
participate collaborate materialise



The Why?

concrete textilesglass

This publication reflects on the works produced during a 
two week workshop conducted during the summer of 
2012. It was the bridging of two schools within Edinburgh 
University; the Edinburgh College of Art and the School of 
Architecture; across three disciplines- architecture, textiles 
and glass. Inspired by the remains of St Peter’s Seminary, 
Cardross, Scotland, this transpired as finding the spirit 
and potential in the seemingly overlooked, subsequently, 
creating an open playing field for experimentation, 
exchange and development; within and beyond the 
participant’s respective disciplines. Ultimately, stripping 
away the hierarchy of ‘the expert’ and ‘the novice’ within 
the collaborative triangle and leaving something more 

concrete.
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Concrete is a ubiquitous material that we all know 
something of: it surrounds us in the buildings we inhabit, 
in the streets on which we walk and in the landscapes 
and gardens in which we play. Yet it is a misunderstood 
material: we value its strength and robustness, its 
resistance to fire, the sense of security it can provide 
but we dislike it: its greyness and austerity, its inability to 
age well and its apparent lack of a human sensitivity. The 
project described in this book represents a study into the 
nature of concrete by encouraging a dialogue with other 
crafts, namely textiles and glass.

The existential and phenomenological nature of concrete 
has been discussed extensively and one theme that 
continues to surface is whether concrete is actually a 
material or a process; is the particularity of the object 
a direct consequence of the process more than a 
consequence of its constituents?  In reality all materials 
go through a transformational process in the conversion 
to objects. In some cases the nature of the process is 
apparent and the consequence of craft, such as timber 
and stone and we value the skills of the carpenter and the 
mason.
The secret of concrete’s ubiquity is found in its ease of 
production: it uses the simplest of ingredients. The bulk 
is made from sand and stones.  Water and cement are 
added, the two most abundantly produced materials in 
the world. The water first creates a formless semi-liquid 
mass and then reacts with the cement to harden and 
solidify. This happens at normal ambient temperatures 
and requires only the simplest of tools and skills. Concrete 
then is the ideal, universal building material: it can form 
any shape, requires little skill and uses mostly cheap 

and available materials. Paradoxically the simplicity of 
production also makes it easy to produce poor quality. 
The resolution lies in the form-work, the temporary casing 
that determines shape.  Concrete is sometimes called 
liquid stone, however stone is a material that demands 
respect: it has to be found and then won from its source, 
it needs to be cut and carved carefully, it has always been 
associated with craft and artistic skill. Concrete on the 
other hand is low value and needs only to be restrained 
till it is sufficiently hardened, usually only a few days.  The 
formwork is temporary, discarded after one or two uses 
but it is critical in determining the finish, detail and quality 
of the hardened concrete. Traditionally made from timber 
on site, the formwork controlled the ambition and limited 
the potential of liquid stone. Lack of care in the formwork 
is immediately apparent in finished concrete and 
contributed to the term ‘Brutalist’ being used to describe 
many early Modernist concrete buildings. 

Fortunately there are many projects that demonstrate very 
high quality and finely crafted concrete, projects where 
care has been taken in the production of the formwork 
and the placing of the concrete.  The formwork then 
usually costs considerably more that the concrete that 
it supports. The need for restraint and the use of linear, 
planar materials for the formwork has determined and 
indeed limited the forms that are produced. The Italian 
master Pier Luigi Nervi, pioneer of many innovations in 
concrete, despaired of the limitations that the formwork 
placed on the concrete: ’ few of its(concrete) potentials 
have been fully exploited… the main cause of the delay is 
a trivial technicality, the need to produce wooden forms’.
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Fabric Formwork for Concrete
by Remo Pedreschi



The elements produced in the Architecture Workshop at 
the Edinburgh College of Art include, columns, beams and 
walls.  The procedure of design is not conventional. Ideas 
are developed through the process of making. Prototypes 
are used extensively to develop form and geometry, to 
develop connections, to study form and construction 
sequence. With rigid formwork casting the concrete is 
a black box process- the concrete disappears into the 
formwork and the outcome is not revealed till after the 
concrete has set. With flexible systems the response of the 
fabric to the wet concrete becomes apparent immediately 
as the fabric fills, indeed it is possible to shape and twist 
the formwork during casting to modify the shape, as one 
of the projects in this book demonstrates. 

Fabric formwork is a process that is not inhibited by 
convention and tradition. Thus far most projects have 
been developed by students of architecture, designing 
through a process of making, where the exigencies 
of the materials and processes inform the creation of 
the object, rather than renegotiation and adjustment 
through discourse with builders. Production and design 
are inseparable.  This project attempts to extend the 
conversation between design and production by working 
closely with the particular disciplines of glass and textiles. 
Each with it own craft disciplines and conventions that are 
challenged to adapt to a highly unorthodox and inventive 
creative practice.

Across the world a number of designers are now studying 
the use of flexible formworks for concrete. The project in 
this book has developed from a prolonged study into a 
new paradigm for concrete, the use of flexible fabric as 
formwork. Experience in using flexible formworks reveals 
a synergy between the textile and the liquid concrete. The 
pressure of the wet, mobile mass fills and shapes the fabric 
and the hardened concrete receives the form and texture 
of the fabric in return. It may seem counterintuitive to those 
experienced in building construction to use textile fabrics 
to support such a heavy and abrasive material as concrete 
but a large number of prototype studies at full-scale have 
demonstrated the practical nature of the construction 
process. Interest is growing amongst academics and 
practitioners across throughout the world.  There are a 
number of practical advantages in using fabrics:

• Formwork is lighter and easier to construct, the 
fabric deforms to the optimum geometry in response to 
the hydrostatic pressure of the wet concrete.

