the local youth, or the areas single mothers, or anyone else, who would like to 

take part in the programs and events that occur in the facility on a daily basis. 

While this facility is meant primarily as a residence for newcomer refugees, it is meant 

to be a place for the local community as well, becoming a major fixture in the West Broad-

way neighbourhood, since one of the main goals of this transitional residence is to function 

as a gathering space, connecting the refugee newcomer residents with other locals in the 

area. 

For this reason, the presence of the tertiary users in this space is vital to the function 

and transition of the primary user group, and therefore, the design of this space strongly 
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caters to their needs as well. 

As I have already established, while this transitional residence is meant primarily for 

the refugee residents, it is also meant to be a space of community. And so those from the 

community must feel equally welcome in order for the contact zone to be successful.

Frequency of Use:

- Local artisans and members of the Textile Arts Centre will be in the building through-

out the day, evening and weekend, as open studio sessions, workshops, and gallery openings 

occur. 

- Other West Broadway locals will be in the building in evenings and weekends.
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Values, Concerns, Activities & Needs: ACTIVE COMMUNITY MEMBERS

VALUES/ CONCERNS ACTIVITIES NEEDS

Be welcomed and feel a sense of 
purpose and belonging in the space 

Be safe and secure 

Engaging in the creative process of 
making with others

Learn and attain new skills in their 
artform 

Connecting with other artisans

Connecting with persons from dif-
ferent cultures  

Forming a sense of community in 
the context of West Broadway

Forming friendships with other 
children and youth in the building 

Participate in textile art work-
shops by weaving, dying fabric, 
sewing, and knitting

Socializing with the residents 
and other artisans

Local children and youth in 
the area will participate along 
with the residents in various 
social events and other pro-
grams catered to youth.

Participate in workshops and 
support groups focused on 
support for single mothers 
along with other newcomer 
residents 

A working environment that is 
quiet, safe, clean, secure, and 
personable.

A safe and secure place to 
store their belongings while 
they work

Table 4. User Profiles: Active Community Members. Values, Concerns, Activities & Needs
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A3.1.d Peripheral Users:  THE PUBLIC

Aside from those who will be participating directly in the events and programs in the 

facility, there will be a general public that will informally engage with the building and the 

other users, and more formally during times when the farmer’s market is set up and run-

ning. Much of the action from this user group will occur on the exterior, along the facades 

of the building.  This transitional interior is set in the middle of a major node in the neigh-

bourhood and therefore will be a site in which the public will convene. 

VALUES/ CONCERN ACTIVITIES NEEDS

Buy locally grown produce and 
artisanal goods

Forming a sense of community 
in the context of West Broadway

Sitting along the edge of the 
building, waiting for the bus or 
just taking a pause

Walking past the building

In terms of the Farmer’s Market: 
Many community gardeners in 
the area would be able to sell 
their grown produce, while local 
residents would be able to buy 
grown produce 

An exterior environment that is 
non-evasive and does not impact 
their own paths 

Table 5. User Profiles: The Public. Values, Concerns, Activities & Needs
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A3.2 TOTAL SQUARE FOOTAGE & OCCUPANCY CLASSIFICATION

Total Interior Space 41,450 sq. ft.
Total Exterior Space 13,209 sq. ft.
Occupancy Classification Textile Arts Centre, Staff Area, Café, Lounge

GROUP A, DIVISION 2

Single-Family Dwelling Units

GROUP C, RESIDENTIAL OCCUPANCIES 

Total Users At Any Given Time 126 PEOPLE 

12 Adult Residents
24 Children And Youth Residents

15 Staff
10 Volunteers

35 Members Of The Textile Arts Centre
30 Local Public

Occupancy Load BASED ON TABLE 3.1.17.1

Maximum Length of Stay 18 MONTHS

Table 6. Total Square Footage & Occupancy Classification 
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A3.3 SPATIAL REQUIREMENTS AND ZONING PER ACTIVITY AREA

Figure 92. A diagram showing zoning per floor & activity area 
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A3.3.a Basement:  COMMUNITY GATHERING SPACE 

