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A b s t r a c t

The manner in which we dwell leaves scars upon 
the landscape. These scars are often left behind 
long after occupancy ceases. Countless derelict 
landscapes across New Zealand bear these scars left 
by human occupancy, but many are too advanced for 
remediation. Rather than removing scars, this thesis 
proposes allowing future generations to witness 
these scarred landscapes so that their intrinsic stories 
can provide important lessons for the future, while 
helping to provide unexpected new approaches to 
the revitalisation of these sites. Quartz Reef Point in 
Central Otago has been selected as the site for this 
design-led research investigation; it is an abandoned 
strip mine that appears so violated, that it has lost all 
apparent means of restoration or reuse. This design-
led research project proposes that by building upon 
these scars, rather than ignoring or hiding them, these 
scars can be reinterpreted as lessons for the future that 
can help enable future generations to learn from past 
mistakes.

The damage at Quartz Reef Point strip mine has been 
caused by ‘scratching’ the surface of the site so severely 
that natural systems have suffered inexorable damage. 
In the art of engraving, the surface of a copper plate is 
also deeply scratched––and the resulting ‘damage’ to 
the plate allows a story to unfold. This design research 
investigation looks at how the art of engraving can be 
applied to architectural design processes in ways that 
help tell the story of severely damaged sites such as 
Quartz Reef Point. Hans-Jörg Rheinberger’s book The 
Hand of the Engraver: Albert Flocon Meets Gaston 
Bachelard is used to establish a framework for this 
investigation. In this book, the architectural engraver, 
Albert Flocon, shares dialogues with the architectural 
philosopher, Gaston Bachelard––two distinct points 
of view about storytelling. The thesis proposes that 
when these two points of view are integrated with 

the voice of the architectural designer, the thesis 
author, new approaches for meaningful architectural 
interventions can be discovered to help bring 
the story of Quartz Reef Point to life for future 
generations. Using Hans-Jörg Rheinberger’s book 
The Hand of the Engraver as a generative starting 
point, the thesis investigation asks the research 
question: how can the engraver, the philosopher and 
the architectural designer be brought together to 
explore new ways of looking at scarred landscapes 
that not only reinvigorate them, but offer their tales 
as important lessons for the future?

This investigation proposes that architecture can 
engage scars on the landscape in narrative ways that 
enhance visitors’ awareness about the site and its 
tragic history. Jerome Bruner, senior research fellow 
at New York University, outlines a framework that 
he argues is necessary to advance a successful 
fictional narrative. Architectural heritage theorist 
Jennifer Hill discusses how retaining visible scars 
in the built environment can offer insights into how 
the ongoing transformations of a site contribute 
actively to the narrative of place. Environmental 
psychologist Jonathan Sime argues that contextual 
elements of derelict sites, in combination with a 
fictional narrative, can culminate in an enhanced 
‘sense of place’ through unexpected architectural 
responses. This thesis proposes to integrate the 
theoretical arguments of Jerome Bruner, Jennifer 
Hill, and Jonathan Sime in a design-led research 
approach to the reinvigoration of severely scarred 
landscapes. In the thesis investigation, architectural 
elements and environmental scars are conceptualised 
as overlapping, each line advising the other. In this 
way, the thesis looks to communicate contextual 
narratives in a way that not only revitalises place 
identity, but also enables us to fully engage a site’s 
heritage and learn from past mistakes.

Figure 1. (opposite) ‘Quartz Reef Point’ (2019), Digital Photograph. 
Author’s Image
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P r e f a c e

The summer prior to beginning this research, I 
enrolled in a printmaking course, particularly 
sparking an interest in engraving. I wanted 
to explore opportunities from this field when 
applied to the process of architectural design. 
Slowly, I began to see clear parallels between 
what I was doing to the copper plate and what 
people have done to the damaged mining site at 
Quartz Reef Point, which was the site I wanted 
to investigate for my thesis. 

After this eureka moment, I researched and 
discovered the book The Hand of the Engraver. 
This book, a dialogue between an architectural 
philosopher Gaston Bachelard and the engraver 
Albert Flocon, provided a framework for the 
thesis exploration.

This thesis investigates parallels between the 
physical act of scratching the surface of a 
copper etching plate and scratching the surface 
of New Zealand landscapes. This thesis looks 
at how, from the perspective of the book The 
Hand of the Engraver, the narrative personas of 
the architectural philosopher, the engraver and 
the architectural designer might be interrogated 
to help arrive at speculative architectural 
design outcomes that explore ideas that may 
perhaps be less easily interrogated through 
conventional architectural approaches.

Figure 2. Albert Flocon, Paysages, dry-point engraving, 1950.
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Figure 3. ‘Guillotine Model Detail’ (2019), Digital Photograph.

Author’s Image
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Figure 4. ‘Burin, Plan’ (2019), Digital drawing. 
Author’s Image
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In visiting a place we sometimes become aware of 
an extraordinary atmosphere that we find difficult 
or impossible to describe in rational language: we 
are simply conscious of that place adding up to more 
than the sum of its parts and having an additional, 
inexplicable dimension. Indeed, when we find a 
place to be “memorable” it is usually the result of 
our having remarked that extra something. 

—Malcolm Quantrill, “The House of Memory”, 11
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Figure 5. Quartz Reef Point, Google Maps Satellite, 2019.

Aerial View of Quartz Reef Point, showing severe scratches from open-pit mining

Key plan
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1.1 Problem Statement 

Countless scarred sites litter the landscape across 
Aotearoa. In particular, mining environments, 
active or abandoned, evidence humanity’s 
unsustainable damage to environmental systems; 
often the damage is severe and returning such 
sites to their original natural state is not always 
economically feasible. Future generations can 
learn from these sites. This thesis proposes that 
one means of remediating irreparably scarred 
landscapes is to strategically incorporate 
allegorical architectural interventions into  
scarred landscapes pro-actively in ways that help 
provide new opportunities for the site while also 
enhancing didactic engagement.

1.2 Research Proposition

At the historic open-pit mining site of Quartz 
Reef Point in Central Otago, severe damage 
has been caused by ‘scratching’ the surface 
of the site so severely that natural systems 
have suffered inexorable damage. In the art of 
engraving, the surface of a copper plate is also 
deeply scratched—and the resulting ‘damage’ to 
the plate allows a story to unfold. This design 
research investigation looks at how the art of 
engraving can be applied to architectural design 
processes in ways that help tell the story of 
severely damaged sites such as Quartz Reef Point. 
Preserving the story of such sites is essential to 
help enable future generations to learn from past 
mistakes. 

Hans-Jörg Rheinberger’s 2016 book The 
Hand of the Engraver: Albert Flocon Meets  
Gaston Bachelard will be used to establish a 
framework for this investigation. In this book, 
the architectural engraver Albert Flocon shares 
dialogues with the architectural philosopher 
Gaston Bachelard—two distinct points of view 

about storytelling. When added to the voice 
of the architectural designer, the thesis author, 
three points of view are represented. The thesis 
proposes that when these three points of view 
are integrated, new approaches for meaningful 
architectural interventions can be discovered 
that help bring the story of Quartz Reef Point to 
life for future generations.

1.3 Research Question

This design-led research investigation asks: 

How can the engraver, the philosopher 
and the architectural designer, be brought 
together to explore new ways of looking at 
scarred landscapes that not only reinvigorate 
them, but offer their tales as important 
lessons for the future?

1.4 Research Aim

This investigation examines how, through 
processes implicating narrative, drawing and 
making, architecture can be conceived and 
designed as a multi-layered story to help convey 
a stronger understanding of place. Through this 
implication, visitors can be equipped to more 
fully engage with their surrounding context, 
achieving a stronger understanding of ‘place’ 

—“stories of the present that may unravel into 
past, stories not only of now but then, not only of 
here but there” (Johnston 11). 

The principal Research Aim of this design-led 
investigation is-to interrogate how allegorical 
points of view represented by the engraver, the 
philosopher and the architectural designer, can 
come together to help materialise a didactic 
architectural outcome, unpacking contextual 
narratives relating to place and preserving these 
stories to enhance the environmental awareness 
of future generations.
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RO 1
1.5 Research Objectives

The three principal Research Objectives of 
this design-led research investigation are:

to engage a fictional narrative that interprets 
points of view derived from The Hand of 
the Engraver as a framework to establish a 
narrative architectural response. 

+ Principle Theorist

In his article, “The Narrative Construction of Reality”, 
Jerome Bruner, senior research fellow at New York 
University, outlines ten important characteristics that 
are required in order to establish a successful narrative 
in literary fiction. As a philosopher and psychologist, 
Bruner provides a narrative framework, that the thesis 
proposes can be used to inspire an allegorical narrative 
design output for an architectural design research 
investigation. Bruner promotes a perception-based 
analysis of context and argues for strategic approaches 
to establish narrative in literary fiction. This thesis 
investigation proposes to interpret and apply Bruner’s 
theory to architectural design, to translate allegorical 
contextual conditions into an allegorical architectural 
response. This framework will be used to help unveil 
and validate a multi-layered story as a means of 
achieving a didactic architectural response, enabling 
lessons to be learnt from past mistakes. 

+ Case Study

Carlo Scarpa’s Brion-Vega Cemetery at San Vito 
D’Altivole, Italy, 1969-77, is examined against 
Jerome Bruner’s criteria for a successful narrative as 
proposed in Bruner’s “The Narrative Construction of 
Reality.” This case study evidences important threads 
representing all ten of Bruner’s essential narrative 
criteria. Important similarities can be discovered 
between this case study and related  opportunities 
for narrative approaches that address the site for this 
investigation, Quartz Reef Point.  
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RO 2  RO 3

to offer insights into how the ongoing traces 
and scars of a derelict site can contribute 
actively to the narrative of a site. 

+ Principle Theorist

Jennifer Hill, former chair of the RAIA Heritage 
Committee and architectural theorist and practitioner, 
advocates the role of the designer within the context 
of historic preservation. In her article “Six Degrees 
of Intervention”, Hill describes how new design 
interventions can be seen as adding an important new 
chapter to a site in a way that enables earlier chapters 
to be safeguarded, read and learnt from. Hill’s 
approach to historic preservation is to retain some of 
the scars of earlier periods, and incorporate them into 
a new design as important early chapters of a greater, 
ongoing narrative. Hill’s theories, in their application 
to RO 2, can be used to build actively upon Bruner’s 
theories in relation to RO 1.
 
+ Case Study 

Hiroshi Sambuichi’s Seirensho Art Museum, 2008, 
at Inujima, Japan embodies a context-dependent 
narrative. The project incorporates scars from its 
previous history together with new architecture, in 
order to rejuvenate the site, while simultaneously 
safeguarding important lessons about environmental 
degradation for future generations.

to explore how contextual elements of a derelict 
site, in combination with new allegorical 
architectural interventions, can reinvigorate a 
permanently scarred landscape, intrinsically 
tying physical and phenomenological notions 
of place and re-establishing a positive place 
identity that can contribute productively to the 
future.

+ Principle Theorist

Representations of place identity through architecture 
can communicate a new way of thinking about a 
particular environment. Jonathan Sime, specialist 
in the field of environmental psychology, provides 
a foundational understanding of the interwoven 
relationship between ‘place’ and architecture. Sime 
highlights the importance of “creating places” when 
designing spaces to avoid “impersonal concrete 
monuments” (61). Sime also recognises the 
phenomenological experience of place, noting the 
difficulty in achieving a ‘sense of place’ through 
physical design alone. These ideas surrounding place 
are examined in relation to the derelict landscape of 
Quartz Reef Point and the narrative of The Hand of 
the Engraver. Sime’s theories about place identity are 
integrated with Brunner’s theories about narrative and 
Hill’s arguments about incorporating scars with new 
design interventions, as an approach to addressing the 
thesis’s Research Question.

+ Case Study 

Wellington Reiter’s Subdivision of Surveillance, in 
ARTPARK, Lewiston, New York, 1991, provides 
insights into the third research objective. Reiter’s  
design includes four distinct ‘vessels’ situated in a 

‘field’ in  dialogue with each other as well as contextual 
conditions of place. The work occupies a threshold 
between the “normative architecture of Lewiston 
and the varied objects and performances to be found 
within the park” (120). 
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The research methodology has a strong 
emphasis on analysing contextual relationships 
and identifying critical patterns—strategically 
building upon temporal patterns of change that 
are implied by contextual relationships in our 
built environment and surrounding landscapes. 
Derived from Albert Flocon within The Hand of 
the Engraver, dry-point engraving is one of the 
tools integrated throughout the methodology 
as a means of addressing the design-based 
research objectives.

This research engages all three frameworks of 
Peter Downton’s model for design research—
beginning with Research about Design, the 
methodology continues with Research through 
Design, leading ultimately to Research for 
Design—seeking possible design solutions to 
new 21st century problems we are facing.

An iterative design approach is used to 
encourage the incorporation of making and 
drawing along with narrative. Jane Rendell 
argues that: “In much design research the 
process operates through generative modes, 
producing works at the outset that may then be 

1.6 Method

reflected upon later” (Fraser 117). This allows 
unexpected findings to emerge from such 
processes, made possible within an iterative 
framework, establishing primarily a research 
through design methodology. This enables the 
design process to become the research instead 
of a design ‘test’ to validate the research 
(Downton 75). This methodology integrates 
research throughout the design process and 
construction of drawings. “Ideas are augmented 
through an emerging visual field of study 
that is discovered in the act of constructing a 
drawing” (Kulper 59). The methodology for 
this investigation engages three key themes: 
narrative, drawing, and physical making. 

Narrative is addressed in Chapter 2 “Literary 
Context and Case Studies”, establishing  
solutions relating to the first research objective. 
Drawing and making are used in parallel  
within the later design chapters, building on the  
earlier established narrative. 

Each of the three themes of this methodology 
inform and build on one another, together 
adding depth and breadth to the research.
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Narrative

01. 02. 03.

Making Drawing

An allegorical narrative will be 
derived from the contextual setting 
of Quartz Reef Point, striving for 
synthesis between architectural 
intervention and place. This will 
enable an allegorical programme to 
combine with site specific conditions. 
As Sheila Danko, Professor of 
Design at Cornell University argues, 

“Narrative thought embraces context-
dependent, subjective perception, 
and is concerned with the particulars 
of time and place…” (11). As a result, 
a combination of site characteristics 
and fictional narrative will be 
engaged to help form an allegorical 
architectural response that helps to 
address the research objectives.