• Complex geometry is straightforward to 
produce, by careful shaping of the fabrics optimised 
structural forms can be developed that would otherwise 
be very expensive with conventional rigid systems.

• The permeable nature of fabrics allows excess 
water and trapped air to pass during casting, reducing 
surface defects and improving the quality and durability of 
the surface.

• The surface texture of the fabric transfers directly 
to the surface of the hardened concrete offering copious 
opportunities for surface finish and treatment.
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Observe St Peter’s Seminary
by Edward Hollis

The forest of Kilmahew, around twenty miles west of Glasgow, conceals an architectural cautionary 
tale. In the 1960’s, the landscape was radically transformed by a building. St Peter’s seminary was built 
to house around a hundred catholic novices. Its plan and section, the work of the architects Gillespie 
Kidd and Coia, were a rigorous statement of the modernist maxim that form follows function.

But within a decade, there were not enough priests to fill it; and St Peter’s became a form without a 
function. That was 1987, and since then it has resisted numerous attempts to provide it with a new 
one: designed as closely as it was to a specific programme, the building remains empty, and derelict. 
It is no longer what it used to be, and not yet what it can be.

The caution is simple: design a building programmatically, set it in concrete, and you’ll end up with 
a ruin. 

This proposal flies in face of conventional thinking on this subject, and has encountered considerable 
opposition. The Invisible College must do battle with conventional desires for a beautiful object, 
delivered on time and on budget, for it cannot, and will not deliver one.
As with all buildings, we must learn to accept that St Peter’s Cardross is no longer the instrument it was 
designed to be nor yet a monument. Once the programme that generated them has disappeared, 
their form will never, to misquote Louis Sullivan, follow function. Buildings are iterative processes 
rather than products. They exist in time, and never have been, are not, and never will be complete. 
Architecture is an activity, not a thing, no less ephemeral than space or light, and always in the process 
of being revisited.

This author has been involved since the Venice Biennale of 2010 with a new proposal for St Peter’s 
led by the Glasgow arts collective NVA. It is called the Invisible College: we have no images of what 
it will look like, or when it will be ready. St Peter’s isn’t going to be restored any time soon. Instead, 
we propose to leave the building perpetually incomplete – both ruin and building site. It’s a model 
of what all buildings should be: they are, in environmental terms, expensive and we shouldn’t be 
building more of them but exploiting and transforming the ones we already have, again and again.
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Design education is traditionally delivered through 
specialist disciplines, often identified by material, technique 
and/or context.   Students are aligned as specialists from 
the earliest stages in undergraduate education which may 
be argued as running the risk of restricting creative vision.  
The following cross disciplinary initiative brought together 
3 distinct disciplines, promoting collaborative practice 
spawned from the explorations of materials.

The project exploited the creative synergy of individuals 
from the ECA departments of architecture, textiles and 
glass in a series of practical workshop sessions and further 
developed in self -selected groups. In the past this type 
of project may have been organised by dividing specific 
responsibilities to subject specific  groups, the components 
and expertise all contributing to the sum.   However, this 
co-operative way of working in groups may not always 
incite the most innovative approach to designing and 
making in teams. In fact this arrangement may even prove 
counter-productive to innovation with each discipline 
working autonomously side by side focusing on their own 
task rather than working together. Conversely this project 
stepped away from the norm in organising mixed teams 
of experts by not aligning any responsibilities for design or 
development of any aspect of this project with the experts 
in any discipline.

From the outset students and staff were working on mixed 
groupings not only of discipline but of experience, with no 
hierarchical structure.  This generated a dynamic mix of 
expertise and approach within the workshop environment.  
With the confidence of having worked in mixed groupings 
and following an initial grounding in each of the workshops, 
the participants quickly organically self- selected into 
groups through shared interest.  The groups gravitated 
to each other through materials, processes and in some 
cases personality.  From past experience it appears that 
the strongest and most successful partnerships arise by 
handing control to the participants to select who they wish 
to work with.

In his inspired book, The Art of Innovation, based on the 
company IDEO,  Tom Kelley presents his beliefs in non-
hierarchical teams.
‘We believe the strongest teams take rout when individuals 
are given the chance of picking what groups they work 
with and even occasionally what projects they work on.  
That way passion fuels the fire’  Tom Kelly (2001)

The make-up of each group was remarkably balanced 
mix across all 3 disciplines with varied levels of experience 
which led to dynamic groupings and challenging 
ambitious ideas. An expert, is expected to be fully 

Stepping Outside the Constraints of 
Discipline by Lindy Richardson
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conversant with all processes, techniques, research and 
history of their own material or discipline.  One of the 
most fascinating aspects of this initiative was when the 
non-expert challenged the expert, pushing them into 
often uncomfortable places; the textile staff member with 
no experience in concrete challenging the undergraduate 
architect’s approach to structure, the undergraduate 
glass student challenging the restricted approach to 
printing techniques of the postgraduate textiles student.  
The novice, not being confined by perceived rules or 
conventions of a discipline or material, in contrast sees the 
possibilities of new materials and methods in relation to 
their own prior knowledge or experience perhaps relating 
to their own discipline.  The joy of interdisciplinary teams 
is the wonderment and open approach of the novice akin 
to that of a child when introduced to a new materials and 
techniques.  The WHY?  And the WHY NOT? become the 
drivers of innovation.   It is so easy to become constrained 
by one’s own understanding as a specialist or expert.  
This mixed experience and mixed discipline approach 
aided the opening up of potential in terms of challenging 
established norms and traditions which exist within 
disciplines. 

