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Abstract

Identity is essential to a sense of belonging. For a community, a strong sense of identity can bring
people together and foster pride. A community's architecture becomes an integral part of developing
identity; either as artefacts of a place's history or drivers for the future to come. Looking for context
in the wider surroundings of a community provides further drivers for developing identity.
Some townships surrounding Auckland have begun to stagnate in their efforts to preserve their
identity and strengthen it for the future. This stagnation is a result of a hesitancy to explore different
financial avenues within towns and the underutilisation of existing identity.
Providing an area for arts and practising crafts as a driver for identity has a long history. Cultivating an
art industry provides an economic boost for the area and creates job opportunities that link closely
with the identity of towns. This form of culture and identity-based industry has been shown to improve
the wellbeing of communities. Community leaders can facilitate the development of such identity by
consenting a mix of urban planning with industry.
This project addresses the process of enhancing identity within a satellite township of Auckland and
fostering an art-based industry related to that town's identity. It uses facets of architecture such as
adaptive reuse of structures, urban planning, and development of underutilised sites as mediums to
enhance the existing identity.
The approach first identifies the appropriate township to research, then locates suitable sites for new
and restorative architecture within the chosen town. The research next investigates the history of the
town to provide a context for the development of its future identity. A hypothetical model is then
developed as a vision of a potential future. The objective is to create a masterplan that can be used to
progress art-based industry and identity of the township.
Through architecture, artists can exhibit their work and engage with the public at various stages
throughout their creative process. Individual artists will be able to immerse themselves in their art
and the identity of the place they inhabit. This can be achieved through meaningful design and strong
connection to place identity.
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Preface
The idea for this research developed from an understanding that small Auckland towns are
beginning to lose what once made them unique. As urbanisation intensifies, the need to maintain
history and identity in these places also increases. A love of history and art seeps into projects like
this. This project was developed for the Flâneur, based on the idea of not knowing what you are
looking for but finding a sense of place. One of the most unexpected outcomes is finding a muted
sense of place – nothing makes you want to know more and dream of how to bring out its character.
Thinking of designs for a sleepy location that could wake them is fascinating, as one can never
predict how far this could develop when given a push. Towns exist on the backs of sleeping giants.
Dare we wake them up?
.
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Introduction
The purpose of this project is to enhance the character of a satellite township of Auckland through an
art form prevalent in the region and historical reintegration based on architectural interventions.
Townships surrounding Auckland struggle to maintain a strong sense of identity with the central city
reaching out to engulf them. These towns need both strong industry and identity to survive into the
future. Without identity these places languish as drive-through towns to which no one remains
attached. This project will develop one town’s sleeping identity into a presence that can draw people
to that town. This will give new lifeblood to the area and create potential for economic development.
The maintaining of place identity through an art industry is seen as a positive alternative to
homogenous manifestations of the suburban such as “Westfield” shopping centres. The goal is to
make a place that is specific, not generic like large retail outlets. Creating specificity in purpose
provides a reason for people to travel to the region rather than just visiting the closest “Westfield”.
Retail is an effective attraction in high density urban environments; therefore if elements of rural
character are to be maintained, a specific industry must be adopted.
Researching historical events, locations, and industries of the township in conjunction with art forms
that are thriving in the region will inform the final design. Having a strong sense of place identity within
a community is beneficial to all as it "enhances" local sense of pride in one’s town.1 Understanding
what makes the community thrive makes it easier to support that identity. The development of the
township can be maintained when these elements of pride and support come together, whereas if
there is no pride or a lack of understanding about how to support the township, its development will
stagnate. This dismantling of identity can be observed in Helensville. When the dairy industry left the
town in 1987, it created a void that has never been filled. Returning industry through re-activating
sites to bring in people to support towns like Helensville is the key to kick starting the recapture of its
identity.
History will play a key role in the final design of this project. Seeking influences in the town’s origins
will provide a set of design tools to maintain the unique nature of the town. The tools developed will
be integrated to form a "past meets future" design for the procreation, and then continuing
maintenance of identity.
Key sites will be identified throughout the township for architectural intervention. These sites will act
as hubs of industry and points of identity to be integrated into the fabric of the town. The interventions
will activate sites that need to be returned to the town as purposeful points of interaction.
Regenerating derelict areas of the town is key to reinstating those sites into Helensville’s public
identity. Sites that are currently unused can be activated to avoid perpetuating an atmosphere of
defeat. Thinking towards the future while remembering the history of these sites is key to their
development, and also to maintaining their identity. Towns like Helensville must move forward but
not forget their history.
Establishing an art-based industry as part of the fabric of the township can promote tourism. Such
cultivated tourism can consist of organised tours, “Sunday drivers” or local tourists, all of whom
must be considered as a target audience. Individuals come to experience the rich work of artists
exhibiting there and at the same time absorb the identity evident throughout the township. The goal
is to imprint the artistic work and unique identity of the locality onto the visitor to create a unique
1

Stephen Worchel, ed., Social Identity: International Perspectives (London: SAGE Publications, 1998).
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moment for them. By creating an attraction, the town not only imparts the culture of the area to
visitors, but provides an indelible impression they can take away and potentially share.
To capitalise on the development of art and identity, support must be provided to the artists. It is
necessary to provide residences for artists and studio space for them to exhibit. The spaces created
for the artist to work should allow for cross pollination of ideas, as well as building an arts community.
Traversal is a design challenge that will need to be overcome as the interventions proposed will be
separated by space. The question of how to connect these elements to allow for a cohesive integration
needs to be addressed. Scattered elements may feel disjointed if not linked through design and
circulation in a meaningful way. The modes of transport available to the township will be a key point
of investigation in the design. Making use of mobility to, as well as through the township can create a
unique cinematic experience, as Shelton Waldrep describes in “Parc de la Villette.”2
Taking community identity and developing art as the goals, through architecture a system can be
designed that when applied to the township achieves a regeneration of the area to move its
community into the future.

2

Shelton Waldrep, The Dissolution of Place: Architecture, Identity, and the Body (London: Routledge, 2013),
26–29.
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B ACKGROUND OF THE PROJECT
Auckland is developing at an increasing rate, with its population growing by an average 30,000 per
year.3 The corresponding increased demand for space is expanding the density of towns within wider
Auckland; however, they are developing without plans to maintain their character. This
homogenisation of Auckland due to the rapid increase in density can cause lasting damage to the
fundamental fabric of these communities. In addition to this growth, funding for arts has been
progressively cut by the Auckland Council.4 This diminishing of the arts and increase in population
opens up an opportunity to create an industry separate from local governmental constraints. This
project occurs at the intersection of these two problems and asks if they can be turned into a
positive through revitalising architecture.
The revitalisation of identity within the satellite townships of Auckland could aid in their
development into the foreseeable future. Identity is an essential aspect of the social development of
a community, as when individuals identify with a group they are motivated to add value to it.5
Creating job opportunities within the arts industry will help develop a greater cultural understanding
of the economic connection to arts. A well-recognised problem with establishing an art-based career
is that there can be a lack of support. High housing costs and material costs prohibit options for
artists. Residencies are thus an option that needs to be explored within townships for supporting the
arts.
The question that underlies this research is, "How can architecture enhance identity within a
satellite township of Auckland, fostering an art-based industry related to that town's identity?" It is
acknowledged that the making process is beneficial when developing a community identity.
Developing skills creates benefits by putting the power in the individual communities’ hands. A
community can shape how they want to build and maintain a separate identity without being
swallowed by central Auckland. The goal of the project is to enhance the character of a small town
located outside central Auckland through art-based industry development.

Project Outline
This project comprises a series of interventions located within the township of Helensville, which
come together to form a master plan of development for the town. The plan's primary objective is to
enhance identity and foster an arts-based industry within the town. In addition to the individual
interventions will be a restoration of the old dairy plant into an art studio and local business space.
Another site will be developed into a small transit hub. All these developments making up the
master plan are to be designed with the identity restoration of Helensville in mind. They will
integrate the existing river walkway and restored dock area into the new development. The guiding
premise of the master plan is a restoration of the identity of sites located around the Helensville
River.