‘Making’, through the act of physical 
modelling, is used as a tool to 
spatialise and contextualise the 
research ideas explored through 
the narrative. Within an iterative 
framework, making can be employed 
to initiate the research. One key 
author, Smout Allen, advocates 
making as an essential element 
in the design process (7). Allen 
describes the role of making in the 
design process to “work as two- and 
three-dimensional examinations of 
site, behaviour and events…” (7).  
The making of primarily physical 
models alongside making theory will 
enable the work to be continuously 
considered against the research 
objectives.

Drawing will be used as a generative 
method in conceptualising ideas 
and notions established within 
the narrative and establishing 
relationships. Drawing will help to 
document and expand on ideas of 
all three research objectives. Mixed 
media drawings in conjunction with 
engravings will enable notions of 
layering and overlapping stories to 
be interrogated further than narrative 
text and making alone, especially 
when examining notions related to 
context. 

Beyond fantasy or violating 
the boundaries of believability, 
architectural drawing [sic] 
that expand beyond the 
merely buildable provide 
extraordinarily important, 
imaginative ‘sites’ for 
architectural work beyond any 
positivistic understanding of 
the term. To use a less specific 
architectural term, they 
establish broad artistic and 
evolving intellectual ‘contexts’ 
for architectural work. And 
these ‘contexts’ advance 
the social, political and 
philosophical relevance that are 
[sic] arguably absent within the 
confines of normative practice.

                  —Williamson 2   

The experimenter was 
unthinkable without his hands, 
feeling their way and making 
their interventions.

                 —Rheinberger 12-13
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Figure 6. ‘Site Print Tests’ (2019), Digital Photograph.
Author’s Image
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Due to the large scale of the project, some issues often 
key to a conventional architectural project fall outside the 
immediate scope of this research such as: detailed structural 
analysis, construction costs, architectural detailing interior 
fitout, and in-depth program.

Due to the distance and the costs involved in visiting the 
site, only one site visit was possible. This limited the 
ability to continually re-examine the site in relation to 
ongoing discoveries. Due to the nature of the investigation, 
in relation to allegory and engraving, the scope prioritised 
outcomes that were speculative in nature. As an allegorical 
investigation, the scope defined architectural programs 
in relation to allegorical architectural and contextual 
dialogues.

1.7 Scope
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Figure 7. ‘Iterative Print Tests’ (2019), Copper Plate Engraving.
Author’s Image
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1.8 Structure

Literary Context + Case Studies 

Chapter 2 provides the literary context and addresses key theorists. Relevant case studies are 
critically analysed in relation to their capability to interpret and integrate the work of the key 
theorists into the discipline of design.

Methodology

Chapter 3 sets out the methodology that strategically engages the learnings from Chapter 2 in 
order to address the principal Research Objectives.  

The Place
 
Chapter 4 provides insights into the contextual setting for the design. Both physical and intangible 
elements of place are interrogated.

Design Excavations

Chapters 1, 2, 3 and 4 are followed by informed conceptual and preliminary design experiments––
each advancing at progressing scales, targeting specific aims, objectives and processes in order 
to address the Research Question. ‘Drawing’ and ‘Making’ are employed in conjunction with the 
narrative to complete the tripartite methodology.

Master Plan Development

Chapter 6 establishes a contextual master plan. This enables a framework for further refinement of 
preliminary design experiments that help address the Research Objectives.  

Developed Design

Chapter 7 sets out the Developed Design outcomes and critically reflects on how well they 
contribute towards an understanding of the three Research Objectives.

Conclusion and Critical Reflections 

Chapter 8 critically reflects on the work as a whole and its relevance to the greater body of 
knowledge. Learnings are summarised and considered against the Research Question and Research 
Objectives, and opportunities for further investigation are posited.

Introduction

Chapter 1 establishes the Problem Statement and the Research Proposition; it articulates the overall 
Aim and Objectives of the investigation; and it outlines the Methodology, the Scope and the Thesis 
Structure.

Chapter 2

Chapter 1

Chapter 3

Chapter 4

Chapter 5

Chapter 6

Chapter 7

Chapter 8
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Figure 8. ‘Print Sketch’ (2019), Hand Drawing.
Author’s Image
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C h a p t e r  T w o
Literary Context + Case Studies

2.1. Notes by the Philosopher for the Engraver
2.2. Narrative & Architecture: Jerome Bruner + Carlos Scarpa’s Cemetery for Brion-Vega
2.3. Derelict Sites: Jennifer Hill + Hiroshi Sambuichi’s Seirensho Art Museum
2.4. The Phenomenon of Place: Jonathan Sime + Vessels and Fields
 2.4.1 The Conceptualisation of Place
 2.4.2 The Perception of Place
 2.4.3 Drawing as Means of Investigating Place
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I was introduced to the book The Hand of the 
Engraver by Hans-Jorg Rheinberger whilst 
taking a printmaking class during my fourth 
year of study. In Rheinberger’s book, Albert 
Flocon, an engraver and Gaston Bachelard, an 
architectural philosopher, are brought together 
in a dialogue to link engraving, philosophy and 
architecture. This book is used to help frame 
the narrative component of this research.  

Gaston Bachelard (1884-1962) was a 
philosopher who wrote about architecture, 
literary studies and poetics. Albert Flocon 
(1909-1994) was an engraver who specialised 
in theoretical experiments with perspective 
as well as interpreting topographical sites 
(Rheinberger 3). Together as friends, Bachelard 
and Flocon interrogated and celebrated the 
interplay of the hand and the built environment 
as represented in poetic writing, in the art of 
engraving, and in scientific experimentation. 
Gaston Bachelard saw the elementary 
gesture of the copper engraver—the hand of 
the engraver—as meeting the challenge of 
resistant and resilient matter (Rheinberger 
13). The philosopher saw the engraver as the 
solution to one of the fundamental challenges 
of architecture. Flocon began engraving after 
the second world war, describing his first 
engraving (Figure 9) as “an open hand pointing 
in one direction, in the palm of which an eye 
opens; in other words a hand that sees, the hand 
of the engraver” (Rheinberger 9).

To further understand the ideas and principles 
of the philosopher Gaston Bachelard, one of 
his seminal books, The Poetics of Space, and a 
related case study were explored.

2.1 Notes by the Philosopher for the Engraver

Gaston Bachelard wrote The Poetics of Space 
from the perspective of philosophy, to help 
architects to arrive at ideas on architecture 
based around the experiential through space 
as well as the potential for formal applications 
and tectonic relationships (Bachelard 47). The 
Hand of the Engraver unveils and interrogates 
Bachelard’s relationship with his close friend 
Albert Flocon, an engraver. Within the context 
of this book and their friendship, it is clear that 
Bachelard’s philosophy of architecture and 
The Poetics of Space owe a great deal to his 
understanding of the art of engraving.

Bachelard’s The Poetics of Space is used 
to illustrate and help understand relevant 
ideas relating to contextual spatio-poetics. 
Bachelard explores “delicate” spaces: nests, 
nooks, corners, houses (Bachelard 47).These 
spaces of dwelling transcend simple function 
and attain subjective meaning (allegory). 
Bachelard’s poetic analysis of the house helps 
this research arrive at a narrative of contextual 

Figure 9. Albert Flocon, Un Point de fuite, dry-point engraving, 1950.
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understanding and awareness: “a house that has 
been experienced is not an inert box. Inhabitant 
space transcends geometrical space” (Bachelard 
47). By investigating the occupation of space 
through a process of making, these ideas can be 
tested within geometrical space and to a degree, 
the realm of the experiential.  

Architect and theorist, Le Corbusier, and his “Poem 
of the Right Angle” have links to Bachelard and 
Flocon (Villarreal). Gaston Bachelard explores 
space through poetic texts. Le Corbusier’s 
writings are guided by a phenomenological lens 
that Bachelard uses to examine the dialectical 
relationships between the real and imaginary, 
sensual and physical, and geometrical (logical) 
and metaphysical dynamics of space, and thus of 
being (Villarreal). These ideas of narrative space 
lead into notions of place making in relation to 
intangible, phenomenological contexts. 

The two theorists, Bachelard and Flocon, invite 
the thesis investigation to take multiple steps 
toward a working narrative.

Nigel Coates argues that narrative in architecture 
“can fulfil not only a psychological need but 
a functional need as well. It is becoming a 
minimum requirement rather than an artistic 
and unnecessary add-on” (11). This design-led 
thesis investigation examines responses to the 
Research Question through the two personas of  
the engraver who relates to printmaking and the 
process of making, and the philosopher, who 
relates to spatio-poetics to inform the allegory of 
the narrative text. 

Critical reflection of the book The Hand of the 
Engraver sheds light on the relationship between 
Gaston Bachelard and Albert Flocon and how 
their respective approaches to architecture can 
be interpreted and formalised in the context of 
Quartz Reef Point. As a poetic, surrealist theorist, 

Bachelard examined unconscious creativity and 
spatial poetics (Rheinberger 80). Bachelard 
was drawn to Flocon’s work and the engraving 
profession for two main reasons—firstly, the 
forms of resistance in deliberation with the hand 
and material (Figure 10) and secondly, the hand 
itself “as the material and knowing agent of a 
becoming, of an emergence” (Rheinberger 22). 
Together, Bachelard and Flocon offer a unique 
and holistic approach to inform an architectural 
response within the scarred Quartz Reef Point 
context:

[I]n all three fields—science, literature, 
art—within which their works move, 
Bachelard and Flocon are interested less 
in the ‘life of forms’…, in the sense of 
pure form, than in the life of particular 
instances of becoming-form, instances 
provoked by matter. The philosopher 
was fascinated by the engraver’s craft, 
which, in its encounter with matter, 
seemed to combine phenomenotechnical 
with poetic elements. The engraver was 
fascinated by a poetologist who mined 
his images not from introspection but 
from the elements, and who celebrated 
the scientific approach to the world as 
a break with everyday experience. Both 
were fanatically concerned with detail.

              —Rheinberger 80

Figure 10. ‘Engraving Process’ (2019), Digital Photograph.
Author’s Image
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Figure 11. ‘Movement Test’ (2019), Hand Drawing.
Author’s Image
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Whilst Bachelard focused on the poetics of 
space, Flocon as a printmaker was primarily 
concerned with perspective and implications 
of movement: “In losing color—the most 
potent of all sensual attractions—the engraver 
retains one great opportunity: he can and must 
discover movement” (Rheinberger 24) (tested 
in Figures 11 & 13). Flocon further discusses 
movement adding “the least line in an engraving 
is a trajectory, a movement” (Rheinberger 24). 
Intertwined with his fascination with the concept 
of movement, Flocon’s engravings engaged the 
notion of the hand and the fundamentals of the 
making process; Flocon explains: “one must see 
with one’s hands. To be able to do something 
with the materials, one must touch them, feel 
them, test them” (Rheinberger 13).

The Philosopher

The thesis investigation’s ‘fictional persona’ of the 
Philosopher, based on Gaston Bachelard, is used 
to ponder the contextual issues intertwined with 
Quartz Reef Point and Aotearoa New Zealand 
as a whole: erosion of landscape, consumption 
of land and minerals. The philosopher provides  
a theoretical framework and validation for 
the engraver, supporting the visual field of 
printmaking: “What occurred in this interplay 
was the creation of two parallel universes, one 
consisting of words and the other of incised line” 
(Rheinberger 25).

The Engraver

The thesis investigation’s ‘fictional persona’ of 
the Engraver is based on Flocon who “loves 
to capture an instant of construction when 
the construction has not yet been completed” 
(Bachelard, as quoted in Rheinberger 59). (See 
Figure 12.)

The thesis investigation’s ‘fictional persona’ 
derived from the engraver Albert Flocon is 
used to embody multiple current and real-world 

issues relating to the Research Objectives. The 
engraver can be understood allegorically as the 
miner who once depleted the site of its alluvial 
soil. The engraver can also be considered 
allegorically as the dry-point printmaker whose 
needle simultaneously erodes the New Zealand 
landscapes as well as a copper etching plate. 
Additional parallels can be drawn between the 
scarred and abandoned mining landscape and 
the printmaking process: “The gesture of the 
engraver simultaneously incises and excavates. 
It proceeds down into the bedrock and up into the 
daylight at one and the same time” (Rheinberger 
18–20). Notions of ‘excavating’, digging into the 
‘bedrock’, provide a correlation between the site 
and dry point printmaking, as an allegory for the 
transformations of the mining site.  

Figure 12. Albert Flocon, Paysages, dry-point engraving, 1950.
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Figure 13. ‘Movement + place’ (2019), Copper Plate Engraving.
Author’s Image
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‘In losing color—the most potent of 
all sensual attractions—the engraver 
retains one great opportunity: he can 
and must discover movement.’ 
.
.
.
.
.
.
.
.
.
.
.
.
Flocon (quoted in Rheinberger 24)
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Jerome Bruner, senior research fellow at New 
York University, provides a narrative framework 
for this design investigation. As a philosopher 
and psychologist, Bruner outlines ten essential 
elements for creating a narrative in literary 
fiction (Bruner 6-18). Bruner explains how 

“we organize our experience and our memory 
of human happenings mainly in the form of 
narrative—stories, excuses, myths, reasons for 
doing or not doing, and so on” (4). 

The ten criteria (Bruner 6-18) according to 
Jerome Bruner’s “The Narrative Construction 
of Reality” (1991) are as follows;
 

1.     Diachronicity: 
 
Events in a narrative construction are 
understood by the way they relate over time, 
rather than by their moment-by-moment 
significance (Bruner 6).

2.     Particularity: 

A narrative is embedded in the generic; 
but to make the generic story valid, the 

‘suggestiveness’ of a story lies in its particulars, 
its unique attributes. Without particularity, 
there is no narrative (Bruner 6-7).