There can also exist, a liberating aspect to working 
collaboratively.  By creating a culture which encourages 
the confidence in individuals to let go of control and truly 
work together without allowing hierarchy or difficulties 
in authorship to cloud the development, the creative 
potential can be fully ignited.  The combination of open-
ness and the challenge of the novice and co-creator hold 
inspiring potential.

Ultimately the fruits of this project were in the process 
rather than the product.  The final pieces told a story of 
materials, processes and the interaction between people, 
techniques, tools, glass, textiles and concrete.  The large 
columns were perhaps not always objects of beauty in 
themselves, BUT, the product of this collaborative venture 
lay elsewhere.   The cohesive network of staff and students 
across disciplines and the creative energy which resulted 
in the coming together of these people is inspirational in 
itself and continues to thrive.  This positive collaborative 
experience broke down boundaries creating a platform 
which expanded creative possibilities not simply by co-
operating and working with other disciplines, but by 
collaborative voices working together across discipline 
specialism to force innovation through challenge.



The Why Not?

During the first week activities were held in the glass, textiles 
and architecture workshops; where the participants worked 
on test pieces to gain an understanding of the fabric formed 
concrete technique and allow for dialogue between materials, 
techniques and disciplines. In week two, the magic happened. 
From explorations in week one, the participants assorted into 
groups, and what you will uncover in the following pages are 
the concepts, processes and discoveries of the collaborations.
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Collaboration
Dressing & Undressing

concept
We hoped to overcome the technical challenges observed from experiments 
working with the fabric formed concrete technique, primarily focused on the 
concrete and glass conundrum. By playing with partially exposing and allowing 
the fabric to continue to ‘dress’ the concrete formwork, as a duo with an 
Architecture and Glass background, we primarily focused on the concrete and 
glass conundrum. 

process
Professor Mark West, an expert with flexible concrete formworks, was especially 
influential in assisting with our design problem. We created ‘arms’ as our first 
test pieces.  They were made to observe how simply glass could connect to 
concrete, using the swelling of the fabric to create a notch, locking the glass in 
to place. What was of most interest was considering the variables: depending 
on the type of fabric, the amount it could bulge, and the size of the blown glass 
opening.
 

discovery
The textiles yealded some interesting textures and colours which transferred 
on to the concrete, however, we were  much more interested in how to use the 
structural properties of fabric and the forms possible through casting into fabric.

Glass is a difficult medium to control. Perhaps seeing glass as an architectural 
component, rather than being used as a guide to form (as attempted in the 
final structure) possibly limited the discovery of something ‘new’. However, we 
elaborated on what resulted directly from conducting experiments with fabric 
formwork and having discussions about the potential to include glass in a 
concrete structure.



Richard Bush
B.EnDs (Hons), M.Arch

Anne Rushing
MFA(Year 1) Glass
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Each prototype was only ever sketched as an idea – the 
final design was decided with marked out chalk lines on 
the fabric and the voids sewn closed. Obeying the rules 
devised from previous experience using the flexible 
concrete formwork technique, and making amendments 
where necessary to arrive at a satisfactory template was 
integral to the planning process. 

The glass ‘limbs’ were tested and made to observe how 
simply glass could connect to concrete, using the swelling 
of the fabric to create a notch, locking the glass in to place.

The Glass & Concrete Conundrum

The rules are:

1) No Horizontal areas (that risk putting the concrete in to 
tension)

2) Ensure the concrete can flow to all areas of the structure 
without obstruction

3) Access to all areas, to allow for good surface finish

4) Place extra stitching in areas where the mass could be 
too great, to control the expansion of the fabric

5) Cater for the compression / tightening of the structure 
towards the top of the structure as gravity acts to tighten 
the fabric

The chalk sketched design on the fabric considered how 
the glass would best relate to the concrete whilst working 
within the 5 rules to enable a workable, elegant structure, 
and make constructing it easier.

The glass is protected from the residue of the casting 
process with plastic sheeting and masking tape. The glass 
is then held in place to the fabric using string, it’s glued 
and then tightly bound to form a seal around the fabric 
opening.
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After the glass is blown, hot-formed and annealed in the 
Glass Workshop it is taken to the Architecture Workshop 
to finalise the design and construct the form work. 

Sewing a plastic lining into the layers of lycra and netting 
creates the glossy surface, where in some areas the netting 
became embedded, on the concrete once the formwork 
is set.
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Hoisted up in a supporting metal frame, the fabric 
formwork was cast upside down from how it stands. Fixing 
the glass elements to the formwork and suspending 
them, without them snagging, tearing the fabric or 
restricting the concrete flow was a challenge.  The glass 
‘limbs’ are secured with string to the frame to support their 
weight before filling the formwork with concrete. Plasticiser 
was added to the concrete to aid with the fluidity so the 
concrete could reach every corner of the fabric formwork. 

When the fabric form is filled with the concrete, the blown 
glass ‘limbs’ are in turn supported by the weight of the 
voluminous form. The string, which was originally tied to 
the metal frame supporting the whole structure, is then 
wrapped round the body of the concrete form. This 
secures the glass in the intended position for when the 
cast has set.