3

“Population Estimates and Projections for Auckland, New Zealand,” Figure.NZ, accessed October 26, 2020,
https://figure.nz/chart/CLaMLJ4sqPsSQMCU-d44kmdTSdfS3e7J1
4
“Auckland Arts Funding: Is Auckland Ignoring Arts and Culture?,” RNZ, 25 November 2017,
https://www.rnz.co.nz/national/programmes/sunday/audio/2018623079/auckland-arts-funding-is-aucklandignoring-arts-and-culture.
5
Worchel, Social Identity, 2.
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Figure 1. Location of Helensville – by the researcher

Aims/Objectives of the Project
The primary aim of this project is to create a hypothetical model by which a satellite township of
Auckland can revitalise its identity and establish an arts-based industry within that identity.
Architectural strategies provide the basis for achieving a strengthened identity through such
development.
Objectives
1. Revitalise a township's identity using historical context and precedent to inform the
architectural interventions.
2. Develop an arts-based industry within the framework created by revitalising the town's
identity.
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Research Question
How can architecture enhance identity within a satellite township of Auckland, fostering an
arts-based industry related to that town's identity?

Scope and Limitations
This project will design a masterplan for sites located within the township. The intention of the
interventions placed on those sites will be to enhance the identity of the township, drawing on
historical and contextual information to create a unique character that has "place identity" for the
community. The interventions will also provide a way to incorporate art into the fabric of the
township. The spaces will incorporate studios for artists coming to the area and an artist residence,
as well as providing display space. Other interventions will be made in the spaces to develop the
master plan economically and sustainably. Examinations of the surrounding area will be used to
gather information relevant to the sites, and the broader context. The goal of this project is not to
redefine the identity of the township, but rather to strengthen it. The project's primary focus is on
architecture and how this can add to the site, not the wider political systems that need to be
redeveloped to accommodate this change. Through the research, a set of rules will be formulated
that allow the intervention to stick to similar place identities, densities, and qualitative space
characteristics. This project does not seek to fix the economic problems within the town; it provides
a hypothetical model that will require more financial research.

State of knowledge in the field
This research is supported by an examination of information relevant to defining identity, the
political and economic development of arts, the suburban to the rural, and postmodernist ideas on
space. Relevant texts have been examined to inform the final design model. The project finds
significant support in the work of Bernard Tschumi and Donald Judd. Tschumi's work on Parc de la
Villette6 has been fundamental to the development of this project and the final design model.
Tschumi used key built elements in an overlay and grid-based organisation system to develop a
cinematic vista. Further, Judd's development of Marfa Texas7 was invaluable as a study of how an
arts-based industry can be set up in an under-utilised site. Judd’s activation of this site strengthened
the identity of the area and enriched the community. The ideas that develop from understanding the
characteristics of something can be used as a basis to then examine the context surrounding
identity. Identity in relation to the inanimate is discussed in the text, Social Identity: International
Perspectives. 8 The influence of a location on individuals underpins this project’s aim of revitalising a
town’s identity. The texts examined aid in understanding the development of a context-based
identity that has an impact on space.
An understanding of the role of urban, suburban, and rural identifiers attached to locations is
necessary to developing a framework for the identity of small towns. As a rural environment with
manifestations of the urban, such as supermarkets, towns are a delicate ecosystem that can fall to

6

Bernard Tschumi, Architecture and Disjunction (Cambridge, MA: MIT Press, 1996), 257.
Neda Ulaby, “Marfa, Texas: An Unlikely Art Oasis In A Desert Town,” NPR, 2 August 2012,
https://www.npr.org/2012/08/02/156980469/marfa-texas-an-unlikely-art-oasis-in-a-desert-town.
8
Worchel, Social Identity, 2.
7
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“homogenisation”9. This paper aims to prove that a strong arts industry and connection to history
can maintain identity.
A town’s historical records are a main source and necessary starting point for achieving identity
integration. Exploring past industries and the history of site locations in Helensville has provided a
contextual basis for the design. Investigating the arts industry in the region has been another
necessary part of the exploration. The process of investigating art exhibits was simplified due to the
commercial nature of some and renown of others.
While many texts highlight treatments for space, Tschumi’s ideas, along with those of his
“contemporaries such as Peter Eisenman and Steven Holl ”,10 informed the design’s connection to
time. This project can be thought of as an exploration of time through space. Architecture deals with
past events and future developments, seeking to reflect that in design by creating moments in time.
Vistas, traversal of space and re-activation are tools to reference time in architectural ways.

Methods
Relevant literature and design theory were reflected upon and applied to the design process.
Literature-based designs were examined in relation to the development of place character and to
develop a set of focal points to test against the design. Further, developing an identity profile of the
township created a specific reference for the design through careful examination of the site and its
history.

Investigation of the literature
Identity has been investigated in psychological theory, including in relation to place identity. As such,
this research draws on the approaches of authors such as Tschumi, McCarthy and Kirby when
developing a rejuvenation plan for the township. The treatment of space and the reactivation of
sites reported in their works will be key in bringing art into the township in this project. Historical
accounts and local policy regarding the development of arts-based industries also serve as a
reference point in the research. Investigating these sources is necessary to the intricacies of creating
a plan that can revitalise character and develop an arts-based industry in the township. Alan Mace’s
critique further helps in understanding suburban space and how it relates to the rural. Towns are a
point where rural elements meet urban and are often developed into suburban space. Maintaining
the density and unique character of a town is a goal of this project, therefore defining each will help
develop a framework for the design.

Precedent investigations
The precedent studies analysed for this project have strong connections to place identity. The work
of Bernard Tschumi on Parc de la Villette11 forms a basis for design choices throughout. The work of

9

Alan Mace, City Suburbs: Placing Suburbia in a Post-Suburban World (London: Routledge, 2013), 14.
Tschumi, Architecture and Disjunction, 257.
11
Tschumi, Architecture and Disjunction, 257.
10
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Donald Judd12 in Marfa, Texas is also integral to the model in relation to how to incorporate an arts
industry into a community. These projects both deal with revitalising space in a way that enhances
the value of space and addresses issues through architecture. The final design responds to the
elements of identity, space, art, and density to create a model that uses architecture to enhance
place character. Selecting precedents that explore these elements has been key to achieving that
influence.
The precedent studies, particularly the work of Tschumi and Judd, demonstrate how to address local
sites and integrate them into a cohesive model of development. In particular, Judd’s development of
Marfa, Texas shows involved holding parties and buying from local stores to build rapport with the
local populace, which helped achieve success for the project. Similarly, events to build rapport with
the locals will be key in the current project.

"Place identity" investigation
A careful examination of sites within the township is undertaken to establish a historical framework.
This framework informs the design characteristics of the project, providing sites for adaptive reuse,
development, and points of interest that have cultural significance to the town. The sites examined
are the Kaipara dairy factory, wharves, historic courthouse site, Helensville historic reserve,
Helensville historic post office and other historical locations still in use to provide context. These
points come together to form a model of identity. Taking information from the broader region
allows for a strengthening of place identity for the area as well. Locations such as Gibbs Farm,
Woodhill Forest, Kaipara Sculpture Garden and Atlas sand mill provide wider context for this model.

Designing as research
Through the iterative process of design creative research can occur. The programme of architecture
envisaged could only be created through the use of tools developed as part of the research, rather
than being applied in trial phases. These layers come together to form the overall outcome; one
which no single layer of research could achieve by itself. This workflow of information gathered for
the development of tools and then the iterative design creates a cohesive design process.

Results of the Research
The research conducted resulted in the development of a master plan of the various sites located
along the Helensville River. Each site was considered in terms of its individual identity, as well as part
of a whole. Consideration was given to treating each area as both a historical location and a modern
site for development. For example, in the plan the abandoned dairy factory and the former location
of the old courthouse are reused as a hub for the arts industry and reintegrated into the town. The
existing river walkway is used as a connection point between the sites identified in the research.

12

Ulaby, “Marfa, Texas: An Unlikely Art Oasis In A Desert Town,” NPR, 2 August 2012,
https://www.npr.org/2012/08/02/156980469/marfa-texas-an-unlikely-art-oasis-in-a-desert-town.
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Theoretical framework
The literature review examines information relevant to defining identity, contextual and economic
development of arts, suburban to rural, and postmodernist ideas on space. Relevant texts have been
reviewed to form a model of the final design. By developing the ideology that surrounds these
topics, the project can begin to create a deeper understanding of how it will manifest on the chosen
site. The ideas that originate from understanding something's characteristics are used as a basis to
examine the context surrounding identity. This approach to identity is about enhancing character
without overpowering the existing structures at work. Additionally, exploring models to successfully
introduce an arts-based industry is crucial to the research and will develop an understanding of how
to support that industry. The process of conducting the research and what is recorded can hopefully
be applied to other local contexts to identify key aspects of the identity of a region.