3.     Intentional State Entailment: 

This feature is about the relevance of stories 
(happenings) to the beliefs, desires, theories, 
values of a context. A story must affect the 
intentional states of the people / cultural context. 
In this sense, a designer substitutes mankind 
for nature to make the story meaningful. It 
addresses agency and the presumption of choice. 
Because of choice, the design intentions do 
not determine a narrative; it is determined by 
how the participant interprets why something 
happens, rather than predicts that it should 
(Bruner 7).

4.     Hermeneutic Composability: 

When there is no ability to determine ‘truth’, 
the best hope of hermeneutic analysis is to 
provide an intuitively convincing account of 
the meaning––in other words, finding ways 
to make the individual parts and the whole 
of a story live together. The parts need to be 
composed in a way that can be interpreted as a 
whole (Bruner 7-11).

5.     Canonicity and Breach: 

 Some stories (happenings) that apply the four 
qualities above do not warrant telling. ‘Canons’ 
are a story that represents a norm. In order to 

2.2 Narrative & Architecture: Jerome 
Bruner + Carlos Scarpa’s Brion-Vega 
Cemetery
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make the story worth telling, we must look 
for how a canon has been breached. It is the 
relationship of the story to its breach that 
provides fertile ground for innovation (Bruner 
11-13)

6.     Referentiality: 

Narrative ‘creates’ a reality, rather than simply 
referring to a reality. It involves collecting 
verisimilitudes (the appearances of truth), 
rather than verifiable facts. It creates a world of 
its own. The narrative invites us to bear witness 
to that world (Bruner 13-14).

7.     Genericness:  

This relates to the narrative as a whole and 
the form of its telling. To translate the ‘way 
of telling’, particuarly into another language 
or culture where it does not exist, requires 
invention. The ‘genre’ we choose may be a 
representation of social ontology (the nature 
of being), while also being an invitation to a 
particular style of epistemology (Bruner 14-15).

8.     Normativeness:

Because its ‘tellability’ as a form of discourse 
rests on a breach of conventional expectation, 
narrative is necessarily normative. A breach 
presupposes a norm. The normativeness of 
narrative, in a word, is not historically or 
culturally terminal. Its form changes with the 
preoccupations of the age and the circumstances 
surrounding its production (Bruner 15). 

“Narrative, I believe, is designed to contain 
uncanniness rather than to resolve it. It does 
not have to come out on the ‘right side.’ What 
Frank Kermode calls the ‘consoling plot’ is 
not the comfort of a happy ending but the 
comprehension of plight that, by being made 
interpretable, becomes bearable” (Bruner 15-
16).

9.     Context Sensitivity / Negotiability: 

This involves the balance of a) narrative 
intention plus b) the requirement of background 
knowledge to understand the intention. This 
balance enables everyone to legitimately have 
their own interpretation through one’s culture’s 
processes for negotiating meaning. The context 
sensitivity (dependency) permits cultural 
negotiation (Bruner 16-18). 

10.  Narrative Accrual: 

How do we cobble stories together to make 
them into a whole of some sort? This feature 
is about making the parts become a whole––
collective representation. This allows us to 
understand ‘canonicity’ and when a ‘breach’ 
has occurred (Bruner 18).
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Figure 14. Michael A. Stern, “Passages in the Garden: An Iconology of the Brion Tomb” 
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Narrative & Architecture: Case Study

As a renowned piece of narrative architecture, 
Carlo Scarpa’s Brion-Vega Cemetery can be 
examined against Jerome Bruner’s ten criteria 
within “The Narrative Construction of Reality”. 
This case study exhibits threads of all ten criteria; 
however a few notable criteria can be elaborated 
upon in greater depth that will give particular 
insights for the construction of the thesis 
investigation’s narrative architecture. Links can 
then be made between this case study and the site 
for this investigation, Quartz Reef Point (QRP). 

Constructed between 1969 and 1977 in San 
Vito D’Altivole, Italy, Carlo Scarpa’s Brion-
Vega Cemetery provides insights into narrative 
architecture and storytelling through architectural 
relationships and forms. In relation to the first 
and second Research Objectives, Scarpa takes 
inspiration from past events and brings them into 
present day as a driver of a narrative architectural 
response: “He understood that the past is not 
dead and that we in the present must engage and 
intertwine with it” (Architecture Agenda).

This case study provides an architectural 
example of Bruner’s concept of Diachronicity. 
Each intervention works on its own but through 
manipulation of sightlines, light and shadow, and 
physical ergonomics, the occupant’s eye is guided 
from piece to piece. As shown in the site plan of 
Scarpa’s scheme (Figure 14) each monument is 
in dialogue with the next; you must pass through 
one to reach another. In this way, the narrative 
is understood and constructed through their 
relationship over time. 

Scarpa employs Hermeneutic Composability 
through a series of interventions, each telling 
their own story, but together enabling one holistic 
narrative to be understood. Parallel to this, QRP 

has a multitude of minor stories that ultimately 
contribute to a whole. Rather than one large 
intervention, Scarpa shows how multiple smaller 
architectural pieces can work in sync (refer to 
plan and individual images within Figure 14).   

Normativeness addresses the consoling of a plot. 
Bruner depicts the act of storytelling as ‘necessarily 
normative’; adding narrative can be designed 
to ‘contain uncanniness’ rather than resolving it. 
Scarpa enables the comprehension of plight that, 
by being made interpretable, becomes bearable. 
This has clear implications when conceiving an 
architectural narrative on a severely damaged and 
derelict mining site. Bruner and Scarpa together 
show how the ‘comprehension of plight’ is 
sufficient as a narrative driver. Since the damaged 
site of QRP is economically beyond repair, its 
ruined state can still provide a viable setting for 
enhancing awareness about environmental issues 
and re-purposing the site in a new way.

Bruner’s narrative criteria help to inspire and 
enable a fundamentally rich piece of allegorical 
architecture that stretches past normative 
architectural practice. This case study helps 
establish a strategic set of design principles that 
can be incorporated into future design excavations. 
Some of the relevant design principles uncovered 
from this case study include: 

 • The consideration of human scale and 
the manipulation of physical interaction with the 
architecture;
 • Establishing a dialogue between smaller 
interventions as a means of developing a greater 
narrative;
 • Uses of materials physical and intangible 
materials––light / shadow, water, sound (of water), 
concrete—and how each can interact.
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Architectural practitioner and theorist Jennifer 
Hill advocates in her article “Six Degrees of 
Intervention” that as designers, we should not 
feel that we must return a site (or building) to 
its original condition; rather, we should look 
at a site and the events over time as important 
chapters in the ongoing story of the site (Hill 
64). As a heritage specialist, Hill positions 
the role of the designer as someone who can 
add another chapter to a site in a way that still 
allows earlier chapters to be read. 

 Sometimes it is necessary to demolish  
 and remove layers to recover the  
             powerful identity that existed at a  
 particular time or present the layers  
 in a cohesive way. 
                  —Hill 65

Hill offers insights into how the ongoing 
transformations of a derelict site can contribute 
actively to curating a site’s narrative through 
removal of layers, reinsertion of earlier 
elements and the introduction of new materials 
(64). In alignment with the damaged heritage 
site of Quartz Reef Point, Hill explains that the 
process of working with heritage often involves 

“the resolution of imperfect circumstances” that 
can present a new opportunity (65). 

Furthering Hill’s position on heritage 
restoration, Graham Jahn underlines the 
limitations conservation areas can have in 
practice due to their subjective interpretation 
(Hill 65). Jahn highlights and encourages the 
importance of an intervention to be in harmony 
with other areas, valuing ‘building integrity’.

Objectives of heritage assessment within 
broad-scale conservation areas are often 
confused, imprecise and intangible. If 
the purpose of a conservation area is to 
protect a defined area of buildings and 
landscapes of considered and agreed 
integrity, their interpretation in practice 
goes a long way to ensuring that no new 
buildings of integrity will ever get near 
them. The reasons for this appear to 
be twofold: because physical character, 
rather than individual integrity, is used 
as the basis for conservation argument; 
and because many contemporary 
designs are amended and altered by 
the consent authority to the point where 
their own design integrity is lost. 
           —Jahn 202

Taking the notion of historic conservation one 
step further, places in ruins and vacated sites 
become relevant. Tim Edensor, a specialist  
in Cultural Geography at Manchester 
Metropolitan University, reverses the 
conventional perception of the ‘ruin’ within his 
book Industrial Ruins—Space, Aesthetics and 
Materiality. Edensor brings our attention to the 

“heterogeneous possibilities” (19) that lie within 
industrial ruins. Taking Endensor’s optimism 
toward industrial ruins in conjunction with 
the points raised by Jahn and Hill, a didactic 
architecture can be envisaged. The Hand of 
the Engraver narrative provides a parallel 
allegorical interpretation of the scratches on the 
derelict landscape of Quartz Reef Point; a rich 
and multi-layered story can begin to emerge.

2.3. Derelict Sites: Jennifer Hill + Hiroshi 
Sambuichi’s Seirensho Art Museum
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Derelict Sites: Case Study

The Seirensho Art Museum in Inujima, Japan 
by architect Hiroshi Sambuichi represents a 
case study that reflects the related theories of 
Jennifer Hill, Graham Jahn and Tim Edensor. 
This case study, on the coast of Okayama 
Prefecture, is a successful example of how past 
traces of occupancy can offer insights, actively 
contributing to the narrative of a site. This case 
study looks at what was once a toxic copper 
mine, transformed into a self-sustaining 
museum (“Inujima Seirensho Art Museum | 
Art”). This precedent exemplifies the benefits 
of introducing a contemporary intervention 
within a scarred landscape defined by ruins  
(“Inujima Seirensho Art Museum | Art”).

The site itself was a 20th century copper 
refinery. Within a decade of opening, the price 
of copper fell forcing the refinery’s closure, 
leaving the site abandoned and in a state of 
ruin. Its historical significance attracted the 

Naoshima Fukutake Art Museum foundation, 
contracting Sambuichi Architects to revitalise 
the site. In much the way, this thesis argues 
that with the introduction of contemporary 
architectural design within a site defined by 
scars, a beneficial new chapter can be added, 
highlighting consequences of the past. Framing 
new interventions as additional layers in the 
story of the site can enable earlier layers to be 
understood and learnt from. 

The Seirensho Art Museum reconstitutes 
context defined by ruins, by preserving the 
stories and allegory of place. Hiroshi Sambuichi 
builds upon the site in a way that enables the 
rich historical narrative to be conserved (Figure 
15). Through an architectural intervention, the 
project safeguards the industrial history of 
the site. Through the combination of the ‘old’ 
and the ‘new’, the ruins can be constantly 
reinterpreted in ways that would never have 
been possible before. 

Figure 15. Sambuichi Architects, “Inujima Seirensho Art Museum” 
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The Inujima Seirensho Art Museum embodies 
a context-related narrative. The project 
encapsulates traces of derelict sites and 
storytelling together to achieve an overarching 
outcome of environmental awareness. Sheila 
Danko also argues for this narrative orientation 
within scarred places. Her article “Humanizing 
Design through Narrative Inquiry” links 
allegory and place-making: “Narrative, like 
design, is context-dependent. Both are a 
creative outgrowth of the details and situational 
events that characterise a particular time and 
place” (12). 

This case study links the thesis’s first two 
research objectives, offering insights into 
how the ongoing traces and scars of a derelict 
site can contribute actively to the narrative 
of a site. Together they work to achieve an 
underlying implication of context-dependent 

‘place-making’. This thesis proposes to reapply 
these theories in ways to advance a new 
understanding regarding public engagement 
and respect for our surrounding environment. 
This case study helps establish a strategic set 
of design principles that can be incorporated 
into future design excavations. Some of the 
relevant design principles uncovered from this 
case study include:

 • Reuse and re-imagine derelict traces 
in the design of the new. These ruins are used 
as contextual drivers or nodes when forming 
another chapter in the history of the site. As a 
result, the new is in synergy with the old; 

 • Chapters of past occupancy that have 
didactic qualities are framed by the new design 
as a means of highlighting past mistakes.
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Figure 17. ‘Quartz Reef Point’ (2019), Copper Plate Engraving.
Author’s Image
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2.4 The Phenomenon of Place

2.4.1 The Conceptualisation of Place

Jonathan Sime, a theorist specialising in the 
field of environmental psychology, provides 
additional insights that can contribute to 
addressing all three of the thesis’s Research 
Objectives. Sime discusses his general 
unease about “the destruction of existing 
landscapes and historical places” (49) and 
how “architecture should direct itself to the 

‘meanings’ as well as physical properties of the 
environment” (51). Sime also argues for why 
ideas surrounding place and place-making are 
important:

Two psychological functions involved, 
may be called ‘orientation’ and 

‘identification.’ To gain an existential 
foothold man has to be able to orientate 
himself, he has to know where he is. But 
he also has to identify himself with the 
environment, that is, he has to know how 
he is in a certain place. 
         —Smith 370

Consequently, ideas surrounding place-
making have become pivotal when addressing 
situational identity and character. Susan 
Friedman describes the spaces we inhabit as “a 
situational maker of identity”  adding “Identity 
depends upon a point of reference” (Friedman 
22). This suggests a relationship between the 
identity of spatial occupiers and the situational 
space itself.

Sime wrote in 1986 about topos (or place) 
as the reference point within our physical 
environment for feelings of ‘belonging’ and 
situational identity (49). Sime unpacks the 
subjective nature of the concept: “by definition 

the concept encapsulates the need not to 
measure objectively the relationship between 
people and environments, but to understand 
in humanistic terms the nature of place 
experiences” (60). Norberg-Schulz further 
unpacks this ‘humanistic’ element defining 
place as “space plus character” implementing 
architecture’s role within this. The existential 
purpose of building (architecture) is therefore 
to make a site become a place, that is to 
uncover the meanings potentially present in 
the environment (Norberg-Schulz 18). Sime 
alludes to the Latin phrase ‘genius loci’, the 
spirit of a place, additionally highlighting 
the phenomenological, intangible elements 
that can contribute to a ‘sense of place’. This 
helps intertwine the engraving narrative and 
the scratches left at Quartz Reef Point as key 
contributors towards place-making through 
architecture.  