When the casting process is complete the formwork is 
brought down, the fabric is stripped revealing the layers 
of texture embedded, both from the texture of the fabric 
which once skinned it and the plastic and netting which 
remained as part of the flesh.
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concept
Inspiration for the Droplet cast came from the calcified water droplets that had 
formed along cracks in the concrete at St Peter’s Seminary and from the light 
filtering down through the building’s contemplative spaces. The small stalactitic 
droplets are a particular feature of exposed concrete. Their slow build-up 
represents to us the neglect of this once robust and impressive building, 
decaying over time into its current fragile state.

process
To portray this, we sought to join the fragile glass with the more robust concrete 
in a continuous whole. Designing the juncture between the two materials was 
a challenge; this would be where we would focus our efforts for any future 
development. The core of the piece is hollow so that light can pour down 
through the glass ‘bulb’. Embroidery on the fabric formwork and engraving 
on the glass created marks that accentuate the downward motion and tension 
within the Droplet. Our encounters with the new and unknown fed into the 
design of the Droplet cast, where we aimed to exploit the strengths of each 
material to create a cohesive piece. 
 

discovery
This project was a great insight into other creative departments within the 
University and into materials we hadn’t used before. Getting to know people 
from other disciplines also opens up the exciting possibility of future projects 
and collaborations.

15

Collaboration Droplet



Juli Bolaños Durman
BA Graphic Design
MFA (Year 1) Glass

Saba Aghapour
BA(Hons), MFA (Year 1) Textiles

Frances McKerana
M.Arch (Year 1)

Towera Ridley
BA Arch (Hons)
HND Textiles
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Once the glass is skilfully hot-formed and then tempered 
in an annealer, in the Hot Shop, it is then ready to be cold-
worked, in the Cold Shop. Utilising the diamond-surface 
wheels the glass is engraved. This process is labour 
intensive, whereby every cut in the glass is polished with 
finer and finer  diamond surfaces so that the engravings 
regain their transparency. These markings on the glass 
are reflected beautifully within the glass, and inversely cast 
shadows of the design when lit.

In the Glass Workshop, the first prototypes were produced 
by allowing gravity to elongate the molten glass at the end 
of a gathering iron until the desired droplet shape was 
acquired.

The challenge of marrying the glass and concrete was 
overcome by making the droplet shape slightly pear-
shaped, where the heavier bottom could protrude from 
the concrete yet the top had sufficient curve to remain 
embedded.

The Gravitas of Gravity
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To utilise the engraved glass’ form and surface pattern a 
hollow channel was created within the concrete; light could 
stream down the canal right trough the glass element of 
the piece, like a torch.

The channel within the concrete was achieved by using 
a styrofoam tube roughly mimicking the shape of the 
Droplet. This ran through the core of the formwork 
seamlessly bound to the engraved glass element. 

A wooden ring, an inch deep and wide, gripping at the 
narrowest part of the glass was fashioned to create a crisp 
stable lip where the concrete and glass met. Enough 
thickness in the concrete was needed to envelop the 
glass and keep it in place, otherwise the concrete is at 
risk of crumbling away. In addition, this lip structurally 
compensates for the hollowing of the Droplet form to let 
light channel down through to the glass.
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With the glass and textile aspects in place the casting 
begins. This is a relatively quick process. The formwork is 
filled with concrete, the fabric is continuously agitated to fill 
every corner of the formwork and bring the excess water 
to the surface, ultimately increasing the concretes strength.

Heavy cotton was machine embroidered with a decorative 
irregular linear pattern, emphasising the downward 
motion of the piece.

The upside down pyramid shaped fabric form falling to a 
point from a square wooden frame  hangs within a greater 
frame that will support the weight of the completed 
concrete cast.

The cast is stripped of the concrete saturated fabric 
revealing the relief of the embroidery on the surface of 
the concrete. The masking tape protecting the glass from 
the muddy residue of the casting process is removed.The 
piece is hoisted up and the Droplet realised.
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The styrofoam was dissolved with acetone once the 
casting process was complete.
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concept:
This wondrous pair of legs started life as a response to the site visit to St Peter’s 
Seminary. Our group focused on the unavoidable sense of injury and decay that 
occurred to the building, by being exposed to the elements and by trespassers. 
We found this to be a common observation within our group so we cared to 
elaborate.

process:
Once in the studios, we chose to represent this in a manner that would 
contradict yet compliment St Peter’s. We observed the strong lines, shapes and 
geometries of the skeleton. We were in awe of the extent of the concrete but 
then the way forward revealed itself. Let’s build columns! Conventional columns 
support and are not constructed with graffiti as part of the package. So let’s 
make our own supports- legs, structurally questionable, with their surfaces 
tattooed to create an identity. This allowed a bold statement to be made on 
the afflicted Seminary and lent the freedom of sculptural form. This format 
supported the inclusion of everyone’s expertise. 

‘Two fat lady legs’ are like defeated forms that are just about able to hold 
themselves up.
We achieved this effect by allowing slack in the fabric before pouring the 
concrete.

We manipulated photography of the Seminary, its geometry and the graffiti 
imagery juxtaposed and then transferred to silk screen for printing onto different 
weights of fabric. In addition, the many types of surfaces at St Peter’s Seminary 
were represented by the many printing binders and mediums to cast a dynamic 
surface. We wanted to further emphasis the notion of trauma by feeding cast 
glass rings at various points along the column, further compromising their 
structural integrity. 

discovery:
There was a strong consensus that what made this project work so well was the 
absolute access to workshops and the enthusiasm of everyone taking part. It 
was a fully immersive and unbiased platform, which is vital for collaboration.

Collaboration
Two Fat Lady Legs
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Dan Hapton
B.EnDs (Hons)

Kirstin Binnie
BA(Hons) Glass

John McNair
2nd Year Textiles 

Alice O’donnelle
M.Arch (Year 1)

Liz Smith
BA(Hons) Glass

Austyn Finnegan
2nd Year Glass
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When casting concrete in a fabric form every texture, 
seam, thread, fold and impression of the fabric is imprinted 
on the surface of the concrete to varying degree. 