Collaborative Learning & Education 

- A collaborative learning space centred on English as a Second Language, Comput-    

 er Usage, Literacy, and Life Building Skills courses 

- Will be open to the residents and the general public

Teen Space 

- A supervised space for the teenaged residents and older children to call their own  

 and includes a lounge, study areas, as well as a space to watch films and sporting  

 events.  This space will also be open to other teens in the area

Bike Storage 

- Since there is little parking available to the residents, staff, and volunteers, secure  

 bike storage will be provided in order to encourage active transportation to and  

 from the facility

Maintenance, Housekeeping, Storage, & Washrooms 
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A3.3.a.i BASEMENT SPATIAL REQUIREMENTS  

ACTIVITY AREA QUANTITY NO. OF USERS OCCUPANCY LOAD
(Sq. Ft. per Person)

SQ. FOOTAGE REQUIRED

Teen Space 1 25 100 sq. ft./ person 2,500 sq. ft. 

Learning Centre 1 20 100 sq. ft./ person 2,000 sq. ft. 

Janitorial Space 1 2 50 sq. ft./ person 50 sq. ft. 

Washrooms 3 M
3 W

6 75 sq. ft./ person 450 sq. ft.

Bike Storage 1 7 100 sq. ft./ person 700 sq. ft.

Storage 1 3 200 sq. ft./ person 600 sq. ft.

Circulation (20% of Total) 1,501 sq. ft.

Total Available Sq. Ft.:  7,505 sq. ft./ floor 
Table 7. Spatial Requirements: Basement 
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A3.3.a.ii Basement – ZONING DIAGRAM

Figure 93. Basement Zoning Diagram 
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A3.3.b Main Floor: TEXTILE ARTS CENTRE & ADMINISTRATION

Administrative Offices 

- The administrative and councilors offices including communal workspaces, a semi- 

 private collaboration area, and a small kitchen

Textile Arts Centre and Studio (Community Gathering Space) 

- A textile art making facility, including looms for weaving, and spaces to print and  

 dye fabric, as well as areas to knit, crochet, and quilt

- A community gathering space that would be open to both the residents and the  

 general public, encouraging relationships to be formed between the residents and  

 the other Winnipeg locals

- Includes a gallery space to showcase the various works that have been crafted 

Café, Lounge and Gift shop 

- Established as a way of inviting the general public into the space, so that they will  

 begin to engage with the residents. 
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- Comfortable places for the local Winnipeg textile artisans to linger after a work 

 shop to engage with the residents and other

 Media & Library 

- A media station open to those working on various textile arts projects but would  

 also be available for those who are wanting to search for jobs, future housing,  

 education, and other local amenities.

- A library of books, magazines, and resources on the textile arts

Washrooms 
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A3.3.b.i MAIN FLOOR SPATIAL REQUIREMENTS  

ACTIVITY AREA QUANTITY NO. OF USERS OCCUPANCY LOAD
(Sq. Ft. per Person)

SQ. FOOTAGE REQUIRED

Side Entrance 1 5 40 sq. ft./ person 200 sq. ft. 

Back Entrance 1 10 40 sq. ft./ person 400 sq. ft. 

Front Entrance 1 10 40 sq. ft./ person 400 sq. ft. 

Admin Office Space 1 5-6 140 sq. ft./ person 700 sq. ft.

Textile Art Studio 1 30 100 sq. ft./ person 1,250 sq. ft.

Art Gallery 1 8 50 sq. ft./ person 450 sq. ft. 

Media/ Resource/ Library 1 8 60 sq. ft./ person 500 sq. ft.

Café 1 8 40 sq. ft./ person 300 sq. ft.

Lounge 1 30 40 sq. ft./ person 1,250 sq. ft.

Washrooms 5 W
5 M

6 75 sq. ft./ person 750 sq. ft.

Circulation (20% of Total) 2,600 sq. ft.

Total Available Sq. Ft.:  13,275 sq. ft./ floor 
Table 8. Spatial Requirements: Main Floor
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A3.3.b.ii Main Floor – ZONING DIAGRAM

Figure 94. Main Floor Zoning Diagram 
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A3.3.c Second Floor: COMMUNAL LIVING SPACE 

Communal Living Spaces 

- A social place where the residents cook, eat, study, lounge, garden, and do their  

 laundry together. 

Prayer Space 

- An interfaith space of prayer and private worship that is located in the direction of  

 Mecca

Greenhouse & Rooftop Gardening (Outdoor Gathering Space)

- This is an area for residents to grow their produce to eat, share, or sell at the Farm- 

 er’s Market.  This area includes a chicken coop, greenhouse, rooftop garden, and  

 an outdoor space of play and refuge, as well as outdoor spaces for the locations for  

 the residents to cook food and do laundry outdoors.   