2.4.2  The Perception of Place

Edward Relph, a geographer and theoretician, 
discusses ideas of place and place-making 
within his book Place and Placelessness: “To 
be human is to live in a world that is filled with 
significant places: to be human is to have and 
to know your place” (Relph 1). Furthermore, 
Relph explains that the phenomenological 
understanding and spirit of place lies within 
the scars engraved into the landscape (30). As 
anthropomorphised entities, these places live 
and die. “Some places have died—the world 
is indeed full of skeletons of dead places...” 
(Relph 32). Through speculative occupation 
of such scarred landscapes, these places may 
become alive once more: “People are their 
place and a place is its people” (Relph 34).
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Figure 18. Wellington Reiter, Subdivision of Surveillance 
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Tadao Ando also reflects upon our understanding 
of ‘place’. Ando describes how the notion 
reaches further than the physical location, into 
atmospheric and ephemeral elements. Ando 
argues that to ‘dwell’ is to denote the ‘man-place 
relationship’ explicitly threading architecture 
within notions of place, space and character 
(Nesbitt 423). Moreover, Lineu Castello explains 
the multiple fields implied and interwoven within 
the concept of place, intersecting geographical, 
psychological, social, anthropological, economic 
and philosophical content (27).

The Phenomenon of Place: Case Study
  
As a case study, Wellington Reiter’s Subdivision 
of Surveillance provides insights into the third 
research objective: how contextual elements 
of a site, in combination with a narrative can 
culminate in unexpected architectural responses, 
intrinsically tying physical and phenomenological 
notions of place. Built in ARTPARK, Lewiston, 
New York in 1991, the work occupies a threshold 
between the “normative architecture of Lewiston 
and the varied objects and performances to be 
found within the park” (Reiter 120).

Whilst a built project, Reiter’s work hypothesises 
a speculative reality: “It is through hypothetical 
propositions that we begin to identify and 
encounter the inestimable forces and human 
choices that inscribe the character of contemporary 
cities” (5). Within this particular case study, four 
distinct vessels are situated in a dialogue with 
both each other and with the contextual conditions 
of place (Figure 18). The act of viewing and the 
manipulation of sightlines within the interventions 
allow significant landmarks to be highlighted and 
consciously acknowledged by the occupant. There 

is also a dialogue between interventions through a 
series of convex mirrors. This case study, whilst 
in an open park, sits within an urban condition, 
highlighting landmarks of the built environment. 
Within the context of a damaged New Zealand 
landscape, similar ideas can be translated with 
one clear difference; instead of built landmarks 
being the focal point, perhaps natural landmarks—
or even the lack thereof—can be used to articulate 
a void (or nothingness) rather than a solid. 

Reinterpreting these themes addressed by 
Wellington Reiter gives insight and inspiration 
when employing architecture as a place-making 
medium. For Wellington Reiter, “typologies offer 
connective tissue between imagined or forgotten 
pasts and a shifting present and future, as well 
as subtle metaphors for the urban condition” (4). 
Reiter’s simple but effective moves have clear 
implications when thinking forward to the thesis 
design work. This project review builds upon 
earlier case studies and helps to establish and 
enforce design principles that can be incorporated 
into the research investigation’s future design 
excavations. Some of the relevant design 
principles uncovered from this case study include:

 • A series of small ‘vessels’ within a 
greater ‘field’ can work together, to comment on 
its contextual setting;

 • The manipulation of sightlines and 
engaging the act of observation can be taken 
further, not only engaging with other architectural 
pieces (vessels) but nodes within the landscape 
(field) enforcing ideas of place.  
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Figure 19. Neil Spiller, “Fustrum Upper Chamber” 

Figure 20. ‘Iterative prints testing ideas of place relating to QRP’ (2019), Copper Plate Engraving.
Author’s Image
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2.4.3  Drawing as Means of Investigating 
Place

In addition to the examination of the previous 
architectural case study, drawing case studies 
can help divulge the inherent capabilities of 
printmaking and drawing as a critical method in 
cultivating ideas surrounding ‘place’. Penelope 
Haralambidou, architectural theorist and author of 

“The Fall, The Allegorical Architectural project 
as a Critical Method” within Jane Rendell’s 
book Critical Architecture, describes drawing 
as “a critical tool articulating theory” (234), 
divulging how “the allegorical architectural 
project can be employed to unravel another piece 
of work, a site or drawing itself by questioning 
its underlying syntax; allegorical design reveals 
an analytical inclination and becomes a vehicle 
for criticism” (225). This sets a strong foundation 
for the allegorical architectural project in 
conjunction with drawing as a critical research 
method. Additionally, Albert Flocon discusses the 
importance of intaglio printmaking in the research 
process: 

A simple technique such as intaglio is, by its 
very essence, rich in possibilities: just devoting 
the necessary time to experimentation is 
enough for it to become pliable, give way, and 
produce unexpected results.

—Albert Flocon, “Qu’est-ce qu’une suite 
expérimentale?,” in Suites expérimentales, 19

To further the understanding and application of 
the thesis’s proposed fictional inhabitants, the 
engraver and the philosopher, as well as the 
intangible qualities of place, ‘drawing’ can be 
used to help excavate new findings surrounding 
all three research objectives. Architect and theorist 
Neil Spiller depicts drawing as a tool to help find a 

new, fifth dimension of architecture (the first four 
being the three spatial dimensions and time). He 
further considers the donegality of drawing (ideas 
or mood expressed through a story) and “how it 
contributes to the atmospheric chemistry…” and 
how this can help to communicate understandings 
of place and context (Spiller, “Architectural 
Drawing” 15). 

Neil Spiller’s “Fustrum Upper Chamber” series 
exemplifies a ‘donegality’ and ‘atmospheric 
chemistry’ (Spiller, Frustum Upper Chamber) 
(Figure 19). In a similar manner to Flocon, Spiller 
employs etching and engraving as a primary 
method for his imagery. Engraving helps Spiller to 
communicate both the physical and metaphysical 
traces of context within his prints. These types of 
drawings are important as “they establish broad 
artistic and evolving intellectual ‘contexts’ for 
architectural work and these ‘contexts’ advance 
the social, political and philosophical relevance 
that are arguably absent within the confines 
of normative practice” (Williamson 2). These 
drawings gravitate to phenomenology and the 
experiential. They design for the journey and the 
experience rather than the pragmatics as a priority. 

The inherent qualities associated with printmaking, 
particularly engraving, help to unpack The 
Hand of the Engraver narrative in relation to 
phenomenological notions of place. These types 
of drawings play a pivotal role in divulging 
ephemeral qualities, that may perhaps be much 
less easily interrogated within ‘normal’ mediums.
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By incorporating Jerome Bruner’s narrative 
design criteria, Jennifer Hill’s theories relating 
to heritage restoration, and Jonathan Sime’s 
arguments relating to ‘place making’, a revitalised 
methodology diagram was developed to propel 
the research forward. 

In the developed Methodology (figure 21,) 
Diagram, Bruner’s ten criteria run along the 
x-axis, parallel with time and place. Each of the 
ten criteria are to be tested through both ‘drawing’ 
and ‘making’ media. 

The y-axis is ordered by a central scar or datum 
line, where above, the Voice of the Philosopher 
(Gaston Bachelard and theory) are represented. 
Below the scar, the Voice of the Engraver (Albert 
Flocon and ‘making’) are situated. 

The hierarchy and relationship between these 
principle voices are constantly shifting over 
time, allowing for new and unexpected findings 
throughout the design excavations. The voices 
come together in different relationships at each 
of the five sites selected for the five research 
interventions.    
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C h a p t e r  T h r e e
Methodology 
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Figure 22. ‘Quartz Reef Point’ (2019), Copper Plate Engraving.
Author’s Image
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C h a p t e r  F o u r
The ‘Place’
4.1 Introduction
4.2 Physical Context
4.3 Genius Loci
4.4 Critical Reflection
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Figure 23. Macara, G.R, “The climate and weather of Otago” 
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This chapter is a contextual analysis of Quartz 
Reef Point and its surrounding environment, 
where the speculative design experiments are 
sited. This chapter helps to establish a contextual 
understanding of ‘place’ in relation to the second 
and third research objective:

4.1 Introduction

RO2: to offer insights into how the 
ongoing traces and scars of a derelict site 
can contribute actively to the narrative of 
a site.

RO3: to explore how contextual elements 
of a derelict site, in combination with new 
allegorical architectural interventions, 
can reinvigorate a permanently scarred 
landscape, intrinsically tying physical and 
phenomenological notions of place and re-
establishing a positive place identity that 
can contribute productively to the future.

Critical reflection on the physical context 
helps to inform and contextualise the design 
experiments. Following this, the social, cultural 
and environmental contexts are addressed as a 
means of understanding the ephemeral nature of 
this ‘place’. The unique landscape is addressed 
through a narrative lens to enable further 
understanding of the research aims and objectives. 
The chapter concludes by clarifying the engraver 
and philosopher’s allegorical relation to the 

‘place’.  

Gabriel Kaprielain, Assistant Professor of 
Architecture at Temple University Tyler School of 
Art, argues for site analysis as a pivotal step in the 
design process. Methods and perceptions of site 
analysis currently incorporated in architectural 
practice are “only scratching the surface”  
(Kaprielian 7). Kaprielian proposes to reframe 
site analysis “to provide an opportunity for 
architectural designs that are more connected with 
the site and whose form is developed in response 
to a narrative of place” (6). With this emphasis 
on the site analysis, Kaprielain argues for the 
inherent richness that an architectural intervention 
can gain. This chapter particularly focuses on the 
second and third research objectives, looking 
to integrate stories of a derelict site through a 
thorough analysis of context. 
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considered; however the “heavy overburden and 
lack of timber made tunneling difficult” (Petchey 
13). Sluice mining involves running water 
over gold-bearing gravels, directed through a 
sluice box where the heavier gold settles and is 
extracted. The remaining larger stones that are too 
big to be washed away are then stacked by hand 
in neat rows on either side of the main ‘tailrace’ 
(waterway) (Petchey 22). This, as a result, leaves 
the herringbone pattern following the topography 
of Quartz Reef Point, permanently etched into the 
hillside. Today, water races lined with schist stone 
can be seen feeding from Northburn Creek into 
the main mining site (Figure 25).

Quartz Reef Point will be used as a vehicle to 
explore through design a speculative solution 
to how architecture can enhance meaningful 
engagement with an irreparably damaged 
environment. Quartz Reef Point evidences a 
dynamic relationship with place over time. The 
physical implications of this place have changed 
over time, primarily as the Clutha River was 
dammed in 1992. As a result, the site became 
lakeside, overlooking the newly formed Lake 
Dunstan, instead of the valley down to the Clutha 
River (Figure 26). Quartz Reef Point provides an 
explicit opportunity to explore how architecture 
can enhance implications of time and place for 
similarly devastated environments. 

Alongside Lake Dunstan in Central Otago lies 
Quartz Reef Point (Figure 24) an abandoned 
mining site of the mid 1860s. Today Quartz 
Reef Point sits uninhabited. In 1865, and the 
decades of sporadic work that followed on the 
site, goldmining stripped the land of its alluvial 
soil, leaving behind tidy stackings of stone (Hall-
Jones). These stackings trace a pattern of herring-
bone tailings along the mountainside—a perfectly 
preserved trace of past occupancy (Figure 27). 
The Quartz Reef Point Historic Reserve was 
established in 1970 and listed as a category 2 
historic place allowing public access (Petchey 10).

Quartz Reef Point, named after the several well 
defined reef formations (Petchey 38), is situated 
within an alluvial mining area known to be rich 
in gold and minerals since the gold rushes in the 
early 1860s. Sluicing was the preferred method 
on site to strip the land if its gold and minerals 
due to the soft alluvial soil. Tunnelling was 

Figure 25. Peter Petchey, “Quartz Reef Point Heritage Assessment” Figure 26.Peter Petchey, “Quartz Reef Point Heritage Assessment” 

4.2 Physical Context
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Figure 27. Quartz Reef Point, Google Maps Satellite, 2019.

Figure 27. Quartz Reef Point, Google Maps Satellite, 2019.
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Figure 28. ‘Context_ QRP’ (2019), Digital Photograph.
Author’s Image
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The site holds countless stories that can be 
strategically engaged by architectural design 
experiments towards enhancing a rejuvenated 
implication of place. Several contextual elements 
are taken into consideration, to which the design 
experiments meaningfully respond. As depicted 
in Figure 29, multiple physical traces of past 
occupancy can be found surrounding the Quartz 
Reef Point, some even drowned by the formation 
of Lake Dunstan in 1992. These archaeological 
sites, in addition to the “visually impressive 
herringbone tailings” (Petchey 38), provide a 
broad selection of physical elements to inform 
and contextualise the design work.

Another important characteristic contributing to 
the physical notion of place is the climatology. 
As reported by NIWA Taihoro Nukurangi, the 
Central Otago climate is the driest region in New 
Zealand with dry spells often lasting over two 
weeks at a time (Macara 6). This is of note in 
relation to soil moisture deficit. Figure 30 shows 
the number of days annually where this soil 
moisture deficit occurs, when irrigation becomes 
necessary to maintain plant growth (Macara). 
This information can help to inform program for a 
design intervention—highlighting ideas of water 
conservation, engaging people in persevering 
with and protecting their scarred landscape. 

The site itself sits within a larger system of 
erosion, seen at a multiplicity of scales. The 
Dunstan Mountains to the east and the Pisa 
Ranges to the west encapsulate Quartz Reef Point. 
At a closer scale, there are countless streams and 
valleys including John Bull Creek, which frames 
the northern boundary of the site. At this scale, it 
is these elements that play an active role in the 
shaping of Quartz Reef Point (see Figure 31 on 
next page).

5days 10 20 30 40 50 60 70 80 90 100 110 120 130 140

Figure 30.  Macara, G.R, “The climate and weather of Otago” 
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Figure 31. ‘System of Erosion at multiple scales’ (2019), Mixed Media Drawing.
Author’s Image



51



52
Figure 32. ‘QRP Intangible Analysis’ (2019), Digital Drawing.
Author’s Image
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Engraved within the site, rich cultural and social 
threads exist. These threads invite intangible 
notions of place to be explored and contextualised. 
In addition to the physical cues, several intangible 
elements contribute to an understanding of ‘place’ 
surrounding Quartz Reef Point. It is important 
to expand on the intangible elements enriching 

‘place’ (Figure 32). As argued by Tadao Ando, 
“we mean something more than abstract location 
[when determining an] environmental character” 
(Nesbitt 414).  The expansive history of land 
exploitation creates an ephemeral sense of loss 
surrounding Quartz Reef Point. The landscape 
has been drained of its natural resources and 
beauty, replaced with a superficial, man-made 
anthropocene environmental characteristic. 
Quartz Reef Point is surrounded by natural 
erosion at a multiplicity of scales. The man-made 
herringbone pattern and sluiced landscape left by 
the miners of the late 1800s begin to invert this 
system of erosion, creating a virtual cemetery for 
the alluvial land.