10 | P a g e
Troy Studholme

Literature review
Defining identity
When beginning to define "identity", a straight-forward approach can be to make a list of things
someone is and is not, and call this their "identity". This approach aligns with the definition of
identity in the Cambridge dictionary, which describes it as "who a person is or the qualities of
a person or group that make them different from others"13 This definition, however, limits "identity"
as a strictly human characteristic, which is unappealing as most would argue that places can also
have unique identifiers giving "identity". This understanding is discussed by Peng and colleagues, as
follows: "Place identity ascribed by people to a place is constructed to differentiate one place from
other places. Differences between places are attributed or perceived by inhabitants living in or
outside of those places."14 In this research, "identity" extends to the inanimate, in particular "place
identity".
"Identity" is also a phenomenon that can incorporate extended subgroups. For example, an
individual can have a "personal" and a "social identity" at the same time, with "place identity"
affecting both. The interplay of these different "identities" creates the delineations between one
entity and another. This is why it is important to define "place identity" in addition to human
identifiers. This project will propose ways to enhance the "place identity" of a town as a tool for
economic and cultural development.

Sub-identities
When defining an individual’s "identity" as a whole, it is easier to break these identifiers into groups:
those that belong specifically to the individual (personal) and those that belong to the group to
which the individual belongs (social). Unique identifiers consist of physical characteristics and
interests, whereas social identifiers consist of collective definitions, e.g. applying to the groups to
which one belongs. These two sub-identities can become at odds if one's image is impeded by social
incompatibility, an opposition "codified according to the distinction made between personal identity
and social identity".15
Place identity becomes a tool that can positively influence social identity in two ways, the first being
as a "destination". This is the simplest form of improvement as it relies on making a location of
value, which will then join individuals and groups interested in this form of value together. The
downside of this "however [is] the feeling of belonging to a group and the phenomena of
identification are only possible in connection with groups or categories one does not belong to.
Thus, social identity refers to the fact that the individual perceives him or herself as similar to others
of the same background."16 This statement is relevant to the second means by which place identity
manifests – as an effect on those who live at the location. When examining towns, they must have
other qualities than just spectacle. A community will find more value in economic than cultural
improvement, as you cannot pay bills with culture. However a shared identity can facilitate benefits
13

“IDENTITY,” Cambridge Dictionary, accessed October 26, 2020,
https://dictionary.cambridge.org/dictionary/english/identity.
14
Jianchao Peng, Dirk Strijker, and Qun Wu, “Place Identity: How Far Have We Come in Exploring Its
Meanings?,” Frontiers, 6 February 2020, https://www.frontiersin.org/articles/10.3389/fpsyg.2020.00294/full.
15
Worchel, Social Identity, 2
16
Worchel, Social Identity, 3
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for visitors and inhabitants; by establishing businesses related to identity, a meeting of economic
and cultural benefit occurs.

Value in place identity
The idea of creating places that have unique identities is the basis for architecture that aims to
enrich an area – determining the value of a place’s identity in architectural terms by determining the
qualities of the space. In Kathleen M Kirby's article “Thinking through the Boundary: The Politics of
Location, Subjects, and Space”, anthropomorphism is used to attribute place identity to space. An
example of this is the Len Lye Centre in New Plymouth, where the waves and reflective surface of
the façade evoke movement on a static structure. As Kirby states, "Space can figure many of the
different aspects of identity— the psyche as volume, the body as a container, discourse as spatial
network, groups as closed circles, and the aloof expanses of geography and nation."17 This
understanding supports the application of meta textual design elements when enhancing the
character of a town. Treating a place as having a human identity is another way to approach design
research.

Space
When enhancing the qualities of a space, as it pertains to place identity, the markers must be well
defined. These markers are drawn from spatial qualities such as volume and boundary, "in relation
to which one must be 'inside' or 'out,' 'native' or 'foreign,' in the same way one can be, in [an]
Euclidean universe, at least, be in only one place at one time."18 These aspects must all be accounted
for as they will determine how people might inhabit the site, and their perceptions of its unique
qualities will be tested in this way. Examining the space using Sigfried Giedion's concept of "spacetime"19 as it relates to architecture provides an additional possible characteristic. Here, time
becomes another component in the place identity of a location when inhabiting the space, implying
some form of travel may be incorporated into the value of the site. How the space is traversed in the
current project is paramount as "architecture doesn't exist without bodies in it. In other words,
space and people are what make architecture. Space doesn't exist in itself."20
In relation to Helensville, the traversal of sites across the township must be treated as a connected
work for the purposes of my project. The “space-time” quality will be how each site is connected
through travel; how can this be made meaningful to the overall project. I believe there is an
opportunity to connect to the river by relating its flow to the flow of circulation through sites. This
can be achieved through developing the full extent of the river walkway.

Context and history
In essence, the place identity of any location should have unique elements. When defining the
identity of a town, the important elements are its common history and the context surrounding it.
History can provide context for the space within that town; this can strengthen the individuality of
that town if appropriately explored. History is an element that creates possibilities for a design
17

Kathleen M Kirby, “Thinking through the Boundary: The Politics of Location, Subjects, and Space,” boundary
2 20, no. 2 (1993), 174.
18
Kirby, “Thinking through the Boundary,” 176.
19
S. Giedion, Space, Time and Architecture: The Growth of a New Tradition (Cambridge, MA: Harvard
University Press, 2008).
20
Enrique Walker, Tschumi on Architecture: Conversations with Enrique Walker (New York, NY: Monacelli
Press, 2006), 100.
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because it leaves memory on the landscape, physical or otherwise. As Le Corbusier states in Towards
a New Architecture, "Our world, like a charnel-house, is strewn with the detritus of dead epochs."21
Although his meaning is not specifically the derelict, it can be reinterpreted in this way. There is an
opportunity for the adaptive reuse of such sites, designing with the specific character they pose.
After understanding the specific character of a place and establishing a context, it is essential to
keep strong relationships between each site within the town. According to Henri Lefebvre, "Artists
such as Paul Klee or architects such as Le Corbusier understood that things could not be created
independently of each other in space, whether movable (furniture) or fixed (buildings), without
taking into account their interrelationships and their relationship to the whole."22 The particular
context of each site must be drawn together as a whole, creating a further-reaching unity with space
and amplifying place identity.

Combined programme
When integrating a new programme into the space of a town, such as the arts industry proposed in
this research, creating an integrated design between art and architecture is essential. Bernard
Tschumi describes this when he says, "Architects are the only ones who are the prisoners of that
hybrid art, where the image hardly ever exists without a combined activity."23 Taking elements from
the activity and reflecting them in the architecture is a design avenue that allows for closer
integration of the programme.
In addition to the effect of the programme on the design, metaphysical elements relating to identity
can also be woven into the design, for example by incorporating historical and contextual elements
(e.g., kauri seeds as imagery or the imprint of court house returned to the site). Walker describes
this relationship of space to metaphysical concepts, saying, "'space' [can] embrace both an empirical
and sensual definition as well as a social and political one. … The word … [has] the great advantage
of opening a much larger territory. It [can] extend a bridge to other disciplines …."24 This tool will be
used by the final design as tuning into the political and social elements of the area will help the arts
integrate more deeply within the context.
An example of this connection between architecture and human psychology is evident when
Tschumi describes his work on Parc de la Villette: "Madness wasn't an accident; I was interested in
the relationship between architecture and institutions and certain issues including … schizophrenia
…. I had assumed the overambitious task of trying to make a direct parallel between architecture
and psychoanalysis."25 In this way the architect can become closer to the artist. They are describing
issues and elements of society in the spaces they create. Doing this in turn provides an option for the
artist to open a dialogue between their work and the space that is created.

Conclusion on place identity
In seeking to create a strong sense of place identity within the final design, the research determined
a need for robust historical and context-based strategies. Using imagery of industries past (kauri and
dairy) within the sites creates a historical layer for intervention. In addition, including elements that
21

Le Corbusier, Towards a New Architecture (New York, NY: Brewer, Warren & Putnam, 2014).
Henri Lefebvre, The Production of Space, trans. Donald Nicholson-Smith (Cambridge, MA: Basil Blackwell,
1991), 125.
23
Tschumi, Architecture and Disjunction, 257.
24
Walker, Tschumi on Architecture, 27.
25
Walker, Tschumi on Architecture, 21.
22
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refer to past uses of sites (e.g., the old court house) can provide points of context throughout the
town. Integrating these elements with existing works such as the riverside walk will provide
circulation and a “space-time” connection for the scattered sites. This will allow the space to be
moulded in metaphysical ways that give the location a unique identity. Within this integrated sense
of freedom, context, and history, art can begin to be created, even taking on a unique imprint of the
place in the process. The goal of enhancing the character of the township is not to allow the arts
programme to take over the historical identity of the township, but rather to add to it.