315 PROGRAMME | Spatial Requirements  



Local Resource Information 

- Information Display relaying relevant information such as education and job op- 

 portunities, available housing options, among others.

Mechanical Room 

Private Washrooms 
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A3.3.c.i SECOND FLOOR SPATIAL REQUIREMENTS  

ACTIVITY AREA QUANTITY NO. OF USERS OCCUPANCY LOAD
(Sq. Ft. per Person)

SQ. FOOTAGE REQUIRED

Lounge 2 25 40 sq. ft./ person 1,000 sq. ft. 

Prayer Room 1 12 50 sq. ft./ person 600 sq. ft. 

Dining Area 1 50 40 sq. ft./ person 2,000 sq. ft. 

Indoor Cooking Area 1 6 50 sq. ft./ person 300 sq. ft.

Outdoor Cooking Area 1 5 50 sq. ft./ person 250 sq. ft.

Indoor Laundry 1 10 50 sq. ft./ person 500 sq. ft. 

Outdoor Laundry 1 5 50 sq. ft./ person 250 sq. ft.

Outdoor Garden 1 15 20 sq. ft./ person 300 sq. ft.

Washrooms 2 2 75 sq. ft./ person 150 sq. ft.

Circulation (20% of Total) 2,600 sq. ft.

Total Available Sq. Ft.:  13,275 sq. ft./ floor (indoor & outside)

  

Table 9. Spatial Requirements: Second Floor
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A3.3.c.ii Second Floor – ZONING DIAGRAM

Figure 95. Second Floor Zoning Diagram 
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A3.3.d Third & Fourth Floor: PRIVATE RESIDENTIAL SPACE

Residences 

- Private, individual spaces for sleeping, bathing, relaxing, and storing their goods.

- Kitchens and gathering spaces are kept to a minimal since the residents will be  

 encouraged to cook, eat, and gather in the communal areas.  

Child’s Play Space 

- A play space for younger children that is located close to the residences and com- 

 munal lounges so that mothers can keep a close watch over their kids.  

Communal Lounges

- Informal areas outside of the individual suites for the residents to gather 

Study Areas

- Informal areas outside of the individual suites for the residents to study
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A3.3.d.i THIRD FLOOR SPATIAL REQUIREMENTS  

ACTIVITY AREA QUANTITY NO. OF USERS OCCUPANCY LOAD
(Sq. Ft. per Person)

SQ. FOOTAGE REQUIRED

Kids Lounge 1 20 20 sq. ft./ person 400 sq. ft. 

Lounge 1 20 40 sq. ft./ person 800 sq. ft. 

Study 1 12 75 sq. ft./ person 900 sq. ft. 

Residential Suites 6 18 160 sq. ft./ person 2880 sq. ft.

Circulation (20% of Total)  

Total Available Sq. Ft.:  4,256 sq. ft./ floor 
Table 10. Spatial Requirements: Third Floor 
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A3.3.d.ii FOURTH FLOOR SPATIAL REQUIREMENTS  

ACTIVITY AREA QUANTITY NO. OF USERS OCCUPANCY LOAD
(Sq. Ft. per Person)

SQ. FOOTAGE REQUIRED

Lounge 1 25 40 sq. ft./ person 1000 sq. ft. 

Study 1 12 75 sq. ft./ person 900 sq. ft. 

Residential Suites 6 18 160 sq. ft./ person 2880 sq. ft.

Circulation (20% of Total) 

Total Available Sq. Ft.:  4,256 sq. ft./ floor 
Table 11. Spatial Requirements: Fourth Floor
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A3.3.d.iii Third & Fourth Floor – ZONING DIAGRAM

Figure 96. Third & Fourth Floor Zoning Diagram 
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A3.3.e Adjacent Lot: OUTDOOR PUBLIC PROGRAMMING

Outdoor Park

- Flower Garden
- Outdoor Gathering Areas

Parking

- Universal Parking Spaces 

- Loading Area

- Parking for Select Staff and Residents based on request

Farmers Market 

- A area for the residents to make some income by selling the goods they have grown  

 in the rooftop garden

- A contact zone and gathering space for the residents to interact with the outside  

 community

- Community gardeners in West Broadway would be able to sell their goods at this  

 Farmer’s Market along with the residents

- The market would also be open to local Manitoban farmers
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A3.4 SPATIAL ADJACENCY MATRIX