Mining environments, active or abandoned, 
evidence the unsustainable human appetite for 
land and materials. These landscapes are viewed 
as tools of industry and have supplied resources 
for development extensively throughout history. 
Within a modern ‘clean green’ Aotearoa New 
Zealand context, there are still many regions highly 
dependent on the mining sector. Straterra (NZ 
minerals and mining sector para. 2) estimated that 
in 2010, 40% of the West Coast’s regional GDP was 
earned directly or indirectly from mining, mainly 
gold and coal (“Mining and the NZ Economy”). 
With this in mind, a shift in dependency is needed 
away from non-sustainable mining practices. The 
Quartz Reef Point sluice mining context provides 
an opportunity to learn from the mistakes of the 
past. Through speculative design work, place-
making can be highlighted as a pivotal element 
when establishing public engagement and respect 
for our surrounding environment.

SYSTEM OF EROSION**** 
SYSTEM OF EROSION**** 
SYSTEM OF EROSION**** 
SYSTEM OF EROSION**** 
SYSTEM OF EROSION**** 

4.3 Genius Loci
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Figure 33. ‘Character of locality’ (2019), Digital Drawing.
Author’s Image
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Figure 34. ‘Character of locality’ (2019), Digital Drawing.
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Figure 37. ‘Site Analysis - Intangibles’ (2019), Mixed Media Drawing. 
Author’s Image

Figure 37 highlights and graphically reflects 
upon both physical and intangible elements 
that are sited within the scratches of Quartz 
Reef Point. The engraver and gold miner can 
be seen in parallel.

Five allegorical programmes for design 
interventions within this allegorical 
architectural project will be proposed, based 
upon the stories unveiled within the site 
analysis:

1. Gateway: This programme will be located 
in the northwest corner of the site where 
visitors currently enter. As a threshold 
condition, it tells the story of the remarkable 
transformation from natural to deeply 
damaged terrain.

2. Observatory: This programme tells the 
story of the important relationships of the 
site to surrounding site characteristics.

3. Vessel: This programme tells the story of 
the abandoned water reservoir on the site 
(figure 39) that once supplied the water used 
to erode and obliterate all of the soil, leaving 
only barren rock behind.

4. Bridge: This programme tells the story 
of the Māori who traditionally traversed 
the site on their annual journey from one 
coast to the other. It also tells the story of 
the deep crevasses that remain between the 
herringbone patterns of displaced rock, and 
how the land has been disrupted vertically as 
well as horizontally.

5. Burin: This programme tells the story 
of the deep scratches that remain behind, 
allegorically reminiscent of the engraver’s 
tool (burin) that is used to scratch the copper 
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Clear parallels can be recognised between 
the act of scratching into a copper etching 
plate and scratching into the land at Quartz 
Reef Point. The marks left by past occupancy 
(Figure 38) hold an inherent ability to tell a 
rich and multi-layered story. The engraver and 
1860s gold miner can be seen in a similar light, 
whilst the introduction of the philosopher and 
architectural designer enable a shift and an 
alternate point of view.
 
By virtue of adding another chapter to the 
narrative of Quartz Reef Point, an allegory 
can be developed. This in turn will not only 
contribute to assigning occupation and program, 
but can highlight site-specific conditions as a 
means of place-making. And with these stories 
made visible through architectural design 
interventions, important lessons from the 
past will not fade away. These lessons can be 
safeguarded for future generations.

(left)
Figure 38. Peter Petchey, “Quartz Reef Point Heritage Assessment” 

4.4 Critical Reflection

Figure 39. Satellite Image showing the now covered water 
reservoir, 1968.
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Figure 40. ‘Quartz Reef Point’ (2019), Digital Photograph. 
Author’s Image
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Figure 41. ‘Visitors at Flash Exhibition’ (2019), Digital Photograph.
Author’s Image
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C h a p t e r  F i v e
Design Excavations
5.1 Guillotine
5.2 Installation
5.3 Flash Exhibition
5.4 Critical Reflection
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Figure 42. ‘Guillotine Collage’ (2019), Mixed Media Drawing.

Figure 43. (opposite) ‘Guillotine Model_ Detail’ (2019), Digital Photograph.

Author’s Image

Author’s Image
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This initial conceptual sketch model was 
done in the first few weeks of this research 
and was fundamentally an exercise in 

‘making’ and initiating the research process. 
The installation experiment reinterpreted an 
antique architectural cutting board (guillotine) 
as an allegorical model of the Quartz Reef 
Point site, that simultaneously represents an 
architectural drawing device that captures 
stories. This vessel was then documented 
through collage (Figure 42). 

The model simultaneously incorporated 
multiple scales, engaging ideas surrounding 
all three research objectives. Surface 
conditions, site interaction and formal massing 
intuitions are formalised and examined 
within this exercise.  As an initial conceptual 
sketch experiment, the model establishes a 
vocabulary for future work and represents 
a speculative means of storytelling through 
the related allegories of context, cutting, and 
architecture. 

5.1 Concept Sketch Model 1: Guillotine
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Figure 44. ‘Guillotine Model_ Detail’ (2019), Digital Photograph.

Figure 45. ‘Guillotine Model’ (2019), Digital Photograph.

Author’s Image

(opposite)

Author’s Image
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This second design excavation works to analyse 
the ephemeral, intangible characteristics of 
Quartz Reef Point and how this might be 
translated formally. To achieve this, a multi-scaled 
installation was conceived. 

This architectural installation (Figure 54)  
allegorically represents the drawing racks used 
by engravers (Figure 49). Simultaneously, it 
represents the sluicing boxes used by the miners 
at Quartz Reef Point (Figure 47).

This installation was conceived to represent 
an architectural intervention that might inhabit 
the site––one that allegorically represents an 
important chapter of the site, and holds all the 
stories of the site as engravings set upon the 
racks. Simultaneously, the installation represents 
a three-dimensional methodology diagram for the 
ongoing design processes to come.

Figure 46. ‘Installation_ detail’ (2019), Digital Photograph.

5.2 Concept Sketch Model 2: Installation

Author’s Image

(opposite)
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p r e - e x i s t e n t 
i n f l u e n c e .

{ S l u i c e  B o x  G o l d  M i n i n g  a r c h i t y p e }
.
.
.
.
.
.
.
.
{ D r y i n g  R a c k  f o r  p r i n t s }  

Figure 47. Everett, “Washing Gold in a Sluice Box Placed,” 

Figure 48. ‘Sketch Concept’ (2019), Hand Drawing.

Figure 49. ‘Drying rack’ (2019), Digital Photograph.

Author’s Image

Author’s Image
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AIM

This second concept sketch design experiment 
tests how elements of engraving and architectural 
narrative can intertwine with place-making 
and architectural form. The final outcome of 
this installation looks to combine traces of site 
related to past occupancy and notions of the 
printmaking engraver. Through this combination, 
the aim of the installation is to engage viewers 
with a momentary sense of allegorical narrative 
associated with place. 

METHOD

In the realisation of this intervention, a process 
based on ‘making’ allowed for a robust design 
outcome. Smout Allen argues that a methodology 
based on a combination of drawing and making 
is a robust means by which these relational 
outcomes can be obtained. Furthermore, Smout 
Allen considers the hands-on process “a haptic 
experience where the physical act of piecing 
together ideas… allows one to come into closer 
contact with the very matter of the problem” 
(85). As such, making will be used as a pivotal 
tool to spatialise and contextualise the engraver’s 
narrative in relationship to place. 

Through both a physical and digital iterative 
process, an imaginative enquiry is engaged. As a 
concept sketch design experiment, the intervention 
looks to draw out ephemeral qualities of place 
specific to Quartz Reef Point. As reference to the 
sluice gold mining that played such a pivotal role 
in the history of the place, a sloping sluice box 
was conceived. Underneath lies the framework to 
uphold the sluice box. This framework also acts 
as a drying rack to house the prints fundamental 
to the methodology of this research. 
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Figure 50. ‘Construction Drawings’ (2019), Digital Drawing.
Author’s Image

1200 mm 300 mm

500 mm



75

Figure 51. ‘The Making Process’ (2019), Digital Photograph. 
Author’s Image
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Figure 52.  ‘Second concept sketch design model functioning in the studio setting as a three-dimensional methodology diagram’ (2019), Digital Photograph.
Author’s Image

(opposite)

DESIGN OUTCOME

Through the conceptual design development, a 
three-dimensional matrix of the methodology 
was further developed. The horizontal axis is 
in reference to the process over time and the 
vertical axis references the layering of ideas: 
ink, printing plates, prints, sketch models. The 
visually permeable nature of the model speaks to 
the overlapping and cyclical nature of the design 
process (Figure 53). Hierarchy is understood 
through the slope and elevation of each platform. 
The design outcome harmonises contrasting scales 
and tectonics within a stand-alone installation 
object. 

Figure 53. ‘Detail of second concept sketch design model 
functioning as a three-dimensional methodology diagram’ (2019), 
Digital Photograph.
Author’s Image
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Figure 54. ‘Final Model’ (2019), Digital Photograph.
Author’s Image
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Figure 55. ‘Final Model_ Detail’ (2019), Digital Photograph.
Author’s Image

CRITICAL REFLECTION

This second concept sketch design model 
embodies traces of architectural place making, 
while also beginning to structure and exhibit 
the methodology this research employs. To 
fully understand the model, it must be engaged 
with. Perceived at different angles, varying 
relationships and links can be made between the 
objects housed within (Figure 55). The smell of 
fresh ink reinforces the pivotal role printmaking 
plays in this research. 

Through the design process associated with this 
model I gained a greater understanding of how the 
process itself can lead to unexpected outcomes—
much in line with Smout Allen’s arguments. 
The iterative process allowed inspiration from 
multiple fields to be formalised and developed. 
The multi-scaled installation was also beneficial 
as it established an architectural vocabulary for 
future design excavations to draw on and develop 
further.

Figure 56. ‘Laser Etching Plates’ (2019), Digital Photograph.
Author’s Image

(opposite)



82 Fi
gu

re
 5

7.
 ‘F

la
sh

 e
xh

ib
iti

on
_ 

co
de

x 
+ 

in
st

al
la

tio
n’

 (2
01

9)
, D

ig
ita

l P
ho

to
gr

ap
h.

A
ut

ho
r’s

 Im
ag

e



83

On the 14th of June, 3 months into this research, I was 
invited to host an exhibition of my design research. 
Organised by the Humbugaa team, a flash exhibition 
was held at Melling Architects to present the work and 
provoke discussion surrounding the issues this thesis 
addresses. Held for one hour, this proved extremely 
helpful as a means of not only collating my work thus 
far, but also interrogating and clarifying the direction of 
future work. A small codex was made, documenting the 
work and literary context driving it (Figure 57). Architect 
David Melling and the team provided great discussion and 
insights surrounding the greater discipline, generating new 
perspectives otherwise not possible.
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Figure 59. ‘Flash Exhibition’ (2019), Digital Photograph.
Author’s Image
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Figure 60. ‘Installation Details’ (2019), Digital Photograph.
Author’s Image
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Accomplishments:

+ The installation is a piece of surrealist sculpture 
that demonstrates deep / subversive themes. 

+  Installation achieves a sensuous and atmospheric 
feel.

+  The most successful model made is the codex. 
The moves made within making the codex can 
be appreciated in further understanding the 
philosopher. 

Opportunities to move forward:

+ To create an intervention that more fully captures 
the history of the site, moving beyond just the 
physical nature.

+ Further strengthen the fictional role of the 
engraver with ‘real’ contextual issues surrounding 
the research. This will further link the engraver to 
the actions that took place at Quartz Reef Point.

+ Looking for a new approach to architecture 
relating to the marking of a surface—relating to 
the engraver and the erosion of site.

+ The role of the philosopher (in alignment 
with Bachelard); colonisation, desecration of 
landscape... important New Zealand issues.

The May review provided an excellent opportunity to discuss the direction and importance of this research 
investigation. The feedback centred largely around the role and relevance of the engraver and the philosopher 
and their respective correlation to today’s real-world problems. The main point of reflection was to push the 
idea of the engraver and philosopher narrative as far as it can go, and then consider the contribution to the 
body of knowledge. As a means of further developing this narrative, the next step is to construct a master plan 
as a means of enabling progress with set rules and guidelines for future work. This will establish a renewed 
methodology that iteratively progresses through a matrix of opportunities and characteristics provided by 
this narrative theme. Ultimately, this will help me mine for discoveries on how a dialogue between these two 
characters can manifest, and how a didactic architectural outcome can be derived.

24th May review_ 2019
Comments by reviewers:

5.4 Critical Reflection
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Figure 61. ‘Sketch Concept’ (2019), Hand Drawing.
Author’s Image



89

C h a p t e r  S i x
Master Plan Development
6.1 Sketch Master Plan
6.2 Concept Design
6.3 Critical Reflection
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AIM

Situated amongst the Quartz Reef Point scratches, 
the design of the master plan looks to explore how 
the engraver and philosopher might dwell together 
within the landscape. The atmosphere and mood 
achieved within the installation experiment will 
be translated through the design process and 
ultimately embodied within architectural form. 
Through the process of iterative design research, 
the tangible and intangible characteristics of 
place will be tested. These characteristics will 
help to initiate ideas of place-making through 
architectural form for permanently devastated 
sites.