Suburban vs rural design theory (density)
In exploring the social identity issues that can be addressed in the design of this project, a balance
must be maintained between the development of the area and preservation of character. To achieve
an improved sense of identity within the community, the design must not travel into the realm of
overdevelopment, as this can hinder the overarching goal. The goal is to enhance not dominate the
character of the town, and not to create a "Disneyland" like image of its former self.
Defining density for the town will create a rule for the design to follow so as to not overdevelop the
township. When determining the density of the town, a point will need to be established on the
spectrum from suburban to rural. Urban space can be defined by density based on a high population
per square metre, whereas the suburban and rural have a reduced population per square metre. The
urban population often relies on public transport, whereas suburban and rural communities are
likely to rely on private transport. These differences between rural and suburban translate into
distinctions such as a lower total population for rural areas and personal transport that is
hardwearing (e.g., four-wheel drive vehicles) due to the terrain and distances covered. Further,
suburban spaces often feature high-density retail such as Westfield shopping centres, while rural
towns are characterised by single level, separated retail space.

Suburban
To define the suburban and its trappings, its connection to the urban has been examined and
comparisons made. For Alan Mace, “the urban represents the unbounded city; it refers to a set of
relations that permeate space. It is inadequate to think of the city as the defined place on a map[.]"26
This can be applied to Auckland as the further away from its centre travelled, the more its bounds
become blurred. Increasing the local identity of a location is important due to this permeation.
However, the suburban space is a medium by which the urban begins to spread. As people flee the
urban space, the suburban moves further away from the city centre, and then urban influence
begins to manifest in the rural (e.g., shopping and fast food outlets).
One appeal of the suburban can be simply stated – it is not the urban. As described in the book
Suburban Discipline, "successive generations of critics have continued to detail the detrimental
conditions of suburbia on communities and the environment, but few have been able to
convincingly explore the suburb's enormous appeal outside the standard framework predicated on
urban flight."27 This explanation of the appeal of suburban space is unsatisfactory for the purposes
of this research as it also applies to the rural. Individual values must be ascribed to each, suburban
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and rural, such as retail density and total population of bounded area, the rural possessing less of
each of these.
Defining the suburban as a space created by building out from a city is inaccurate as density can be
created out of the rural as well. With value comes increasing interest in an area – a possible byproduct generated by this project. "Suburban areas are nothing more, or less than the product of
investment or governance decisions that impact where people happen to live."28 Stated simply,
development of an area can exponentially build up the area. Accordingly, the current project must
develop value in a way that can be incorporated into the fabric of future development.
Prior to the development of this project, criticisms of the suburban way of life were examined to
allow connections and pitfalls to be recorded. One of the more relevant arguments is that
"suburbanites [have] become auto-centaurs, joined to their vehicles at the waist."29 This picturesque
phrase succinctly describes the phenomenon of over-reliance on cars. With roads currently the main
lifeline to towns surrounding Auckland, a look into additional modes of transport to the selected site
could prove more beneficial for the region. A vital feature of the final design will be how people
interact with the system at crucial points. Drawing on Tschumi again, "Architecture doesn't exist
without bodies in it."30 To create meaningful architecture, separation of transport and experience
should be achieved for the site, supporting a more profound understanding within the area.
The transport connection can again be a tool when examining how to create a sustainable system for
the town. A personality of interest to the project is the auto-flâneur, an individual who travels by car
without a destination, the “Sunday driver”. The auto-flâneur in the suburban setting can be a
critique on modern life, "the auto-flâneur operates in a timeless presence of being en-route, rather
than hastening to a destination. Auto-flânerie consists of a gaze that any generation or gender might
experience when driving."31 However, tapping into the notion of "just going for a drive on the
weekend" could bring an additional source of economic development to the town. The hope is to
develop local businesses (e.g., bakeries, cafés, etc.) at the same time as creating integrated new
businesses (e.g., art-based shops).

Rural
The rural is a different ideology to the urban and suburban, which dance around each other. The
pastoral is a hub of production for food and materials; it is an escape from higher density living and a
connection to the history of the land. However, urban is an idea not utterly separate from rural. For
example, "the capitalist relations that drive the city spill over into and reach across space. The rural
supermarket and the city-dwellers second home in the countryside are manifestations of the urban
in the rural."32 As "the rural becomes an extension of the business and leisure space of the city,"33 it
is a near certainty these concepts of urban life will begin to take over aspects of the rural. Identity
and unique characteristics require effort to maintain. This project will attempt to propose a way in
which place identity narrative can be maintained and enhanced.
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In debate on the relationship of urban to suburban, "there is a persistent narrative of the AngloAmerican suburb as separate from the city, in a relationship of binary opposites."34 An element of
this project, is determining suburban compared to rural density. These do not exist as binary
opposites at there is a blurring of the line between them. Politically, however, "rural" and "city" are
very powerful words, and this is not surprising when we remember how much they seem to stand
for in “the experience of human communities.”35 Although in terms of manifestation, urban
elements exist in the rural, it is not permissible to ignore the social identification of these locations.
Building hubs of leisure for the urban dweller in the rural, as examined in the work of Mace,36 is
detrimental to the local identity. The roadside attraction of a township diminishes its place value.
This project will therefore strive to move beyond a cheap and flashy approach.
The political and economic eye of the city is always on the surrounding rural, like that of the king in a
castle surveying his lands. This is an ever-present concern in the urban city due to the reliance on
resources provided by the rural. Instruction issued "[t]hrough the urban-based media and political
arenas … directly concern the management of rural space,"37 where food and production and
material security are always under scrutiny. This project therefore must not diminish the production
value of any land that is in contact with the town; the final design must add value, not remove it.
The conservation of materials is another important aspect of the rural. Paula Pintos describes how
materials can be reused for other projects: in "the McCahon Artists Retreat and the Under
Pōhutukawa House great effort was taken on protecting and avoiding the trees on the site. Those
that had to be removed were able to be used on the [site] for various uses."38 This consideration
must be taken into account in the final design – if material is to be removed, how it can be used
again? Sustainably managing materials such as wood removed from the river could lead to new
design opportunities though incorporating these materials into art or structure.