Making Concrete Tactile

Prototypes were made with laser-cut MDF to test the 
replationship between the glass and textiles. Ultimately 
two columns were made.

Glass rings were sand casted in the glass workshop. These 
were made to constrict the fabric at considered points 
along the columns.
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Screen-printing fabric is the process of passing specialised 
printing binders through a silk-screen with a squeegee to 
leave a pattern or design. With selective printing binders 
and colours it is possible to leave impressions and/or 
colour on the surface of concrete via the textile.

‘Puff Binder’, is a heat reactive pigment with a raised 
firm foam outcome. ‘Opaque Binder’, is a chalky matt 
pigment. ‘Flock’, are sheets of short plant fibres which 
adhere to a specialised printing glue.  And ‘Foil’, are sheets 
of short polymer fibres which also adhere to printing glue. 
These binders and surface effects were used in different 
proportions and compositions on two weights of cotton.

Photography of St Peter’s Seminary, the buildings 
geometry and imagery of graffiti were juxtaposed in a 
design that then was exposed on silk screen for printing. 

With the textiles printed and the glass rings made the two 
patchworks of printed fabrics were cut and sewn. This first 
fabric form is a tube and the other resembling a pair of 
trousers.
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The fabric forms and the glass elements are constructed 
and then stapled into this frames to be cast.

Great attention was taken to ceaselessly rub the surface 
of the fabric, this would ensure the printed surfaces would 
affect the surface and texture of the concrete when set.    

By manipulating the tension and slack of the fabric it 
highlights the nature of the materials involved in the fabric 
formed concrete process. The fabric, whether constricted 
or allowed to expand, can make the concrete look ‘soft’ 
because it takes on the attribute of the the textile.

25



The form work stripped. The ladies legs stand.   
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concept
St Peter’s Seminary tells a poignant tale. This building was designed 
passionately, built purposefully, disused, recycled, deserted and then forsaken 
to ruin. It encapsulates the remarkable impression people can have both of and 
on a manmade edifice within the wilderness, whether morally right or wrong.  
We wanted to learn as we were going, as we were testing, as we were making 
and through conversation develop ideas. 

process
Mirroring St Peter’s, Prologue is a snapshot of captured actions; hinting at an 
arena filled with possibilities, some expressed and others still to be played out.
The many experiments, discussions and decisions are ‘dramas’ played out; and 
those collective moments of muse materialised into this concrete montage. 
Texturally abundant surfaces were created utilising a variety of techniques: from 
pleating, to impregnating the fabric surface with pigmented textile binders and 
drawing with molten glass and by sculpting glass by means of sand casting it. 
We acted whilst the materials were at their perceivable antithesis; with glass 
from its molten state to its solid state, with concrete from mud to stone, and by 
creating and breaking tension of the warp and weft structure of the fabric. It is 
at these points that we could seize our dramas. 

discovery
As a group, we explored, and discovered techniques, materials and ideas 
didactically transferable to our own. We were receptive to our environment, 
actively challenging our preconceptions to allow for discovery and casting 
away a desire to create a beautiful final outcome. Even in our final piece we 
continued to try new things. 

The exciting thing about collaboration and the potential of exhibiting work 
like this is that its about possibilities. It’s suggestive that they can go further 
and that’s really special. Whereas sometimes when you look at something 
really refined you think it’s the pinnacle, that it is what it is and there is no more 
dialogue to be had. You can look at all of the final pieces and someone outside 
might not see what is embedded. If we continue this way it could reach a stage 
where it is refined enough for an outsider to appreciate it or even be immensely 
affected by it.

Collaboration Prologue
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Alan Horsley
BA (Hons) Sculpture
MFA Glass

Izzy Bocchetti
BA (Hons) Textile Design
Textile Artist-in-Residence

Tyler Chan
B.EnDs (Hons), M.Arch
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Thinking outside the (sand casting) box; sand was heaped 
on the glass workshop floor where a trough was prepared, 
6 inches deep, 10 inches wide and 6 feet long. This was 
intended to be wrapped around the concrete form sitting 
proud of the surface. Unfortunately, this was too ambitious, 
the glass broke in several places by the time it was sped to 
the kiln and whilst it did its two day stint annealing. 

Glass makers dance when they work. 
The more experienced, the seemingly more effortless 
their movements: gathering the glass, constantly moving 
with pendulum rotation, continuously harmonising the 
semi-liquid. Every movement and action is captured 
in the final outcome. The glass workshop is were two 
major ‘dramas’ occurred. Firstly, by using the sand casting 
technique to make a ribbon of glass that would wrap 
around the final concrete form, and secondly, the molten 
glass drawings, or ‘signatures’, on fabric that would imprint 
these ‘captured actions’ as scaring on the surface of the 
concrete.

A hand held tool was designed and made in order to 
support the U-bend once the glass was at a temperature 
malleable enough to work with. There was a great deal 
of glass used and the tool was helpful yet it could not 
support the weight of the glass, so a wooden board was 
found and quickly put in place to support the collapsing 
glass structure. It was hot work and all ten, or so, bodies 
in the room had their place and practiced choreography 
with the instruction of Ingrid (Glass Technician) and Meg 
(Glass Artist-in-Residence), both very experienced glass 
practitioners.