METHOD

The holistic research method followed the 
approaches outlined in Chapters One and Three. 
Narrative text in combination with context specific 

parameters help to inform architectural moves, 
digging deeper than formalist relationships alone. 
This narrative is used early in the design process 
to inform and establish program. This speculative 
approach sits on the threshold between fiction 
and non-fiction. The narrative is excavated 
partly from the book The Hand of the Engraver 
and partly from the context-driven narrative of 
the ‘place’ (Quartz Reef Point). Each design 
excavation can be viewed as a slight shift in 
thinking, in accordance with the non-linear and 

‘searching’ nature of the design process. Whilst 
initial concept schemes addressed in this chapter 
do not all fully appear in the final design, they are 
equally important and relevant to arriving at the 
development of the design.

… steps—scribbles, sketches, drawings, 
failed works, models, studies, thoughts, 
conversations—are of interest. Those 
that show the thought process of the 
artist are sometimes more interesting 
than the final product.
       —Lewitt 848

Figure 62. ‘Initial Concept Sketch Master Plan’ (2019), Hand Drawing.

6.1 Sketch Master Plan

Author’s Image

ryan
Rectangle
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‘A stroke that has been drawn cannot be 
undrawn.’ 
.
.
.
.
.
.
.
.
.
.
.
.
Flocon (Rheinberger 9)
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This first iteration of the sketch master plan 
(Figure 63) was developed from the initial concept 
sketch shown in Figure 62. It begins to break 
down physical nodes, relational alignments and 
pivotal sections located within Quartz Reef Point. 
Broad regions are established in conjunction with 
an ordering device or axis. Shadows of conceptual 
interventions hint at scale and possible placement 
on site. This, as a developing master plan, enables 
a framework for conceptual designs to sit within.

Figure 63. ‘Sketch Master Plan’ (2019), Mixed Media Drawing.
Author’s Image

(opposite)
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Figure 64. ‘Printing Press Details’ (2019), Digital Photograph.
Author’s Image



95

A series of key printmaking apparatuses was 
examined through drawing, exploring how the 
narrative of the engraver can begin to be realised 
through architectural form, strengthening this 
aspect of the narrative thread and moving 
past searly formalist approaches. Drawing on 
structure, proportions and relationships, this set 
of apparatuses can begin to be formalised and 
eventually architecturalised.

6.2 Concept Design
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Figure 65. ‘Printing Press Details’ (2019), Digital Photograph.
Author’s Image
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Figure 66. ‘Printing Press Detail’ (2019), Digital Photograph.
Author’s Image
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Author’s Image
Figure 67. ‘Printing Press Detail’ (2019), Digital Photograph.
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Figure 67. ‘Sketch Concepts_ Physical Modelling’ (2019), Digital Photograph.
Author’s Image

Preliminary Design Experiment 1:
In these preliminary design 
experiments, details photographed 
from diverse printing presses (figures 
64, 65, 66 and 67) were abstracted 
and integrated as generators for the 
ongoing design experiments.
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‘The experimenter was unthinkable 
without his hands, feeling their way and 
making their interventions’ 
.
.
.
.
.
.
.
.
.
.
.
.
Flocon (Rheinberger 12-13)
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Figure 69. ‘Printing Press Details interrogated through drawing’ (2019), Mixed Media Drawing.

Author’s Image

Preliminary Design Experiment 2: 
In the sketch design experiment below, 
details photographed from diverse 
printing presses (figures 64, 65, 66 and 
67)  were collaged and interrogated 
as a contextual environment for the 
ongoing design experiments.



103

‘Engraving is “taking possession of the 
world.’
.
.
.
.
.
.
.
.
.
.
.
.
Flocon (Rheinberger 24)
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Figure 70. ‘The Engraver’s Walkway’ (2019), Digital Drawings.
Author’s Image

Preliminary Design Experiment 3: In these preliminary 
design experiments, the results of Preliminary Design 
Experiments 1 and 2 were collaged, interrogated, and 
recontextualised as generators for the ongoing design 
experiments.
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Figure 71. ‘The Philosopher’s Viewing Platform’ (2019), Digital Drawing.
Author’s Image

Preliminary Design Experiment 4: In these sketch 
design experiments, the results of Preliminary Design 
Experiment 3 were brought together and reinterpreted in 
relation to architectural interventions that might inhabit 
and inform the site.
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Preliminary Design Experiment 5: 
In these sketch design experiments, 
the results of Preliminary Design 
Experiment 4 were further refined 
and reinterpreted in relation to 
architectural interventions that 
might inhabit and inform the site.
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These initial Preliminary Design Experiments 
(Figure 72) look to build on the previous design 
excavations discussed in Chapter 5 in relation to 
a contextual master plan. As such, programmatic 
traces have begun to emerge addressing both The 
Hand of the Engraver narrative and contextual 
‘scars’ left at Quartz Reef Point. 

Interrogating printing press details helped to 
develop conceptual outcomes that were both 
contextually and allegorically derived. The 
industrial, even uncanny, nature of these printing 
press details sheds light on how the allegorical 
personas might become formalised within a 
narrative architectural response. 

The next step is to critically reflect on how and 
where these interventions interact—not only 
with the site but also with each other. Moving 
forward, the research will focus on the scars of 
the derelict site and how they can be integrated 
into a narrative that represents the next chapter 
of its transformation into restorative allegorical 
place-making. 

6.3 Critical Reflection
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Figure 73. ‘August Review’ (2019), Digital Photograph.
Author’s Image

The poetic image […] is not an echo of the past. On the contrary: 
through the brilliance of any image, the distant past resounds with 
echoes.

—Gaston Bachelard

Abstraction and concretion can be thought of here in the literal 
sense of taking away and bringing together, accumulating. 
Concretion is achieved by means of abstraction—and that, 
incidentally, is the basis of experimentation. This is overlooked 
when, as so often occurs, the abstract is banished to the banks 
of theory and the concrete to those of the experiment.

—Rheinberger, The Hand of the Engraver, 60



109

Accomplishments:

+ Many commendations for getting involved in a 
process of making. 

+ Believes the architecture works beautifully by 
itself as a piece of abstract sculpture and questions 
whether ‘real’ program is even needed.
 

Opportunities to move forward:

+ How can the act of etching, the formal operations, 
start to inform the architecture.

+ As a suggestion for developing the work further, 
an investigation of the formal process of print 
making could be beneficial.

+ How can a cultural / indigenous narrative of 
place and landscape begin to be understood? 
Māori connection to place.

+ The characters have been well-established; now 
the plot needs to be clearly articulated.

The August review provided another opportunity to discuss and reflect on the direction and validity of the 
research relating to the greater body of knowledge. The feedback from the three critics asked how a shift in 
an understanding of the research can be demonstrated. How can ‘disruption’ begin to allow for unexpected 
discoveries? As a means of investigating these avenues, the printmaking process and the prints themselves 
can begin to play a greater role. As Jerome Bruner argues within “The Narrative Construction of Reality”, 

‘Canonicity and Breach’ is important to strengthen a narrative. This idea of Canonicity and Breach will be 
further explored to help to excavate additional salient unexpected findings.

9th August review_ 2019
Comments by reviewers:

6.3 Critical Reflection
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Figure 74. ‘Interventions in Dialogue’ (2019), Digital Drawing.
Author’s Image

When the image is new, the world is new.

—Gaston Bachelard
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C h a p t e r  S e v e n
Developed Design
7.1 Master Plan
7.2 Developed Design
7.3 Observatory
7.4 Critical Reflection
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This chapter presents and critically reflects upon 
the developed design interventions as they have 
evolved in the Developed Design stage of the 
research investigation. The designs and texts are 
integrated in a way that actively reflects upon the 
Research Question:

Throughout this chapter: 

- the voice of the architectural designer is represented 
by the author’s drawings and models; 

-The voice of the architectural philosopher is 
represented in italic font by quotes from Gaston 
Bachelard;

-the voice of the engraver is represented in bold 
font by quotes from Hans-Jörg Rheinberger’s The 
Hand of the Engraver.

How can the engraver, the philosopher and 
the architectural designer be brought together 
to explore new ways of looking at scarred 
landscapes that not only reinvigorate them, 
but offer their tales as important lessons for 
the future?



113

We cover the Universe with the drawings we have lived.

—Gaston Bachelard

[I]n all three fields—science, literature, art—within 
which their works move, Bachelard and Flocon are 
interested less in the ‘life of forms’…, in the sense of 
pure form, than in the life of particular instances of 
becoming-form, instances provoked by matter.

The philosopher was fascinated by the engraver’s 
craft, which, in its encounter with matter, seemed to 
combine phenomenotechnical with poetic elements. 
The engraver was fascinated by a poetologist who 
mined his images not from introspection but from the 
elements, and who celebrated the scientific approach 
to the world as a break with everyday experience.

Both were fanatically concerned with detail.

—Rheinberger, The Hand of the Engraver, 80

Figure 75. ‘Concept Sketch’ (2019), Hand Drawing.
Author’s Image
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My long experience tells me that one must always 
rely on the print.

—Gaston Bachelard

Two things about the task of engraving 
particularly fascinated Bachelard and 
prompted him to comment again and again 
during his engagement with Flocon’s oeuvre: 
the forms of resistance in the confrontation 
with matter; and the hand as the material and 
knowing agent of a becoming, of an emergence. 
These two strands are inseparable. Resistance 
is what elicits becoming, what challenges 
and imprints itself on becoming—‘becoming’ 
not as a passive event, but as a garnering, a 
provocative examination.

—Rheinberger, The Hand of the Engraver, 20-21



115

As a means of deriving an allegorical architectural 
project, this design-led research investigation 
engages a dialogue between the three personas: 
the engraver, the philosopher and the architectural 
designer, applying and testing different hierarchies 
and levels of dominance in combination with 
materiality and scale. 

The process progressively cultivated a design 
investigation where the philosopher and the 
engraver exchange a dialogue interwoven by the 
design interventions of the architectural designer, 
each with a character and point of view that are 
distinct, yet complementing one another. 

The engraver inhabits and defines the cracks and 
scratches within the landscape, embedded in the 
earth. He/she understands how to bring some 
scratches to life while inviting others to fade, in 
order to tell a meaningful tale. The philosopher 
inhabits and defines the ephemeral realm, the 
threshold condition. He/she inhabits the liminal 
zone between the architecture and the engraver’s 
scratches. These personas take on the dual roles 
of both context and architectural inhabitant. They 
provide framed views and exhibit relationships 
and dialogues between themselves as architectural 
inhabitants, which might otherwise never be 
witnessed or understood.

Both the philosopher and the engraver are helping 
to tell the story of the site from two different 
perspectives. The voice of the architectural 
designer is realised through the implications of the 
grid and other ordering devices. The allegorical 
architectural project is conceived to bring together 
the voices of the architectural designer, the 
philosopher and the engraver.

7.1 Master Plan

A three-dimensional allegorical analysis master 
plan was developed in order to enable further 
refinement and understanding of the initial sketch 
master plan. In the conceptual two-dimensional, 
layered, allegorical analysis master plan (Figure 
76) from which the three-dimensional master 
plan (Figure 52-54) was developed, each of 
the principal components of the allegory are 
interrogated and arranged into dialogues. 

In the final developed two-dimensional master 
plan, critically selected contextual nodes are 
highlighted and numbered as ‘sites’ for the 
speculative allegorical architectural interventions 
(Figure 76).

In the final developed three-dimensional master 
plan (Figures 77-79), layers of analysis hover 
disengaged from one another, scratched into 
clear acrylic. Each layer reveals a chapter or 
story relating to the derelict Quartz Reef Point. 
The acrylic plates were inked and used to create 
some of the engravings explored in the previous 
and upcoming chapter, after which they were 
incorporated as the ‘context’ for the final set of 
design interventions.

Partially cleared of fresh ink, the etched plates 
become semi-opaque, concealing and revealing 
portions of stories below. Recessed LED strip 
lighting illuminates the scratches in their entirety. 
When the model is viewed over time in both plan 
(from above and below) and in elevation (from all 
directions), the entirety of the master plan can be 
understood (Figure 79). 
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Figure 76. ‘Final Two dimensional Master Plan’ (2019), Digital Drawing.
Author’s Image
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Figure 77. ‘Three-dimensional Master Plan_ Detail’ (2019), Digital Photograph.
Author’s Image

Earth, unlike the other three elements, is first and foremost 
characterized by resistance.

—Gaston Bachelard

The way the engraver guides the burin, the way he is 
obliged to follow it, differs from the way the draftsman 
guides the pencil or moves the pen.

——Rheinberger, The Hand of the Engraver, 27
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Figure 78.  ‘Three-dimensional Master Plan_ Detail’ (2019), Digital Photograph.
Author’s Image

There should be no hesitation: one should choose the side where one 
thinks the most, where one experiments the most artificially, where 
ideas are the least viscous, where reason loves to be in danger. If, in 
any experiment, one does not risk one’s reason, that experiment is 
not worthwhile attempting.

—Gaston Bachelard, Surrationalism, 188, quoted in Rheinberger 4.

Bachelard perceived Flocon’s works as variations on an 
enduring effort to abstract from the concrete while concretizing 
the abstract.

—Rheinberger, The Hand of the Engraver, 79
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Figure 79.  ‘Three-dimensional Master Plan’ (2019), Digital Photograph.
Author’s Image
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If, in any experiment, one does not risk 
one’s reason, that experiment is not 
worthwhile attempting.

–Gaston Bachelard, quoted in 
Rheinberger 4

My longstanding interest in the history and 
epistemology of the experiment as a form of 
rationality that is essentially embodied—in the 
hand of the experimenter as well as in the objects 
of manipulation—would find, so I hoped, new 
food for thought in this peculiar encounter.

—Rheinberger, The Hand of the Engraver, xiii-xiv
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Figure 80.  ‘Quartz Reef Point Location Plan’ (2019), Digital Drawing.
Author’s Image
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01.

02.

05.

04.

03.