Arts Industries
This project will aim to create an arts-based industry within the chosen township; e.g., sculpture,
ceramics, and painting. To do so, the project must achieve the three things required by the modern
art landscape according to McCarthy: "First, the arts need a new revenue strategy to replace the
traditional non-profit business model. Second, they need to develop more collaborative approaches
to cope with a more complex operating environment. Third, they need new arguments to generate
more public support in a new political environment."39 This project aims to solve these problems
through architectural design that integrates arts industry into the town (e.g., Donald Judd, Marfa,
Texas). The model must generate profit, collaborate with the town and local government, and
generate public support by adding value and opportunity to the area.
The townships surrounding Auckland are prime locations for establishing such industries. Space
costs are reduced in such areas, making them more accessible to struggling artists. “However, as
34
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marketing and fundraising costs have risen, social pressures have increased to diversify audiences
and serve the broader community.”40 With this need to diversify their workflow, some modern
artists have taken to using residencies and other forms of economic reduction in living costs.
Providing residence/accommodations and other utilities for artists could attract interest from
creatives to the final project. As seen with Picasso’s works in Vallauris, having highly renowned
artists exhibiting in the area with local materials could bring large economic benefit to the township.
To achieve this however, the facilities for production must be in place.
The developed model could be applied beyond the initial project township as well. If successful, the
model could direct the arts industry towards building strong connections to development within
townships as the economic basis for arts. McCarthy argues that this is the direction the industry
needs to take, saying "the sector has adopted arguments based on the arts' broader instrumental –
particularly economic – benefits and their ability to support broader community goals. The sector
hopes that these arguments will produce new funding sources— in particular, dedicated funding
mechanisms for governmental support."41 Once in place, these mechanisms return reciprocal
economic and social gains from the initial support.
When engaging with local government to seek their adoption of the project, it can be offered as
event tourism, which boosts support for local businesses. There are many other projects marketed
according to this event-based model. "Local governments, chambers of commerce, and business
improvement districts in many cities have established monthly ‘art walks’ through designated areas,
encouraging locals and tourists to mingle, browse, and buy—if not a $10,000 original painting, then
at least drinks and dinner from nearby restaurants."42 This idea can thus positively affect the fabric
of the local economy.
Biennale or the art week model of event-based artist involvement could be a key revenue gathering
boost for the township, in addition to developing the arts industry. Events like the Sydney Biennale
bring hundreds of thousands of tourists to the region every two years. Becoming established as an
arts town could position Helensville for key involvement in such an event in the Auckland region.
Another option for developing this project is building in activity-based tourism through creating a
charter where the township is a centre "bundling those activities with other … functions. For
example, in Baltimore, Boston, and Chicago, the cities' arts offices also include their tourism
activities."43 Interlocking multiple local government functions can expand the possibilities.
All of these changes mean a move away from the traditional gallery model as "galleries are
businesses whose primary function is to sell expensive luxury goods."44 Instead, this project
proposes that the goal of any art display within the selected town is to provide peripheral tourism.
This is not to do away with the positive attributes of art galleries, which “serve several important
functions within the arts industry. Economically, galleries are places of art consumption, generally
focusing on visual arts such as painting and sculpture. If artists visit galleries to learn about their
peers' work, galleries may also contribute to enhanced arts production."45 Maintaining the place of
art consumption and peer-based learning is a necessity in a stable art environment.
40
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In terms of space for displaying art within the township, the design needs to provide a range of size
and volume to attract different artists. "Galleries that display very large artworks may require highceilinged open spaces such as those found in older manufacturing and warehouse buildings."46 In
this way, the qualitative building typology for large works is industrial structures. Converting existing
structures located within a township to a new function is a way of engaging with the identity of the
town. However, this must be done in a way that respects factors mentioned earlier in the research.
Another consideration is the typology of artist studio space and display space. When interviewed, MJ
Long, an architect who designs studio spaces for artists, talked about size limitations, saying "it was
really tact and imagination that turned a very limited space into the biggest possible clear area."47
Developing the typical tiny studio space will be a design challenge in this project as the available
sites will play a role in decisions.
The research seeks to develop a potential studio model that maintains the enjoyment of both artist
peers and the wider community. The cultural benefit of engagement should never be understated.
Engagement is a tool that is shown to have positive benefits within society. "With the strengthening
of civil society achievements can be made in, the effectiveness of public services, the creation of
adaptable institutions in the voluntary and community sector and above all the development within
people of the softer skills of cooperation, collegiality, and creativity."48 Such engagement is the basis
for relationships within the community that build pathways for members of that community.
Allowing individuals to experience the arts can forge a passion that carries them into that field. Later
on, this passion can feed into teaching others the craft, perpetuating its practice. "From the
commission's perspective, engagement embraces two-way or systemic relationships between higher
education and community."49 This fostering of engagement is also a positive force in the
maintenance of future identity – both personal and social. Becoming an arts-based town provides its
residents with a home industry in which they can be raised.
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Conclusion
The research and other sources reviewed examine the many different aspects that go into
developing identity, and in particular an arts-based industry within a township. This has resulted in a
set of rules to follow as well as several problems to juggle in the final design. The research reveals a
need for a shift in the current arts-based model. With the development of a more centralised
approach to arts design within a township, many of the identified issues can be addressed.
Architectural planning can be used as a unifying medium to unite separate segments of the design
spectrum to create a more cohesive whole. This will create an architecture with purposeful
programming and a strong connection to place identity.
The literature review highlights the important issues in how to treat space in the project, namely by
applying “space-time” aspects in the transition between sites, maintaining density by using grid
overlays, and integration of arts through business, events, and public involvement. Reflecting
sculptural elements in the architectural design of the town can be used to relate historical and
cultural themes to the underlying context. This exercise was necessary to form the basis of the
design theory used throughout the township for this project.
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Design Precedent studies
As part of the research process, the precedents examined must form strong connections to place
identity. The exemplars need to provide arts-based models that can be translated to sites within the
Auckland satellite town sphere. The final design will respond to the categories of identity, space, art,
and density. Selecting precedents that explore these elements will influence the final design in a
meaningful way.
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Parc de la villette
Location: Paris, France
Designer: Bernard Tschumi
Built: 1984–1987

Located in the 19th arrondissement, this park space, historically the site of slaughterhouses and
meat markets, was transformed by the winning design of Bernard Tschumi. Tschumi sought the
opinions of deconstructionist philosopher Jacques Derrida when beginning to design the space. The
interventions into space can be organised into two main categories: 26 follies organised along a grid
and a pathway-like walk that is inspired by a film strip. The follies allude to the slaughterhouses
(being cut up like meat), with the grid and the pathway forming references to film (film reel and
frames). Tschumi’s guiding "notion of architecture as space, event, and movement is an extension of
Philip Johnson's claim that architecture exists in time, not space."50 In this way, the 26
architectural follies within the park are not the architecture; it is the space in between. Through the
journey along the film like path, Tschumi illustrates his notion of the "space-machine,"51 in which
aspects of architecture are taken apart in space and then opposed to buildings (the follies). The
design was developed in a postmodernist sensibility, which connects his work to that of his
contemporaries such as Peter Eisenman and Steven Holl. The work builds upon the theories of Le
Corbusier and his origination of space.52 The follies can be interpreted in a number of ways (e.g., cut
up meat, frames of a film), creating a new meaning for the park depending on who is viewing it.
The project comes together when treated as a whole; space is the point of inhabitation, with the
follies tying it together. "Laid out as a series of 26 ‘Folies’ covering the area that was once a cattle
butchery, the Park is bisected by three primary axes: a wave-like walkway that suggests the water of
the canal on whose banks the park partially sits; a pathway by the canal itself; and cinematic
pathways that are supposed to lead to areas where events can take place (such as gardens that are
used as camps for children)."53 Together, these features create a sense of place with high levels of
character.
It is as "though the folly frames the landscape or some sort of event transpiring in the park in an
attempt by the architecture to arrest time."54 This use of intervention promotes looking not only at
the follies, but also the negative space. It can be argued that the park records moments in its
negative space, "like a film, the reigning analogy in the park, the two states of being are constantly
tipped at a careful balance with each other. The follies themselves emphasise looking"55 because
they cannot be entered. The follies are organised in a grid. The intention is to create an organised set
of rules, points of intensity, lines of connection, with the mingling of the path establishing views
inside the cells of the grid. This treatment of the space is meant to be experienced as a journey over
an amount of time, helping to understand the folly forms. For the current project, these overlays can
develop the same intensity, connection, and view for the township’s interventions. Besides its visual

50

Waldrep, The Dissolution of Place, 26–29.
Tschumi, Architecture and Disjunction, 257
52
Le Corbusier, and Frederick Etchells, The City of Tomorrow and Its Planning (London, UK: John Rocker, 1929).
53
Waldrep, The Dissolution of Place, 26–29.
54
Waldrep, The Dissolution of Place, 26–29.
55
Waldrep, The Dissolution of Place, 26–29
51

21 | P a g e
Troy Studholme

aspects, Tschumi’s work is "tactile and the kinaesthetic.”56 The need to interact with it provides
another layer of theory: the deconstructed nature of the follies means they are visually confusing,
and touch may be a better way to understand the form. For this project, the forms provided by the
interventions should be experienced both as the space around them (in the style of Parc de la
Villette) and internally as architecture.
Tschumi plays with language in many ways. The French "folie", meaning madness, is a deliberate
reference to schizophrenia, while "les folies" refers to "camp or drag queens," those non-totalisable
practices that fall through the system," the gap between art and life, and "delinquency,"57 changing
the meaning of follie in a political sense to achieve layers of meaning in the work. This subtle way of
interpreting the site, however, could be used in the design process to explore different options at
Helensville.

Figure 2. (top) A number of follies along canal
Figure 3. (bottom left) Single large folly
Figure 4. (bottom right) Overall plan map
Source: Berrin Chatzi Chousein, “Exhibition:BERNARD TSCHUMI: Centre Pompidou,” World Architecture Community (World
Architecture Community, April 14, 2014), https://worldarchitecture.org/architecture-news/pmggh/exhibition-bernardtschumi-centre-pompidou.html.
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Cockatoo Island
Location: Sydney, Australia
Built: 1838

Between 1839 and 1869, Cockatoo Island operated as a prison. It then became a shipping yard until
1991. Listed as a UNESCO World Heritage Site, the location has been revitalised as a national
landmark to preserve its identity and heritage. It hosts a programme of attractions and cultural
events, including art exhibitions, installations, and events. The introduction of a camping site and
café has allowed an economic basis to be formed around the arts industry. It has become a drawcard
during the Sydney biennale, attracting over “850,000 people to the Island in 2018 during the
event.”58 The Island has been used to host private and public art events since its conversion to a
cultural venue.
This project is a relevant exemplar for the research as it provides a model for the formation of an
arts-based industry from a heritage site, creating positive outcomes for the community that engages
with it. The site is organised by a trust that looks after heritage and moulds its identity for the future.
This project wants to create a model that is similar for implementation in Helensville. Integration of
heritage, businesses, and art/cultural development provides a combination that works well. This
type of adaptive reuse and intervention could prove successful in the town-based model for the final
design.