Capturing Action
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By laying the fabric on the glass workshop floor and trailing 
the honey-like molten glass across the surface, where the 
glass touched the fabric it burnt, leaving a trace of the 
pourers movements. The degree to which the fabric burnt 
was controlled by the amount of water used to extinguish it.  
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As the glass strip had broken in several places, from the 
remains the group reformulated where the glass could lay 
on the surface of the concrete form. Washers and threaded 
rods run through incisions in fabric form, once it is framed 
in place, then washers are screwed on either side of the 
fabric securing the rod and sealing the cut. Therefore, half 
the metal rod is embedded in the concrete, with careful 
positioning they support the glass after casting. Initial 
rough MDF cutouts, simulating the shape and form of the 
glass pieces were made to assure the correct distancing 
between the rods.

A collection of fabric techniques; stitches, pleats, layering 
of semi-penetrable and impermeable surfaces, were 
tested prior  to finalising the final form.
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The H-shaped fabric form was intentionally designed 
asymmetric to take advantage of both textile techniques. 
The area with greater fabric to be filled with concrete 
would potentially bulge more allowing for the inclusion 
of strategic pleating to contain and sculpt the form. The 
remaining fabric area would have the fabric imprinted with 
the ‘signatures’ of the glass process. 

Once the flexible formwork is cast, stripped and taken out 
of the supporting frame, additional washers are screwed 
on to the rods protruding from the concrete. These now 
hold the glass in place, sitting proud of the concrete 
surface.

The fabric utilising the burning technique is sandwiched 
with more fabric, otherwise the wet concrete mix will pour 
out of the ‘scars’. This was an opportunity to use a different 
weight of fabric to help emphasis these markings. 
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Malcolm Cruickshank is a textile artist born, brought up and now working in Edinburgh. 
Malcolm’s full time job title is ‘workshop technician’ at the University of Edinburgh architecture 
and landscape architecture workshop (ESALA) . He studied at Cumbria Institute of the Arts 
2000 – 2004, gaining a BA Honours in Contemporary Applied Arts. His work uses resources 
(many of which would otherwise be discarded) in imaginative and unexpected ways, producing 
innovative and beautiful creations that are often functional as well as decorative. His output 
includes furniture, wall-art, decorative lighting, clothing, paintings, drawings and monoprints. 
Malcolm is influenced by his past, his Scottish roots, the world around him and the people he 
meets. He is currently fascinated by physical, personal, digital and metaphorical connections. 
malcolmcruickshank.co.uk

Edward Hollis studied Architecture at Cambridge and Edinburgh Universities; and for the 
subsequent six years he practiced as an architect, first in Sri Lanka for Geoffrey Bawa, famous 
for his garden of follies and ruins at Lunuganga; and then in the practice of Richard Murphy, 
well known for his radical alterations to ancient and historic buildings in and around Edinburgh.
In 1999, Edward Hollis began lecturing in Interior Architecture at Napier University, Edinburgh, 
working with students both in the design studio, and in more theoretical disciplines. In 2004, he 
moved to Edinburgh College of Art, where he is now Deputy Director of Research. 
Working with follies and ruins in Sri Lanka, with modern interventions to historic buildings in 
Scotland, and in the slippery discipline of Interiors, has focussed Edward’s theoretical thinking 
on the notion of time, story, and building.
http://nva.org.uk/past-projects/venice-29/
theinvisiblecollege.org.uk
edwardhollis.com

Ingrid Phillips is a highly skilled Glass maker, as a Masters graduate in Glass Design from 
Edinburgh College of Art, Ingrid continued training and practicing throughout the UK, 
Scandinavia and the US. As founder of iGlass, her workshop and business based in Edinburgh, 
she continues to design batch run glass wares, blown glass works and collaborates and 
produces alongside Architects and Lighting Designers to commission. In 2011, Ingrid was 
appointed Glass Technician at Edinburgh College of Art and actively transfers her extensive 
knowledge and expertise of hot glass methods. Ingrid ascertains that opening a dialogue 
between departments, mediums and design-thinking is crucial to the students development 
and an opportunity for design innovation. 
iglassdesign.co.uk

Remo Pedreschi holds the chair of Architectural Technology at the University of Edinburgh 
and is also Director of Research and Knowledge Exchange for the School of Arts, Culture 
Environment. He joined the University after a period in the construction industry. He is 
interested in the relationship between technology and design and was editor of the book series 
‘The Engineer’s contribution to Contemporary Architecture’, to which he also contributed 
the monograph on the Uruguayan engineer, Eladio Dieste. He is currently working on novel 
systems for stone construction, steel and plywood composite systems and fabrics as formwork 
for concrete. The methodology often involves the interaction of formal research and student-
led projects as a device for both detailed and exploratory study leading to full-scale prototype 
constructions.
http://sites.ace.ed.ac.uk/fabricformedconcrete/

Keith Milne is a Master of Architecture graduate from the University of Edinburgh. Keith’s 
research investigates materiality, tactility and interactions with tectonics as well as innovative 
construction techniques. This takes the form of realising conceptual, digital and theoretical 
ideas by giving them physical form, turning the immaterial into material. He is a skilled 
architectural model maker and has had his work exhibited in the Royal Scottish Academy, 
the Royal Academy of Art and in Berlin and Beijing. Keith believes that an understanding of 
materials and construction techniques is invaluable to deciphering and designing the built 
environment. At present Keith runs the University of Edinburgh Architecture Workshops with 
Malcolm Cruickshank. 
keithmilne.co.uk

Alison McConachie has been producing and exhibiting glass professionally since 1980. 
Alison studied Glass first at Edinburgh College of Art and then at the Royal College of Art in 
London. Glass has been at the heart of Alison’s creative working life for over forty years. Recent 
work takes the form of large, abstract, free blown vessels that have a rich combination of 
dark, intense colour, silver and gold leaf, heavily textured surfaces, enamel and lustre painting;  
exploring the relationship between precious metal and glass through experimentation with 
traditional cold gilding methods and enamel painting. In 1979, after working in the Netherlands 
for a time, she returned to Edinburgh and began to teach on the glass course at the College of 
Art and was appointed Head of the Glass Programme from 2008 to 2012. 