The developed design scheme consists of five interrelated 
interventions: 01) Gateway, 02) Observatory, 03) Vessel, 04) 
Bridge and 05) Burin (the engraving tool used by engravers to 
scratch a copper plate). Each of these five allegorical architectural 
interventions works individually as well as collectively to address 
the three primary research objectives: 

7.2 Developed Design

This allegorical architectural investigation developed the five 
architectural interventions as a way to unveil some of the seminal 
chapters that have contributed to the site’s identity over time; the 
five interventions themselves represent the present chapter of 
the site’s ongoing story. Through architectural form, materiality 
and program, a narrative driven response looks to add another 
chapter to a derelict site whilst strengthening and incorporating the 
fundamental characteristics contributing to its sense of place. These 
developed design experiments, begin to explore how a narrative 

RO1: to engage a fictional narrative that interprets points of 
view derived from The Hand of the Engraver as a framework 
to establish a narrative architectural response;

RO2: to offer insights into how the ongoing traces and scars 
of a derelict site can contribute actively to the narrative of 
a site;

RO3: to explore how contextual elements of a derelict site, in 
combination with new allegorical architectural interventions, 
can reinvigorate a permanently scarred landscape, 
intrinsically tying physical and phenomenological notions 
of place and re-establishing a positive place identity that 
can contribute productively to the future.

can be activated in relationship to 
site, “stories of the present that may 
unravel into past, stories not only of 
now but then, not only of here but there” 
(Johnston 11). The three personas—
the engraver, the philosopher and the 
architectural designer—begin to be 
realised within architectural form, 
materiality and framing devices.
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Figure 81. ‘Gateway’ (2019), Copper Plate Engraving.
Author’s Image
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01 GATEWAY

The first design intervention, a Gateway, situates 
itself at an entrance threshold condition between 
the scarred and non-scarred topography. As a 
gateway, the design works to shift and reorient 
the occupant, highlighting the fact that they are 
leaving one realm and entering another (see 
Figure 81 and Figure 82).  As the first architectural 
intervention developed for the scheme, the 
Gateway introduces The Hand of the Engraver 
narrative through both materiality and ephemeral 
elements. Concrete and stone (engraver) elements 
sit embedded in the place whilst contrasting lighter 
screens and structural post and beams, work as 
framing devices (philosopher) towards the next 
speculative intervention.

If one were to give an account of all the doors one 
has closed and opened, of all the doors one would 
like to re-open, one would have to tell the story of 
one’s entire life.

―Gaston Bachelard

The gesture of the engraver simultaneously 
incises and excavates. It proceeds down into 
the bedrock and up into the daylight at one and 
the same time.

—Rheinberger, The Hand of the Engraver, 18-20
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Figure 82. ‘Gateway_ Plan’ (2019), Digital Drawing.
Author’s Image
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Logicians draw circles that overlap or exclude each other, 
and all their rules immediately become clear. Philosophers, 
when confronted with outside and inside, think in terms 
of being and non-being. Thus profound metaphysics is 
rooted in an implicit geometry which—whether we will or 
no―confers spatiality upon thought; if a metaphysician 
could not draw, what would he think?

―Gaston Bachelard

In Bachelard’s encounter with Albert Flocon’s 
techniques of perspective, [Bachelard’s] motif of a 
non-Cartesian epistemology would acquire a fresh 
dimension and a new urgency.

—Rheinberger, The Hand of the Engraver, 3
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Figure 83. ‘Observatory’ (2019), Copper Plate Engraving.
Author’s Image
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02 OBSERVATORY

As you pass through the Gateway, the second 
intervention becomes apparent: the Observatory. 
Interrogated through both drawing and physical 
modelling, the Observatory works on two axes. 
The first frames the now invisible water reservoir 
that fuelled the mining on site and the second 
axis opens onto a view of the vast devastation 
and erosion. The viewing deck overhanging the 
damaged landscape enables the visitor to witness 
the devastation without actually entering it. 
Highlighting cause and effect enables one story of 
place to be told. 

We cannot say what reality is, only what it seems
like to us.

―Gaston Bachelard

Earth and Reveries of Will had sparked the 
shared interest between Bachelard and Flocon. 
In it, Bachelard reviewed literary images of the 
earth and of the resistance that earth offers in 
both hard and pliable forms...

—Rheinberger, The Hand of the Engraver, 79
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Figure 84. ‘Vessel’ (2019), Copper Plate Engraving.
Author’s Image
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03 VESSEL

On the site of the now overgrown water reservoir, 
framed by the Observatory, the third intervention 
finds its place. A Vessel, in much the same manner 
as the forgotten reservoir, now collects rainwater 
within a concrete urn. A large steel ball floats 
inside the urn (Figure 85). Blown by the wind, the 
steel ball rings as it collides with the side of the 
urn. The vessel works as an audible time keeping 
device—a persisting reminder of the pivotal role 
water played in the destruction of this landscape. 

In losing color—the most potent of all sensual 
attractions—the engraver retains one great 
opportunity: he can and must discover movement. 
Form is not enough. … The least line in an 
engraving is a trajectory, a movement.

―Gaston Bachelard

[It is] by no means the archaic aspect of the 
engraver’s gesture that appeals to Bachelard, 
but rather its knowing seizure of the material 
and imaginary world.

—Rheinberger, The Hand of the Engraver, 60
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Figure 85. ‘Vessel, Section’ (2019), Digital Drawing.
Author’s Image
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Childhood is a human water, a water which comes 
out of the shadows. ... What a lot of lost springs 
which have nevertheless, flowed! Reverie toward 
our past then, reverie looking for childhood seems 
to bring back lives which have never taken place, 
lives which have been imagined. Reverie is a 
mnemonics of the imagination. In reverie we re-
enter into contact with possibilities ...

―Gaston Bachelard

The least line in an engraving is a trajectory, a 
movement.

―Albert Flocon
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Figure 86. ‘Bridge’ (2019), Copper Plate Engraving.
Author’s Image
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04 BRIDGE

The Bridge is located on axis with the Vessel. This 
Bridge traverses across the site east to west, parallel 
to the pathways of early Māori tribes who passed 
by the site prior to its mining and erosion. The 
Bridge, an intentionally dynamic rather than static 
program, is punctuated by a large central tower 
that situates itself on the edge of a particularly 
vivid ‘scar’ (Figure 87). This tower allows the two 
distinct conditions of site, scarred and non-scarred, 
to be traversed in a confronting inverted fashion. 
The eroded and scarred landscape is traversed 
precariously high above, with minimal impact 
on the current state of the land. Contrasting this, 
the untouched sections of land are inhabited by a 
single engraver’s ‘scratch’. 

I like engraving for its own sake, autonomous 
engraving, engraving which is primarily not 
illustration, the kind I call in my philosophical 
ruminations autoeidetic engraving. For me this 
is the ideal form of the story without words, the 
distilled story. And it is because the engraving 

‘tells’ nothing that it obliges you, the musing 
spectator, to do the talking.

―Gaston Bachelard

Flocon engraves in copper, but thinks in rock.

—Gaston Bachelard, “Castles in Spain,” 91
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Author’s Image
Figure 87. ‘Bridge, Section’ (2019), Digital Drawing.
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One must always maintain one’s connection to 
the past and yet ceaselessly pull away from it. To 
remain in touch with the past requires a love of 
memory. To remain in touch with the past requires 
a constant imaginative effort.

―Gaston Bachelard

The happily aesthetic results do not obscure the 
history of toil that lies behind them, the history 
of the battle with matter.

―Albert Flocon
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Figure 88. ‘Burin’ (2019), Copper Plate Engraving.
Author’s Image



139

05 BURIN

The final architectural intervention situates itself 
on the outskirts of the eroded Quartz Reef Point. 
The Burin (an engraving tool) implies a sense 
of kinetic movement and draws formal qualities 
from industrial machines used in mining today. 
This intervention symbolises both the eroding of 
the copper etching plate and the bedrock of NZ 
landscapes. Sitting on tracks that continue past the 
boundary of Quartz Reef Point, the Burin reflects 
upon where the consumption of land and material 
ends. This intervention not only looks to tell a 
story of this derelict site but also, through the 
integration of an allegorical narrative, exemplifies 
an  unexpected architectural outcome.

The engraver is ‘inspired by the nascent form’; 
conversely he calls it into being.

―Gaston Bachelard

This awareness of the hand at work comes alive 
within us as a sharing in the engraver’s craft.

―Albert Flocon
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Figure 89. ‘Burin, Section’ (2019), Digital Drawing.
Author’s Image
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The cut of the burin’s point symbolizes the rock 
drill penetrating the resistant depths. From the 
moment of its very first, sketchy movement against 
a hard material, a primeval tension determines 
in the hand that the entire being shall continue 
to strain. Faced with a hard material, one must 
continue to act.

―Gaston Bachelard “Castles in Spain”, 90-91, 
quoted in Rheinberger 68.

“[T]o drive tracks into the plate with the 
precision that the copper commands, in other 
words to obey its hard and implacable metallic 
materiality while simultaneously anticipating 
the pressure onto soft, lush, absorbent paper: 
that is the irreducible tension peculiar to the 
engraver’s craft.

―Rheinberger, The Hand of the Engraver, 76
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Figure 90. ‘Observatory + Bridge + Burin’ (2019), Mixed Media Drawing.
Author’s Image

But each poetic world is not a pure invention, 
it is a possibility of nature. Imagination is 
itself immanent in the real. It is not a state. 
It is human existence itself.

―Gaston Bachelard
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One must see with one’s hands. To be 
able to do something with the materials, 
one must touch them, feel them, test 
them.

―Albert Flocon
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Figure 91. Author’s presentation of the five models at the 2019 NZIA Student Design Awards
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SCHEMATIC PHYSICAL MODEL

A schematic, three-dimensional site model was 
conceived to help communicate the key elements 
and relationships contributing to the final design. 
The final scheme consists of five architectural 
interventions. The physical model mirrors this, 
with five floating ‘islands’ extracted from Quartz 
Reef Point. Key contextual relationships such as 
orientation and elevation remain true to place. 
The third island, the Vessel on the site of the old 
water reservoir, sits aside and above. A central 
steel bar connects the other four of the five islands 
and highlights their relationships.

This model interrogates the integration of all 
three research objectives. Key architectural 
elements hover exploded above  the site—black 
representing the engraver and white representing 
the philosopher. The architectural designer is 
unseen as the third persona who brings the 
first two together.  In between the architectural 
pieces and the sections of scarred landscape 
sits a contemporary interpretation of an etched 
printing plate (Figure 93 on following page). The 
three levels hover disconnected, blurring the line 
between architecture, place and the Hand of the 
Engraver narrative.
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Figure 92. ‘Schematic Physical Model_ Process’ (2019), Digital Photographs.
Author’s Image
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Figure 93. ‘Schematic Physical Model_ Details’ (2019), Digital Photographs.
Author’s Image
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In the theater of the past that is constituted by memory, the stage setting 
maintains the characters in their dominant roles . . . . And if we want 
to go beyond history, or even, while remaining in history, detach from 
our own history the always too contingent history of the persons who 
have encumbered it, we realize that the calendars of our lives can only 
be established in its imagery.

―Gaston Bachelard

[Flocon’s engravings] almost always revolve around questions 
raised by the representation (in all the word’s senses) of space: the 
space of life, physio-geometrical space, finally the space of images 
or of spaces’ own mise-en-images; the rich, rich theatre of space.

―Albert Flocon, The Hand of the Engraver, 70.

Figure 94. ‘Schematic Physical Model’ (2019), Digital Photograph.
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Figure 95. ‘Observatory_ Framing Device’ (2019), Digital Drawing.
Author’s Image
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As an important final phase of this design-led 
research, the design of the Observatory was 
developed in greater detail. The manner in which 
the Observatory is composed allows the tangible 
and intangible characteristics of place to manifest, 
establishing a didactic architectural outcome. 
To dwell within this architectural intervention, 
the story of place is presented in a new light as 
Zumthor describes within his book Thinking 
Architecture: 

For if the intervention is to find its place, it 
must make us see what already exists in a 
new light. We throw a stone into the water. 
Sand swirls up and settles again. The stir was 
necessary. The stone has found has its place. 
But the pond is no longer the same.  
               —Zumthor 18

On one axis, a framing device is on axis with John 
Bull Creek to the north (see Figure 95), the source 
of the water fuelled mining and the cause of 
physical erosion. On another axis, the vast scene 
of land erosion and mineral depletion is depicted. 
The further through the Observatory you progress, 
the more the impact of the sluice mining can be 
seen—a stark example of cause and effect. The 
viewing deck tells this story of place in one final 

detailed scale with framed observation portals 
down to the scarred landscape below (Figure 96 
on following page).

This design excavation builds on the lessons learnt 
in the initial installation design. This experiment 
interrogates how the voices of the engraver, the 
philosopher, and the architectural designer can be 
realised within architectural form. The respective 

‘personas’ are oriented around the previously 
examined literature and case studies. They also 
look to evoke qualities of atmosphere and place 
excavated in the context analysis chapter and the 
initial installation experiments. 

7.3 Observatory

He knows instinctively that this space 
identified with his solitude is creative; that 
even when it is forever expunged from the 
present, when, henceforth, it is alien to all 
the promises of the future, even when we 
no longer have a garret, when the attic 
room is lost and gone, there remains the 
fact that we once loved a garret, once 
lived in an attic. We return to them in our 
night dreams.

―Gaston Bachelard
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Figure 96. ‘Viewing Deck Portals of the Observatory’ (2019), Digital Drawing.
Author’s Image

For me, every apprenticeship has been linked 
with the hand that must be implicated and the 
eye that verifies, watches, commands, judges, 
weighs, and weighs up.

—Albert Flocon, The Hand of the Engraver, 13-14.
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Figure 97. ‘Conceptual Site Plan Showing the Observatory’ (2019), Mixed Media Drawing.
Author’s Image

Daydream transports the dreamer outside the 
immediate world to a world that bears the mark of 
infinity.

―Gaston Bachelard

The images are anterior to the text that illustrates 
them.

―Albert Flocon

(opposite)
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One must see with one’s hands. To be 
able to do something with the materials, 
one must touch them, feel them, test 
them.

—Albert Flocon, The Hand of the Engraver, 
13

The cleverer I am at miniaturizing the 
world, the better I possess it.

―Gaston Bachelard
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Figure 98. ‘Observatory_ Making Process’ (2019), Digital Photograph.
Author’s Image
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Figure 99. ‘Timber Sleeper’ (2019), Digital Photograph.

Figure 100. ‘Observatory_ Making Process’ (2019), Digital Photographs.