Figure 5. (left) Aerial photo of Cockatoo Island
Figure 6. (right) Sculptures on Cockatoo Island
Source: “Cockatoo Island,” Sydney, Australia - Official Travel & Accommodation Website, accessed October 26,
2020, https://www.sydney.com/destinations/sydney/sydney-city/sydney-harbour/attractions/cockatooisland.

58

“Welcome to Cockatoo Island, Sydney Harbour,” Cockatoo Island - UNESCO World Heritage Site | Cockatoo
Island, accessed October 26, 2020, https://www.cockatooisland.gov.au/en/.

23 | P a g e
Troy Studholme

Vallauris Ceramics, French Riviera,
France
Location: French Riviera: France
Built: 1501 (Picasso visited 1948)

Founded on the rich clay that surrounds it, the town of Vallauris in Southern France has developed a
thriving pottery industry over 500 years, forming its unique identity as a ceramics town. This identity
attracted artists to settle there, adding to its reputation as a craft-based location. Pablo Picasso is
one of the best-known artists to have settled in Vallauris, providing work for the local factories he
chose to collaborate with. By bringing his work to the town, he provided new artefacts unique to
Vallarius.
With parallels to Vallauris, the current project aims to strengthen crafts in a township of Auckland.
This can enhance the town’s sense of self by providing space for artisans and artists, who will in turn
attract people to the town as a destination, not just as a factory for export. Selling work from the
township will benefit both the artists and local businesses (e.g., art supply shops, cafés), also
generating revenue from artist commissions over time.

Figure 7. Photo of Pablo Picasso working on Vallauris ceramics
Source: www.bcn.cat
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Donald Judd, Marfa, Texas
Location: Marfa: Texas
Conversion: 1970s

After leaving New York City in the 1970s, Donald Judd purchased a disused army base, which he had
begun to turn into a gallery before he died in 1994. Situated in the town of Marfa in the middle of
the desert, the gallery provides an example of an arts destination adding to a town's identity. In the
years since the inception of the gallery, it has become a haven for artists travelling to this remote
location. Artists come to experience its unique sense of place and the artefacts left behind by past
artisans, such as the large box installations that are a signature of Judd's work (depicted in Figure 8).
Donald Judd created his gallery in Marfa "to escape the art scene he claimed to disdain."59 By
developing craft within townships, we can provide an option for the artist who do not want to
conform to an oppressive gallery structure and are seeking freedom within their craft. This could
also be a solution to the limitations on artist studio space described by M J Long.60 Further, by
establishing craft-based industries in towns, this use of spaces works in favour of providing income
for the town. In Marfa, other arts-based businesses have arisen out of the Judd presence (e.g., art
supply stores), creating an identity for the town.
A key part of how Judd swayed the locals to accept him when he moved to the town was not only
the rejuvenation of abandoned sites (e.g., the old bank, army base), but his personal involvement
with them, including inviting them to parties.61 Hosting gatherings for the locals warmed them to his
presence. Similarly, organising local events rather than just tourist events could be part of the
current project. The Judd foundation still holds gatherings for locals to maintain good relations.

Figure 8. Photo of box installations
crated by Donald Judd
Source: www.npr.org

Figure 9. Photo of interior of hangers
used as gallery
Source: www.flickr.com
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Event based art
COLOMBO ART BIENNALE 2016
Location: Dispensary Lane, Slave Island, Colombo, Sri Lanka
Date: December 2016

A biennale is an art exhibition event held every two years that aims “to create a platform for
dialogue, networking, and knowledge sharing for contemporary art.” 62 By providing a platform for
artists, creators and audiences to meet, a biennale creates an atmosphere where arts can thrive.
Taking place on a large scale often spanning cities, the events contribute to “Educational initiatives
and cultural experiences for diverse professional and non-professional audiences.”63
In particular, the Colombo Art Biennale 2016 is a useful exemplar due to a “strong focus on
Community Engagement.”64 Assisting in the event as a student provided me with a point of
reference for the current research. The focus of the biennale project resembled the goals of this
project – engage with creators to bring arts to the city. Development of murals, interventions and
engagement with local professionals were achieved during the event. A township based on arts
could also support all these activities, generating revenue in the process. The community was a key
part of the biennale event, which engaged with local shops, key figures in the community and the
public. The involvement of these groups helped us as outsiders to understand the identity of the
place. Education on history and community was provided by the locals. Dispensary Lane is a
community whose members support each other. Over the time I spent there, there was always
someone offering to help and wanting to engage with the project. The need to utilise used resources
and borrow materials is a fact of life for this community. Taking this on in our projects, we
attempted to make architecture with a few pots of paint and borrowed planters. This showed us
that sometimes space just needs “attention and people to experience it.”65 The place identity was
bustling and colourful. The density meant we were always near to someone and could see colour
covering every wall around us, with every spot of space used. Different from Colombo, the towns
surrounding Auckland are lower density environments with different styles. While materials can be
reused through townships as well, a key point will be to reuse space that is inactive as a
manifestation of reuse.
The main point of difference is that this project wants to establish a permanent industry, not just an
event. However, that is not to say events cannot be a part of the process. The township could
benefit by engaging with local arts events such as Auckland’s “arts week”. More sales from industry
related stores in the town, café visitors and art sales would be benefits of involvement with this type
of event. “Glow Week” would be another prime opportunity for the community, which could
convert reserve or park space for an architectural exhibition for the weekend as a manifestation of
the identity this project wants to build.
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Figure 10. (Top left) wall mural, Colombo Art Biennale 2016 – By the
researcher
Figure 11. (Bottom left) roof top canopy installation, Colombo Art
Biennale 2016 – By the researcher
Figure 12. (Right) art week installation for “glow”, Devonport 2017–
By the researcher
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Place identity of cities
Most major cities around the world have a character unique to them. This character develops
through different cultural movements (artistic or political), historical events and most of all people,
who add a national and local zeitgeist. Taking New York City as an example, it is a hub for American
cultural movements – the gay rights movement and Harlem Renaissance were cradled in New York.
Arts flourish in New York, with jazz, modern dance, and theatre defining eras of the city’s
development. The visual arts are a major part of the New York’s fabric as the city is the centre of the
global art market.66 The historical events that have taken place in New York shape the rest of
America, for example the September 11 attack on the World Trade Center and the Occupy Wall
Street protests. New York is one of the most diverse locations in terms of people on the globe, with
all these groups contributing to the identity of the city.
The architecture of the city has been moulded by this growing identity. It is the people inhabiting a
space that create identity and history – "Architecture doesn't exist without bodies in it ... space
doesn't exist in itself."67 Therefore, for this project people must be the priority. How they interact
with the interventions will define the town’s identity, day to day into the future. New York supports
its arts and this is reflected in the fabric of the culture within the city. Supporting the arts within a
township could be the start of similar cultural change.
New Plymouth is a New Zealand example of city identity integrated with the arts. A large part of the
success of New Plymouth’s art scene is due to Len Lye’s donation of his works. The Len Lye
Foundation entered into an agreement with the New Plymouth City Council to display the works for
the benefit of the public. “The Foundation has always enjoyed a close working relationship with the
Council and the gallery,”68 and the kinetic sculptures and other works have become part of the
town’s fabric. The Len Lye Centre is a key feature of the area and other galleries have developed
around it. The arts industry of the city has developed from a series of interventions, which is the
intention of this project at the level of the township.
Events are a key part of New York and New Plymouth’s success. By allowing space for venues and
working with the developing arts industry in the town, the project can capitalise on this as well.
Similar to Len Lye in New Plymouth, Jeff Thompson is a well-known artist living locally who might
donate works to Helensville. As an Auckland born artist, Thompson could connect with the project,
integrating his corrugated iron sculpting style into installations, putting Helensville on the map as a
place to visit.
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Center for an Urban Future, accessed October 21, 2020, https://nycfuture.org/.
Walker, Tschumi on Architecture, 100.
68
“Len Lye Centre,” The Len Lye Foundation - Len Lye Centre, accessed October 26, 2020,
http://www.lenlyefoundation.com/page/len-lye-centre/5/.
67
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Figure 13. (Top): SHELLS, by Jeff Thompson, corner Waring Taylor Street and Lambton Quay
Source: https://www.sculpture.org.nz/the-sculptures/shells