Rachel Travers is the view finder capturing and documenting the many exhibitions, workshops 
and projects at Edinburgh College of Art and the School of Architecture at the University of 
Edinburgh. When Rachel is not behind the lens she supports and assists the students and staff 
as Reprographics Technician at the McGovern Media Centre, at Minto House.

Lindy Richardson has been programme director of Textiles at Edinburgh College of Art 
since 2000. With a BA in embroidered and woven textiles and Masters in Tapestry from 
the RCA Lindy began teaching on graduation in 1985 as a vocation not simply a job. Her 
enthusiasm for learning, and belief that education should be afforded to all drives her passion.  
With enterprise group initiatives, vertical integration and collaboration at the centre of the 
research and practice, raising awareness of the benefits of truly collaborative experiences and 
interdisciplinary is always at the forefront of all research activities.  
Previous projects include publication  ‘Collaborative Crusoes’ in journal Transactions, and an 
international textiles collaboration between Scotland  and China.

the staff

Kirstin Binnie graduated with a BA(Hons) in Glass in 2012, and since has secured a position 
as Artist-in-Residence in the Glass Department at Edinburgh College of Art. Kirstin continues 
to develop and produce work for exhibition, and enduringly enquires into ‘the strength and 
fragility of communication’ to inform her sculptural glass works. Kirstin is currently applying to 
do a Masters in Glass. 

Richard Bush studied Masters of Architecture at the University of Edinburgh after his 
undergraduate degree at Manchester. He was in the first group of three that undertook the 
‘Disruptive Technologies’ unit, under the tutorship of Remo Pedreschi and Chris Speed and 
his interest of understanding material construction developed from there. Learning that the 
didactic process of experimentation and conversation can lead to a rapid development of 
expertise and thus lead to results that were unknown and unforeseen before the process began 
has transformed Richard’s architectural philosophy and approach to design. Richard is currently 
working in London for Bryden Wood Limited- a multidisciplinary office.
richardbush.wordpress.com

Alan Horsley is a sculptor deeply influenced by the properties and early history of his primary 
material - glass, which he harnesses to create dramatic, allegorical figurative work. Forming 
processes from modelling by hand to moulding, casting and construction are a core aspect of 
Alan’s day to day work and the opportunity afforded by the project to apply expertise in these 
areas to fresh materials and challenges proved highly rewarding. Having completed his MFA in 
Glass at Edinburgh College of Art in 2012, Alan is currently working as assistant to glass artist 
Bruno Romanelli whilst continuing to develop his own practice.
alanhorsley.wordpress.com

Tyler Chan graduated with a Bachelors of Environmental Design from the School of 
Architecture and Landscape Architecture (SALA) at the University of British Columbia in 2008. 
After practicing in the Architecture and Planning Industry for several years, in Vancouver, he 
then went on to pursue his Master of Architecture at the University of Edinburgh. The focus of 
his Masters was the interdisciplinary and collaborative relationships of emerging methodologies 
and techniques in architecture. Tyler is currently working for an Architecture Firm in Calgary, 
and is involved with a group of artists and musicians called Northern Epistle which seek to 
produce work of a collaborative nature dispelling the individual from the end product while 
embracing them during the process and dialogue. 
northernepistle.com

Juli Bolaños Durman’s foundation is in Graphic Design on completion of the BA(Hons) from 
Veritas University in Costa Rica. Juli then went on to explore alternative materials and establish 
a new found appreciation of three dimensional art by participating on the Mixed Media course 
at Art Student’s League, in New York, and then the Glass and Mixed Media course at Pilchuck 
Glass School, in Washington USA, with Michiko Miyake. This experimental period brought her 
to Edinburgh, where Julia recently completed the Glass MFA programme with Distinction. 
Play is an integral part of Julia’s design approach, she believes it is the essential to stimulating 
new ideas and eventually constructing metaphorical frames around the theme of preciousness. 
julibd.com

Liz Smith is a graduate with a Bachelors in Glass from Edinburgh College of Art.  Liz is 
fascinated with what motivates individuals to create, what we may learn about ourselves and 
how this narration translates in a design context. The workshops were an opportunity for Liz 
to further explore surface, light and texture, themes integral to Liz’s personal work, and most 
importantly observe and absorb these exportations in relation to others. Liz is currently working 
towards embarking on a Master’s in Art Therapy.

Austyn Finnegan is in his 3rd Year of a B.A. Hon in Glass Sculpture and Architectural Glass 
at Edinburgh College of Art. Although specialising in blown glass, Austyn remains explorative 
of the seductive glass medium in all its forms and techniques and continues to develop a 
dialogue between concept and process, working in a manner where he appropriates the 
technique to the ideas. 

Anne Rushing has recently completed an MFA in Glass from the Edinburgh College of Art. 
Rushing is from Tennessee in the USA and studied glass as an undergraduate at Centre College 
in Danville, Kentucky (BA, 2007). While at Central College, she had the opportunity to attend 
weeklong master classes with Lino Tagliapietra, Nancy Callan, Katherine Gray, David Walters, 
and Janusz Pozniak. She has also taken classes at Pilchuck Glass School, the Corning Museum 
of Glass, and Cam Oçagi (The Glass Furnace). As an assistant, she’s worked for Stephen Rolfe 
Powell at Centre, and after graduating for Keiko Mukaide in Scotland. Rushing’s work deals 
with interpersonal relationships, memories, and how both of these things change over time. 
abrushing.com

John McNair is a Textiles student from Edinburgh College of Art. John’s observance of 
the tactile surface is expressed through printed textiles, fabric manipulation and machine 
embroidery; exploring the combinations of both traditional screen-printing and dying 
techniques, and modern digital printing techniques. At present John has completed Year 3 of 
his undergraduate program and is getting ready to enter his final year. 