Author’s Image

Author’s Image

A creature that hides and “withdraws into 
its shell,” is preparing a “way out.” This is 
true of the entire scale of metaphors, from 
the resurrection of a man in his grave, to the 
sudden outburst of one who has long been 
silent. If we remain at the heart of the image 
under consideration, we have the impression 
that, by staying in the motionlessness of its 
shell, the creature is preparing temporal 
explosions, not to say whirlwinds, of being.

―Gaston Bachelard

I loved pushing rationality to its very 
limits.

―Albert Flocon

(opposite)
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In the developed design of the observatory, tests 
within a framework of constant shifts in thinking 
and media allow all three research objectives to be 
addressed to a greater degree of rigger. Progressing 
the Observatory design from a digital context into 
a physical object allowed the narrative of The 
Hand of the Engraver and its derived architectural 
outcomes to take on something more than a 
physical presence:

...unlike the activity of cognition, 
‘atmosphere’ could not be conceived 
in terms of the opposition between the 
objective and subjective. It is an influence 
that emerges from beings and things and 
is valid only by virtue of the impression 
in us: it emanates or imparts and 
hence circulates inseparably between 
what is neither ‘that’ nor ‘us’ anymore, 
something that as a result, cannot recede 
into a ‘what,’ not even into the ‘I don’t 
know what.’ Indeed an atmosphere is 
diffuse, disseminated, dispersed, elusive. 

Its presence cannot be isolated into 
determinate elements, it is both sparse 
and undelimitable. Above all, it is not 
assignable. Evasive, evanescent, it can 
be analysed not in terms of presence 
or essence, but in terms of heaviness of 
valence, ex-haling, influencing, in an 
ontological mode, between ‘there is’—

‘there is not’.     
          —Jullien 41

Taking the digital design into physical form 
brings to life notions of buildability, materiality 
and scale. The physical model grounds itself on 
an allegorical interpretation of site, in this case 
an eroded and degraded railway sleeper. A steel 
tripod structure, derived from the structure of a 
printing press, suspends the sleeper in space. This 
steel tripod plays an active role in the language 
of the intervention. Two primary clasps or claws 
support the load of timber model above engaging 
ideas of implied kinetics—refining the sleeper as 
it has been slotted into place (Figure 104).
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Figure 103. ‘Physical Model Detail of the Observatory, Steel Structure’ (2019), Digital Photograph.
Author’s Image
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The steel structure (Figure 103) also bridges 
scale, providing a platform that supports 
a column, and clasping the back edge of 
the sleeper encasing the egress stairs of 
the architecture itself. As the installation 
is traversed, multiple viewing axes are 
encountered. The architecture shifts from 
solid to permeable through both the use of 
materiality and the shadow it casts upon 
itself.

Figure 104. ‘Physical Model Detail of the Observatory, steel / timber’ (2019), Digital Photograph.
Author’s Image

The future artist will have need of 
obstacles: from those that are posed by 
the material being worked to those in 
the past, present and future that society, 
the world, induces in the mind of the 
worker himself.

—Albert Flocon, quoted in Rheinberger 43.
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Figure 105. ‘Physical Model Detail of the Observatory’ (2019), Digital Photograph.
Author’s Image

[Flocon] loves to capture an instant of construction 
when the construction has not yet been completed.

—Gaston Bachelard

[The copper plate] articulates the resistance of 
matter. With willful and emphatic austerity, it 
shows the effort of the engraver’s hand guiding 
the burin, defied by the blank copper.

—Rheinberger, The Hand of the Engraver, 45-47

(opposite)
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Figure 106. ‘Observatory_ Physical Model’ (2019), Digital Photograph.
Author’s Image

[T]he engraver’s landscape is a disposition or 
outburst of will, an activity that is impatient to come 
to grips with the world. The engraver sets a world in 
motion, … provoking the forces that lie dormant in a 
flat universe. Provocation is his way of creating.

―Gaston Bachelard, “Introduction to the Dynamics 
of Landscape,” 59
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For the resistance of their materials, each such 
material follows its own imponderables, its own 
possibilities of engraftment.

—Rheinberger, The Hand of the Engraver, 80



168

Figure 107. ‘Exploded Axonometric’ (2019), Digital Drawing.
Author’s Image
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Words are little houses, each with its cellar and garret. ... 
To go upstairs in the word house, is to withdraw, step by 
step; while to go down to the cellar is to dream, it is losing 
oneself in the distant corridors of an obscure etymology, 
looking for treasures that cannot be found in words. To 
mount and descend in the words themselves―this is a 
poet’s life. To mount too high or descend too low, is allowed 
in the case of poets, who bring earth and sky together.

―Gaston Bachelard

The flat surface [of the engraving plate] folds, so to 
speak, into furrows under the plow. It is from those 
furrows that everything must grow. The shaving driven 
out of the plate by the tool curls across the horizon into 
the dark sky, illuminating it brilliantly like summer 
lightning. Interestingly, it is the waste material from 
the labor of engraving that, through the dance of 
shavings, breathes motion into the picture.

—Rheinberger, The Hand of the Engraver, 45-47
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Figure 108. ‘Physical Model Details of the Observatory’ (2019), Digital Photographs.
Author’s Image
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CRITICAL REFLECTIONS ON THE 
DEVELOPED DESIGN OF THE 

OBSERVATORY 

The speculative design of the observatory has 
been conceived to enter into a narrative dialogue 
with its environment. Designing as a means 
of investigating the Philosopher, Engraver and 
Architectural Designer meant that the developed 
design outcome takes on anthropomorphic 
qualities. As Zumthor argues: “Buildings are 
bodies and need to be built accordingly: as 
anatomy and skin, as mass and membrane, as 
fabric, shell, velvet, silk, and glossy steel” (86).

The narrative methodology proved useful in 
linking architectural form and the physical 
place of Quartz Reef Point. Understanding the 
foundational pieces as the engraver scratching at 
the top surface of the copper plate translates to 
contextual issues on site. Tracing the centreline of 
herringbone pattern (scars), the architecture itself 
can become an active participant in the story of 
place, fundamentally tied to the landscape. 

The Observatory draws formal vocabulary from 
both the initial installation model and the printing 
press details as a means to develop an architectural 
response to the idiosyncratic nature of Quartz 
Reef Point. This language is used moving forward 
as the bedrock to engage print and place-making 
within the final design excavation.

To fully understand the physical model, the viewer 
must physically engage with it; kneeling to view 
the refined underbelly of the sleeper—touching 
the rough and smooth surfaces of the timber. 
Ephemeral qualities begin to draw parallels to 
uncanny characteristics found within  Quartz Reef 
Point. This installation encapsulates a ‘presence’ 
when experienced as an object in space. Peter 
Zumthor begins to unpack this idea stating, “there 
is an intimate relationship between our emotions 
and the things around us” (85).

Throughout this exploratory design, the recorded 
stages of the making process proved to be as 
informative and evocative as the end design. 
Through the making of the installation, critical 
design decisions were made—conscious and 
unconscious. This helped me to understand the 
nature of how the design research can lead to 
unexpected findings. The model was also useful 
as it further solidified an architectural vocabulary, 
conscious of the ephemeral characteristics of 
place, that can be constructed physically, even as 
speculative design experiments.
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Figure 109. ‘Prints Re-imagined’ (2019), Mixed Media Drawing.
Author’s Image

It is better to live in a state of impermanence than in 
one of finality.

―Gaston Bachelard

A simple technique such as intaglio is, by its very 
essence, rich in possibilities: just devoting the 
necessary time to experimentation is enough 
for it to become pliable, give way, and produce 
unexpected results.

—Albert Flocon, Suites expérimentales, 19

(opposite)
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Figure 110. ‘Observatory + Gateway in Dialogue’ (2019), Mixed Media Drawing.
Author’s Image
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The imagination is ceaselessly imagining and 
enriching itself with new images. It is this wealth of 
imagined being that I should like to explore.

―Gaston Bachelard

[Flocon’s engraving technique] highlights the 
constraints upon all additional interventions into 
an engraving once it has been started. A stroke 
that has been draw cannot be undrawn.

—Rheinberger, The Hand of the Engraver, 9
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7.4 Critical Reflection

Both tangible and intangible characteristics 
of these five interventions begin to formalise 
allegorical notions of the engraver, philosopher 
and the architectural designer with varying degrees 
of success, as a means of enhancing didactic 
engagement within the allegorical architectural 
project. The engraver inhabits the scarred 
landscape within foundations and a physical 
connection with the land. Formal qualities of 
printing press details are translated into structural 
elements directly implicating the engraver. The 
philosopher, who floats above slightly disengaged 
from site, allows an additional point of view 
through framing devices and orientation shifts. 
The philosopher can also be understood as 
intangible nuances: light, shadow,  atmosphere. 
And the architectural designer is realised through 
the implications of the grid (or ordering device) 
and the bringing together of the philosopher and 
the engraver.

By looking at each building individually, we 
begin to see a greater, overall narrative tale in its 
entirety. As such the final design incorporates both 
Diachronicity and Hermeneutic Composability 
from Jerome Bruner’s narrative criteria. Through 
the refinement of a master plan, (architectural) 
parts are composed in a way that can be interpreted 
as a whole. 

The developed design engages a parallel fictional 
narrative to establish a speculative design driver. 
From this fictional narrative, in conjunction 
with stories of a derelict site, a rich and multi-
layered sense and understanding of place begins 
to translate. Forms and characteristics draw from 
both the earlier design excavations and printing 
press details, translating design outcomes and 
aligning them with an allegorical and narrative 
character of locality. 

The developed design confronts an ever-
increasingly relevant issue for Quartz Reef 
Point and similar sites across Aotearoa. The five 
interventions look to reappraise Quartz Reef 
Point, re-framing how damaged and derelict sites 
are viewed. The architectural interventions do 
not attempt to ‘fix’ nor ‘right the wrongs’ evident 
at Quartz Reef Point. Rather, in alignment with 
Bruner’s Normativeness criterion, the scheme 
allows the place to be witnessed in a manner 
that values past events in order for lessons to 
be learnt by future generations (a consoling 
of the plot). Narrative architecture is used to 
highlight and encourage discourse surrounding 
the environmental impacts of mining sites such as 
Quartz Reef Point.



178

Figure 111. Author presenting The Hand of the Engraver at the 2019 NZIA Student Design Awards.
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Figure 112. ‘Engraver + Philosopher Elements Dialogue’ (2019), Copper Plate Engraving.
Author’s Image
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8.1 Précis 

For this allegorical architectural project, a literary 
context was established in order to help a derelict 
site come to life, and share its story about place 
identity for future generations. The Hand of the 
Engraver was engaged as a generator for the 
narrative thread within the research methodology. 
Three seminal theorists Jerome Bruner, Jennifer 
Hill and Jonathan Sime—along with related 
case studies—contributed to the thesis’s iterative 
series of ‘design excavations’. The first two 
design excavations initiated the research process, 
in particular showcasing the benefits of ‘making’ 
as a research method, “producing works at the 
outset that may then be reflected upon later” 
(Fraser 117). Whilst not contextually sited, these 
initial conceptual design experiments helped to 
establish a vocabulary of place that could be built 
upon further in following design work. 

The fdeveloped outcome was a master plan of 
five intimately related interventions that work 
together within the master plan to tell the story 
of Quartz Reef Point. Engraving is used as an 
allegory for scarred and damaged New Zealand 
landscapes and the irreversible nature of some of 
humankind’s most devastating encroachments on 
the natural environment. The final scheme works 
to bring a ‘dead’ place back to life by integrating 
the most important stories of its ever-transforming 
place  identity within a narrative architectural 
design.

8.2 Critical Reflections 

A series of hoped for, as well as unexpected, 
discoveries were made throughout the course of 
this design research. Perhaps most potent was the 
role of design when interrogating the narratives of 
place that remain alive, even beneath a landscape 
that appears to be beyond repair. Both the physical 
and intangible chapters that contribute to the 
greater story of a place could not have been as fully 
brought to life again if not for the role of design, 
particularly through the narrative capacities 
of drawing and making as principal strands of 
the methodology. In conjunction with this, the 
importance of unveiling the multiple chapters of 
the story of a site as a driver for an allegorical 
architectural project was central throughout the 
design process. The richness and authenticity that 
intangible characteristics can bring to architecture 
can be seen throughout this design research, 
from the early design excavations such as the 
guillotine and installation model, through to the 
contextualised final scheme.

The research challenged architecture to blur 
disciplinary boundaries, blending architectural 
design methods with engraving and even sculpture 
(through physical modeling). This was enabled by 
interrogating narrative disciplines such as Bruner 
(literary fiction) and Haralambidou (collage and 
the allegorical architectural project), and testing 
through making and drawing. 

Throughout the design excavations, there was an 
aspiration to arrive at a synergy between landscape 
and architecture. If this thesis were to progress 
further beyond the scope of this investigation, the 
research could have been further enhanced through 
a greater investigation of interior spaces. Physical 
connections or links between the interventions 
could have also been explored in greater depth. 



182

Figure 113. ‘‘Schematic Site Model’ (2019), Digital Photograph.
Author’s Image
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8.3 Coda

The research addresses scarred landscapes within 
the context of an abandoned New Zealand mining 
site. Were the investigation to proceed further, 
there are opportunities to explore other forms 
of derelict and abandoned landscapes and the 
scratches they leave behind. Due to the multi-
disciplinary nature of this design-led investigation, 
and the speculative character of the design 
outcomes within, the findings begin to suggest 
applications that approach and extend beyond the 
scope and initial research aims. 

This series of design excavations arrived at one 
speculative, alternative way to occupy and bear 
witness to the Quartz Reef Point landscape. In 
doing so through architectural design, the often 
inharmonious relationship between people and 
untouched places is highlighted. Within the 
context of this thesis, an allegorical architectural 
project was excavated and interrogated, to help us 
to better see the world, helping us understand, and 
hopefully learn from, humankind’s relationship to 
place identity.   

Through iterative design experiments, Jerome 
Bruner’s narrative features were brought together 
with Jennifer Hill’s arguments for revealing past 
chapters of a site’s ongoing tale, and Jonathan 
Sime’s proposition that retaining derelict elements 
can help enhance place identity. Through the 
design integration of these theorists points of 
view, a design approach was conceived for the 
rejuvenation of a derelict site that would otherwise 
be considered beyond repair.
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Conceptual excavations by author.