Figure 14. (Bottom): The Len Lye Centre in New Plymouth
Source: https://govettbrewster.com/len-lye/centre
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Site selection
The next step in the research process is identifying the appropriate site. The satellite townships
considered are Helensville, Warkworth, and Kawau Island. I will now examine these townships for
suitability as a plausible site. I have chosen the sites based on my personal experience with each.
When visiting the sites in the past, I had imagined what could be established for each. This project is
a manifestation of these thoughts. The sites are evaluated in relation to the opportunities they
present for implementing the ideas explored the literature and precedent reviews.
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Helensville
Helensville is seen as an option because of its sand plant, which presents possibilities for developing
glass-based craft, and timber industry, which could provide a basis for carving as an industry.
History
The original inhabitants of the area were Ngati Whatua o Kaipara, who named it "Te Awaroa” – "The
Valley of the Long River".69 After moving to the area, settlers John McLeod and his wife Helen built a
kauri home in 1862, which was referred to as "Helen's Villa", later becoming the town's name.70
While building the house, John McLeod and brother Isaac established a timber mill in 1863.71 Kauri
was the primary export of this mill until its closure in 1890.72 This business became known as the
Helensville Timber Company.
In 1864, the thermal hot water springs of neighbouring town Parakai began attracting visitors to the
region.
The "Kaipara Dairy Company" was established in 1911, becoming the town's primary industry until
the dairy factory closed in the late 1980s.
Currently, the sand plant owned by Winstone Aggregates produces one of the most widely used
sands for cement in New Zealand. "Suitable for all domestic concrete applications, and most
commercial jobs. Kaipara sand is one of the largest single product lines we supply and is available in
bulk."73
The take of sand increased heavily in 2005 due to the protection of eastern beaches, with "sand
extraction now banned at Pakiri Beach and Mangawhai."74
Attractions
Gibbs farm owned by Alan Gibbs
Kaipara Coast Sculpture Gardens
Visitors
5000 visitors a year75
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“About Helensvilles’s heritage,” Helensville Online, accessed October 26, 2020,
http://www.helensville.co.nz/general/history.htm.
70
“About Helensvilles’s heritage,” Helensville Online.
71
“Kaipara Harbour and Milling,” Helensville Museum, accessed October 26, 2020,
http://helensvillemuseum.org.nz/harbour/.
72
“Helensville Mill,” Te Ara Encyclopedia of New Zealand, accessed November 2, 2020,
https://teara.govt.nz/en/photograph/16107/helensville-mill.
73
“Sand: Sustainably Sourced Sand Products from the Kaipara Harbour,” Atlas Concrete, accessed August 16,
2020, https://atlasconcrete.co.nz/quarry-products/sand/.
74
Anne Beston, “Search for Sand Turns to Kaipara,” 6 April 2005, https://www.nzherald.co.nz/nz/search-forsand-turns-to-kaipara/HX6TQCWV7Y6V7FOAI5EUODL3M4/.
75
“Helensville today,” Helensville Online, accessed October 26, 2020,
http://www.helensville.co.nz/general/helensvilletoday.htm.
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Warkworth
Warkworth has a limestone mine which presents possibilities for creating concrete and developing
this material into a sculpture-based industry.
History
In 1843 John Anderson Brown purchased land in the area, naming it after his birthplace in England.
In the 19th century, kauri forests provided an industry based around timber, including for
shipbuilding. The settlers also developed orchards. Working with John Southgate, who had been
making lime since 1851 by burning local limestone in a kiln in Warkworth, Nathaniel Wilson
established the Mahurangi Cement Works in the 1880s, the first in Australasia to produce Portland
cement. As with Helensville, the kauri industry was strong in Warkworth. A kauri mill was established
there due to the huge demand for ships. In the 20th century, orchards made way for dairy and sheep
farms.76
The kauri industry collapsed in the early 1900s; however, the 400-metre water race created for the
logs is still visible today. Browns Mill operated on the northern side of the Mahurangi River from
1844 to 1865. It was powered by a waterwheel fed from a race that ran from an upstream dam.77
The Mahurangi cement works were closed in 1929 after amalgamation with the New Zealand
Portland Cement Company,78 with operations moving to a centralised location.
Attractions
Sheep World, beaches, and sailing.
Visitors
In the 2019 financial year, visitors to the Warkworth i-SITE increased by 8 percent to almost 40,000
people.79
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“Warkworth,” NZ History, accessed October 26, 2020, https://nzhistory.govt.nz/keyword/warkworth.
“More of Warkworth's History Uncovered,” OurAuckland, accessed October 26, 2020,
https://ourauckland.aucklandcouncil.govt.nz/articles/news/2018/10/more-of-warkworth-s-historyuncovered/.
78
“Mahurangi Cement Works,” Engineering New Zealand, accessed October 26, 2020,
https://www.engineeringnz.org/programmes/heritage/heritage-records/mahurangi-cement-works/.
79
“Warkworth i-SITE records rise in travel numbers”, Local Matters, accessed October 26, 2020,
https://www.localmatters.co.nz/news/14568-warkworth-isite-records-rise-travel-numbers.html.
77
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Kawau Island
Kawau Island is considered because of its copper mine, which could provide material for sculptures
or craft components.
History
There is evidence that the original inhabitants of Kawau Island were from the sea-faring tribes of the
Ngatitai and Ngatiwai, “possibly from the first migration to New Zealand."80 After the original
custodians of the land came an individual by the name of Mr Wheelan. He reputedly became the
owner of Kawau in exchange for two or three muskets and gunpowder.
A manganese mine was established on the Island in the 1840s, and acquired by James Forbes Beattie
in 1841. Over the next decade, Kawau Island was developed due to the for agriculture and grazing.
In 1844, Alexander Kinghorn and his miners accidentally discovered copper. This resulting expansion
of the manganese mine led to further work on the Island and additional equipment was set up.
In 1855, the mining company sold the Island to Hugh Mackay and Edward Spence, after which all
mining operations on Kawau stopped. Then in 1862, the island was purchased privately by one of
New Zealand's first governors, Sir George Grey.81
It is unlikely that the mine still holds any ore. "The probable output of about 3,000 tons almost
certainly exhausted all the richer ore, and the low value of the remaining ore may well have been
the more pressing of many reasons for abandoning the workings. The workings were dewatered in
1909, but no ore was extracted, and drilling in 1953–55 failed to find a workable extension of the
lode."82 It seems that any remaining materials in the mines are so sparse that the investment
required to retrieve them would be a waste of resources.
In 1999, the restoration of native trees to the island took place, administered by the Department of
Conservation.
Attractions
The attractions of the Island are its walking tracks, Maori pa sites, old copper mines, a pumping
engine house, and a small smelter, as well as native bush, redwood trees, and beaches.83
Visitors
6000 visitors a year.84
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“Island History,” Kawau Island, accessed October 26, 2020, https://www.kawauisland.org/kawau-islandhistory.
81
“Island History,” Kawau Island.
82
“Kawau Island,” An Encyclopaedia of New Zealand 1966, accessed October 26, 2020,
https://teara.govt.nz/en/1966/kawau-island.
83
“Kawau Island,” An Encyclopaedia of New Zealand 1966.
84
“Escape to Kawau Island,” Kawau Cruises, accessed October 26, 2020, https://kawaucruises.co.nz/.
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Conclusion of Site selection
Following an assessment of the relative strengths of the three possible sites, a location for the
project can be chosen.
Kawau Island
The strength of Kawau Island are its connection to history and celebration of nature. However, to
establish a project based on building a town there would be disrespectful to the past, and to the ongoing conservation work. Another problem is the supply of copper; small runs could be made of the
last of the material, but would it be enough as the basis for establishing an industry? This researcher
thinks not. Because of these limiting factors, Kawau Island will be passed over as an option.
Warkworth
With its established identity for providing interactive farm experiences for tourists and a
transportation hub to islands in the Hauraki Gulf, Warkworth has a strong tourism sector. Though
there is a strong case for examining this location more closely for the project, a town that requires a
character augmentation would seem a more suitable candidate. Further, the existence of the lime
mine is not sufficient reason on its own to pick this site. If the cement works were in operation
however, Warkworth would be a strong candidate.
Helensville
This examination process has shown that Helensville will serve my research well. With its rich
history, the town has a strong identity; however, it is lacking vitality in certain areas. Enhancing the
township could provide a boost from visitors and help the existing enterprises in the area. The
nearby Gibbs Farm and Kaipara Coast Sculpture Gardens are both sculpture-based attractions that
could benefit from tourism. Because Helensville lacks a production industry, "the town now looks to
tourism to lead it into the new millennium."85 However, the numbers do not back this up this claim.
By building on the interest in sculpture in the area through involving the main township in art,
Helensville’s identity can be enhanced into the future.
Moving forward, Helensville will be the project site.