Saba Aghapour began her textile journey in Tehran, Iran, completing her Bachelor of Arts 
in Fashion and Textile Design at Alzahra University in 2011. The cultural outreach of textiles 
brought her to Edinburgh where Saba has explored unconventional materials and how they 
might translate as textiles, leading to her final body of work which exhibit’s the application of 
‘a soft touch’ to spaces of austerity. Saba has just completed her MFA in Textile Design from 
Edinburgh College of Art.   

the students



Juli Bolanos-Duaman
BA (Hons) Graphic Design
MFA (Year 1) Glass

Saba Aghapour
BA(Hons), MFA (Year 1) Textiles

Frances McKerana
M.Arch (Year 1)

Towera Ridley
BA Arch (Hons)
HND Textiles

Dan Hapton
B.EnDs (Hons)

Kirstin Binnie
BA(Hons) Glass

Alice O’donnelle
M.Arch (Year 1)

Liz Smith
BA(Hons) Glass

Austyn Finnegan
2nd Year Glass

Alan Horsley
BA (Hons) Sculpture
MFA Glass

Izzy Bocchetti
BA (Hons) Textile Design
Textiles Artist-in-Residence

Tyler Chan
B.EnDs (Hons), M.Arch

Richard Bush
MA (Hons) Arch, M.Arch

Anne Rushing
MFA(Year 1) Glass 

Alison McConaiche
Former Glass Programme 
Director

Lindy Richardson
Textiles Programme Director
Curator of ECA Embroidery Collection

Remo Pedreschi
Prof. of Architectural Technology
Director of Research

Malcolm Cruickshank
BA(Hons) Cont Applied Arts
Architecture Workshop Manager

Keith Milne
MA(Hons) Arch, M.Arch
Senior Archecture Technician

Rachel Travers
BA(Hons) Photography
Reprographics Technician

Ingrid Phillips
MA(Hons) Glass
Glass Technician

John McNair
2nd Year Textiles

Edward Hollis
Interiors Programme Director
Deputy Director of Research

Mark West
Visitng Prof. of Architecture
Founder of C.A.S.T.

Robert Gillian
Director of Knowledge Exchange, 
Director of Externality ECA, UoE

Meg McGregor
MA(Glass)
Glass Artist-in-Residence

Julie Soddon
Visiting Textile Weaver 

http://sites.ace.ed.ac.uk/
fabricformedconcrete/

Many thanks to the 
College of Humanities 
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Grant funded this project.

Dan Hapton is a graduate of the Bachelor of Environmental Design (Honors) programme at 
the University of British Columbia. He has worked and collaborated with Architects and artists 
in Copenhagen, Berlin, and a number of cities across Canada. With background in music and 
woodworking his research interests have centered around the potential of pre-modern craft, 
and acoustics to inform the design of evocative environments. He is currently pursuing a Master 
of Architecture at the Southern California Institute of Architecture (SCI-Arc) in Los Angeles.
danhapton.com   

our guests

Towera Ridley originally studied and practiced architecture, and now studies constructed 
textiles on the BA (Hons) Design for Textiles programme at Heriot-Watt University. Prior to 
the  concrete/textiles/glass collaborative workshops, Towera had taken part in a fabric-formed 
concrete workshop with Remo Pedreschi on the MArch programme. Revisiting this work with 
some newly acquired textiles knowledge, in collaboration with others who also bring their 
interests and experience to the melting pot, Towera was received as a creatively responsive 
individual with a dynamic past to draw from rather than an undefined entity. Towera expresses 
how liberating this process has been for her development  and has taken the experimental 
spirit back into her current textile work.

Mark West received his practical education working as a builder, and his professional 
architectural education at The Cooper Union for the Advancement of Art and Science, where 
he graduated in 1980. He has studied post-professionally in the areas of cultural studies, at 
The University of California Santa Cruz, and architecture at Carleton University. He has taught 
architecture at a number of universities throughout North America since 1981, while working 
as an artist, inventor, and independent researcher. His inventions of flexible formworks for 
reinforced concrete construction have been central to establishing this as a new field of 
architectural and construction research. He is the Founding Director of C.A.S.T., the Centre for 
Architectural Structures and Technology, at the University of Manitoba (Winnipeg MB) where 
he is an Associate Professor of Architecture. His work merges the disciplines of sculpture, 
architectural design, structural engineering and drawing, and has received wide recognition 
through publications, awards, lectures and exhibitions in North America, Asia, and Europe.
umanitoba.ca/cast_building/index.html

Izzy Bocchetti did a Bachelor in Textiles Design and was Artist-in-Residence at Edinburgh 
College of Art. This afforded her the opportunity to participate on the collaborative workshops 
and has since curated the exhibition and designed and edited the publication to promote  the 
significance of the collaborative workshops which took place in June 2012. Within Izzy’s practice 
she experiments with materials, both specific to and out with her discipline. She explores by 
means of ‘a process’ in order to see where one might arrive; expanding and discovering the 
role of creative intuition, materiality and collaboration within the Textiles context. 
izzybocchetti.com
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