Figure 97. Spatial Adjacency Matrix 
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A3. 5 BUILDING CODE ANALYSIS 

Part 3:  Fire Protection, Occupant Safety and Accessibility

SECTION 3.1. GENERAL 

3.1.2.1.  CLASSIFICATION OF BUILDINGS  
Major Occupancy Classification

Single Level Textile Arts Centre, Staff Area, Café, Lounge 
Group A, Division 2: Assembly Occupancies not elsewhere classified in Group A
Multi-Level, Single-Family Dwelling Units
Group C, Residential Occupancies  

3.1.17.  OCCUPANT LOAD

Based on Table 3.1.17.1, these are the occupant loads per activity area on each storey:

Basement:
Assembly uses (reading or writing rooms or lounges): 75 people
Assembly uses (classrooms): 50 people 

Max. Total: 125 people
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First Storey:

Assembly uses (space with non-fixed seats and tables): 35 people 
Assembly uses (standing space): 50 people 
Assembly uses (reading or writing rooms or lounges): 45 people
Assembly uses (dining, beverage, and cafeteria space): 25 people
Business and Personal Service Uses (offices): 10 people
Mercantile Uses (First Storey): 10 people

Max. Total: 275 people

Second Storey:

Assembly uses (standing space): 35 people
Assembly uses (reading or writing rooms or lounges): 40 people
Assembly uses (dining, beverage, and cafeteria space): 74 people
Other uses (kitchens): 5 people
Other uses (cleaning and repair goods): 11 people
Outdoor Garden: 60 people

Max. Total: 225 people 

Third Storey: 

Residential Uses (dwelling units): 20 people
Assembly uses (reading or writing rooms or lounges): 65 people
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Max. Total: 85 people
Fourth Storey:

Residential Uses (dwelling units): 20 people
Assembly uses (reading or writing rooms or lounges):  63 people

Max. Total: 83 people

SECTION 3.2. BUILDING FIRE SAFETY

3.2.2 BUILDING SIZE AND CONSTRUCTION RELATIVE TO OCCUPANCY

3.2.2.10. Streets
This building faces 2 streets, Sherbrook Street (on the west), and Westminster Avenue (on 
the south).

3.2.2.11. Exterior Balconies 
 1) All exterior balconies will be constructed with accordance to the type of construction 
required by Articles 3.2.2.20 to 3.2.2.88

3.2.2.13. Occupancy On Roof
1) Since there will be occupancy on the roof, the roof will be constructed in conformance 
with the fire separation requirements of Articles 3.2.2.20. to 3.2.2.88. 
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3.2.2.23. Group A, Division 2, Any Height, Any Area, Sprinklered 
I have implemented sprinkler system with heads place every 8ft apart, with each head ca-
pable of 10ft water coverage. This would result in complete floor coverage

3.2.2.47 Group C, Any Height, Any Area, Sprinklered
I have implemented sprinkler system with heads place every 8ft apart, with each head 
capable of 10ft water coverage. This would result in complete floor coverage.  The building 
will also be outfitted with fire separations with a fire-resistance rating of 2 hours or more.

3.2.4. FIRE ALARM AND DETECTION SYSTEMS 
3.2.4.1 Determination Of Requirements For A Fire Alarm System 
 1) A fire alarm system shall be installed in a building in which an automatic sprinkler 
system is installed. 

3.2.7. LIGHTING AND EMERGENCY POWER SYSTEMS 
3.1.7.1. Minimum Lighting Requirements
1) Exit and public corridors will be outfitted with lighting of an average level of at least 50 
lx . 

3.1.7.3. Emergency Lighting
1) All emergency lighting at floor or tread level will be over 10 lx in all exits, principle 
routes, public corridors, and in the main floor textile art areas. 
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3.2.8. MEZZANINES AND OPENINGS THROUGH FLOOR ASSEMBLIES

3.2.8.4 Sprinklers
1) The back atrium will be sprinklered throughout 

3.2.8.8 Mechanical Exhaust System
1) A mechanical exhaust system will be installed in the back atrium in order to remove air, 
and will be set at the rate of 4 air changes per hour. (See Appendix A.) 

SECTION 3.3. SAFETY WITHIN FLOOR AREAS

3.3.1 ALL FLOOR AREAS 
3.3.1.1. Separation Of Suites
1) Each suite will be separated from other suites by a fire separation with a fire-resistance 
rating of at least 1 hour. 

3.3.1.3. Means Of Egress
3) Means of egress will be provided from the second floor roof. 
4) There are at least two separate means of egress from the second floor roof, since the oc-
cupant load is more than 60.
5) The second floor rooftop will have a means of egress that least do an exit b) on the sto-
rey immediately below the roof. 
6) The rooftop will have 2 means of egress.
8) Each suite leads out onto a public corridor 
9) There are 2 separate exits on each floor located on either side of the building so that the 
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residents are able to go in opposite directions should there be a fire.

3.3.1.4. Public Corridor Separations
All storeys will be sprinklered throughout  

3.3.1.5. Egress Doorways
1) A minimum of 2 egress doorways are provided on each storey.  

3.3.1.6. Travel Distance
1) The travel distance towards either exit is in compliance with 3.3.1.6.(1)

3.4.2.5. Location of Exits
1) exits are located in the building so that the travel distance to one exit is not more than 
c) 45 m. 

3.3.1.9. Corridors
1) All public corridors have a width greater than 1 100 mm.
7) There will be no dead end corridors in this design. 

3.3.1.11. Door Swing 
1) Doors all swing in the direction of travel to the exit.  
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3.3.1.12. Sliding Doors
1) All sliding doors are a) designed and installed to swing on the vertical axis in direction 
of travel to the exit if pressure is applied and b) will be identified as a swinging door via a 
label

3.3.1.13. Ramps And Stairways
All stairways conform to the dimensional guard, handrail and slip-resistance requirements 
for exit ramps and stairways stated in Sentence 3.4.3.2.(8) and Articles 3.4.3.4., and 3.4.6.1. 
to 3.4.6.9.

3.3.1.19. Transparent Doors And Panels
1) All glass and transparent doors will be made apparent through the application of non-
transparent hardware, bars, or other permanent fixtures.

3.3.1.22. Common Laundry Rooms
1) The communal laundry and surrounding areas will be sprinklered throughout and so 
will not need a fire separation. 

3.3.2 ASSEMBLY OCCUPANCY

3.3.2.5 Corridors
All public corridors will be sprinklered throughout with heads spaced 8 ft. apart and a 
water coverage spread of 10ft diameter per head. 
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3.3.2.6. Doors
 1) since the main floor has an occupant load of more than 100, it will be equipped with 
a device that releases the latch, allowing the door to swing wide open in the direction of 
travel to the exit.

3.3.4. RESIDENTIAL OCCUPANCY

3.3.4.2. Fire Separations 
1) All residential suites will be separated from each other as well as the remainder of the 
building by a fire separation with a rating of at least 1 h, even though the and residential 
suite is sprinklered throughout.

3.3.4.4. EGRESS FROM DWELLING UNITS
 2) Direct access to a public corridor will be provided from each dwelling unit

SECTION 3.4. EXITS

3.4.2. NUMBER AND LOCATION OF EXITS FROM FLOOR ARES

3.4.2.1. Minimum Number Of Exits
1) Every floor area is served by at least 2 exits. 
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3.4.2.3. Distance Between Exits
1) The least distance between 2 exits from a floor area will be 
b) one half the maximum diagonal dimension of the floor area, but not less than 9 m for 
all other floor areas.

3.4.4 FIRE SEPARATION OF EXITS 

3.4.4.1. Fire-Resistance Rating Of Exit Separations
Every exit will be separated from the remainder of the building by a fire separation having 
a fire-resistance rating of at least 1 hour.

3.4.5. EXIT SIGNS

3.4.5.1. Exit Signs
1) Every exit door will have an exit sign placed over or adjacent to it 

3.4.6. TYPES OF EXIT FACILITIES

3.4.6.1. Slip Resistance Of Ramps And Stairs
1) The surfaces of landings and treads will have a) a slip resistant finish, and b) a distinc-
tive pattern or colour contrast to mark the edge

3.4.6.4. Dimensions Of Landings
1) The length and width of a landing are at least the width of the stairway in which it oc-
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curs, except in a straight run, the length of the landing need not be ore than 1 100 mm.
 

3.4.6.5. Handrails
1) All major stairways will have a handrail on both sides, since they are over 1 100 mm 
wide.
3) These handrails will be continuously graspable along their entire length 
5) Handrails on all stairs will be between 865 mm and 965 mm.

3.4.6.12. Direction Of Door Swing
1) All door exits will open in the direction of the exit travel.

SECTION 3.7. HEALTH REQUIREMENTS

3.7.2. PLUMBING FACILITIES 
3.7.2.2. Water Closets
6) The number of water closets required for assembly occupancies conform to Table 
3.7.2.2.A. 

SECTION 3.8. BARRIER-FREE DESIGN

3.8.1. GENERAL
3.8.1.2. Entrances
1) All of the pedestrian entrances of the building are barrier-free and lead from a) the out-
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doors at sidewalk level

3.8.1.3. Barrier-Free Path Of Travel
1) All paths of travel are over 920 mm, and therefore are barrier-free paths.

3.8.2. OCCUPANCY REQUIREMENTS 

3.8.2.1 Areas Requiring A Barrier-Free Path Of Travel 
1) All corridors and spaces will be barrier-free.
 3) There will be at least two designated spaces for wheelchair use where there are areas 
with fixed seats with an occupancy of 100 people.  

3.8.2.3 Washrooms Required To Be Barrier-Free
1) There are at least 2 barrier-free washrooms on every floor except for residential floors. 

3.8.3. DESIGN STANDARDS

3.8.3.3. Doorways And Doors
1) Every doorway located in a barrier-free path of travel will have a width of at least 
800mm in the open position
2) All doors, except for individual residential floors will be equipped with a power door 
operator from either side. 

3.8.3.8. Water Closet Stalls
1) Every washroom will be equipped with at least one water closet stall that is barrier-free 
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and is a) be not less than 1 500 mm wide by 1 500 mm deep, b) equipped with a door that 
i) is latched from the inside with a closed fist, ii) provides a clear opening not less than 
800 mm wide when it is open, and iii) swings outward, unless sufficient room is provided 
within the stall or enclosure to permit the door to be closed without interfering with the 
wheelchair. 

3.8.3.17. Bathtubs
1) There are barrier-free bathrooms installed in the third floor suite that is designed as 
barrier-free.
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Figure 98. Milk crates outside of Stella’s on Sherbrook, West Broadway. Photograph,  2011.

APPENDIX 4: DESIGN DETAILS
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A4.1.a LIGHTING PLANS: FIRST FLOOR

Figure 99. Main Floor Lighting Plan 0’ 2’ 5’ 10’ 20’
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A4.1.b LIGHTING PLANS: SECOND FLOOR 

Figure 100. Second Floor Lighting Plan 0’ 2’ 5’ 10’ 20’
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A4.1.c LIGHTING PLANS: THIRD FLOOR

Figure 101. Third Floor Lighting Plan 0’ 2’ 5’ 10’ 20’
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Figure 102. Fourth Floor Lighting Plan 0’ 2’ 5’ 10’ 20’

A4.1.d LIGHTING PLANS: FOURTH FLOOR
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A4.2 FURNITURE, FIXTURES  & EQUIPMENT 

Figure 103. A Collage of Suggested Furniture, Fixture, & Equipment 
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A4.3.a Material Selections: MILLWORK & FLOORING  

A B C

D E F
Figure 104. A Selection of Materials for Millwork and Flooring  

A: Reclaimed Wood for millwork
B: 3 Form: Varia Ecoresin for millwork
C: 3 Form: Stone (Alabaster) for millwork 
D: Handpoured Concrete Countertops
E: Armstrong Cork Flooring 
F: Cream carpeting 
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A4.3.b Material Selections: ETHNIC FLOOR TILES

A B C

D E F
Figure 105. A Selection of Ethnic Floor Tiles 

A: Marrakesh Design: Casa Tile 
B: Marrakesh Design: Raval IV Tile
C: Marrakesh Design: Raval III Tile
D: Marrakesh Design: Herringbone Tile
E: Refin Ceramic Tile: Frame Collection
F: Marrakesh Design: Hook Tile
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A4.3.c Material Selections: FABRIC 

Figure 106. A Sampling of the fabrics that will be rotated through the design. 
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