85

“About Helenville’s heritage,” Helensville Online.
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The identity of Helensville
This segment is a reference for the project to return to when developing the final design. In simple
terms, it states what makes up Helensville's identity. Helensville has known four main eras: preEuropean history, the time of Ngati Whatua o Kaipara's guardianship of the land; 1862–1911 where
the main development of the town took place on the back of the kauri industry; 1911–1987 when
following the fall of the kauri industry, dairy rose to take its place. It is during these eras that the
historic structures of Helensville were created. In the present era, 1987–2020, the town has relied
on its history to bring in tourism. Compared to the previous two eras, the current era is defined by a
stagnation of the main township’s development. The identities of all eras are heavily connected to
the river the town sits next to – Te Awaroa. Many locations throughout the township need to be
reactivated to bring them into the modern age.
Helensville is a rural community that is developing a suburban form of density. Businesses such as
Mitre 10, Countdown and the Parkview housing development are manifestations of the beginning
suburbanisation in the area. In my opinion, now is the time to assert the identity of the township.
The local Lions club and historical society are currently the main champions of Helensville’s identity.
Both in the township and the wider Kaipara region, sculpture has a manifested as an art form
endorsed by a strong following. Capturing this interest in the industry will benefit artists, collectors,
the township, and the public. Gibbs Farm and the Kaipara Sculpture Gardens have become
inspirational touch stones and it is time for Helensville to develop its existing sculpture industry to a
similar standard.
This town was once a powerhouse of the region, but has since slipped into obscurity. By activating
spaces, providing meaningful industry, and returning pride to the township this project proposes
awakening Helensville from its passive sleepy ways. When starting this project, I assumed that such
towns already had drivers for the future. However, I discovered Helensville lacked any sense of
direction, a situation that could be reversed.
By incorporating business based on the arts industry, an economic form of production can return to
the area. Art auctions held at exhibit spaces, art supply shops such as Gordon Harris, framers, and an
integrated arts week are all examples of ways Helensville can benefit from embracing this industry.
Another benefit could be to local businesses, as arts attractions will mean more visitors to places
such as the Grand Hotel and local cafes.
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Design stage one – context analysis
Now that a location has been chosen, the next stage is to establish the identity of the township
through research. This will provide the basis for a record of the character of the township and the
broader context of the area. The depictions shown in the figures and recorded information are key
tools for the later stages of the project’s development.
The first set of images depict various bodies that relate to the town of Helensville. These simplified
silhouettes are basic representations that interpret the mass of the region at different scales.
This figure depicts a summation of the town's structures, giving the overall physical mass of the town
of Helensville.

Figure 15. The physical mass of Helensville, with the main road shown
as a white line – by the researcher
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The next figure depicts the waters of the Kaipara Harbour, on which Helensville sits at the southern
edge.

Figure 16 Waters of the Kaipara
Harbour – by the researcher

Figure 17 depicts the state of pre-European kauri forest in the region. The pioneers of the kauri
industry founded Helensville.

Figure 17. Pre-European
kauri forest located in
Kaipara – by the
researcher
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The next figure depicts a layering of wooden tiles that represent each silhouette.

Figure 18. Wooden tiles cut
for the figures by the
researcher

Increasing levels of examination
Now starting at a large scale and travelling down to individual sites, an examination of historical and
arts-based points of intensity will be conducted. By recording the context of important historical,
material, and arts-based industry, a model of identity can be created.

Figure 19. identifying key locations – by the researcher
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Gibbs farm
Located 23km north of Helensville, this 400-hectare property was acquired in 1991 by Alan
Gibbs.86 Gibbs began the process of acquiring sculptures for a collection shortly after purchasing
the property. The collection is curated by Rob Garrett and Gibbs himself, with each installation
requring Gibbs' agreement. The site includes significant artworks "by Graham Bennett, Chris
Booth, Daniel Buren, Bill Culbert, Neil Dawson, Marijke de Goey, Andy Goldsworthy, Ralph
Hotere, Anish Kapoor, Sol LeWitt, Len Lye, Russell Moses, Peter Nicholls, Eric Orr, Tony Oursler,
George Rickey, Peter Roche, Richard Serra, Kenneth Snelson, Richard Thompson, Leon van den
Eijkel and Zhan Wang."87
As described by Gibbs, the installations located on the farm are large scale works in an "abstract
minimalist style."88 The scale of the sculptures and calibre of the artists behind them have made
Gibbs farm a world-renowned collection, within 20 minutes of Helensville. The collection
possesses works that incorporate elements of the landscape, reflecting the context where they
are located. My project’s aim is to achieve a similar level of contextual awareness in the final
design. Relating this closely located precedent to the project allows for an integration of
identity. Sculpture will play a part in designing the critical components of the plan.

Figure 20. (left) Dismemberment, Site 1, Artwork by Anish Kapoor
Figure 21. (right) 88.5° ARC x 8, Artwork by Bernar Venet
Source: https://www.gibbsfarm.org.nz/venet.php
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“The Farm: Alan Gibbs,” Rob Garrett Curator accessed October 26, 2020,
http://www.robgarrettcfa.com/content/2009/06/01/the-farm-alan-gibbs.
87
“About,” Gibbs Farm, accessed October 26, 2020, https://www.gibbsfarm.org.nz/about.php.
88
“About,” Gibbs Farm.

39 | P a g e
Troy Studholme

Kaipara Coast Plant Centre & Sculpture Gardens
Located 15km north of Helensville, these landscaped gardens featuring "40 selected sculptures by
leading New Zealand artists"89 offer a location for sculptors’ works. The area was designed in
collaboration with "the Centennial Park Bush Society and Council staff."90 In addition to the gardens,
the site possesses a café with profits going towards developing the land. With rotating exhibits and
the natural context they inhabit, the sculpture gardens offer an exhibition space that diversifies the
area.
This project is a microcosm of what the project aims to achieve within the township – an integrated
context and industry working together to benefit the overall prosperity of the area. This site is
another example of sculpture being used as a dominant art form of the Kaipara region. The style of
the artwork is smaller and diversified, making the exhibit rural in its execution. The exhibition is not
as highly curated as a high-end gallery space, allowing lesser-known artists to build their reputation
from here. Many of the exhibits encourage interaction, giving a tactile experience of the art.

Figure 22. (left) Jo May, Outdoor Garden Painted work
Figure 23. (middle) Ema Frost, Sleeping Holi Hine, Snowflake and Dinkie, Sculptural work
Figure 24. (right) Lipika Sen & Prabhjyot Majithia Jugalbandi, in the PARK, Interactive work
Source: https://www.kaiparacoast.co.nz/sculpture_exhibitions.php

89

“Kaipara Coast Sculpture Gardens,” Kaipara Coast Sculpture Gardens, accessed October 26, 2020,
https://www.kaiparacoast.co.nz/sculpturegardens.php.
90
“Our portfolio,” Kaipara Coast Sculpture Gardens, accessed October 26, 2020,
https://www.kaiparacoast.co.nz/landscape_portfolio.php
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Mt Rex Shipping-Atlas
Located 3 kilometres from the Helensville township, the sand quarry is an asset owned by the Atlas
Concrete Company. Kaipara sand is the "largest single product line"91 produced by the company and
is mined at this site for sale both commercially and domestically. The product is ideal for use in
concrete and other wet mixes. Glass itself is not produced at the Kaipara quarry. Atlas does,
however, provide quartz sand for use in creating optical glass within its portfolio.
Kaipara sand is a material that is unique to the region and which could be incorporated into the
design of the town for this project. Concrete elements could be cast as a form of sculptural
mouldings. Using this material in areas of the design will add local context to the structures and
create a consistent material identity within the township. Using locally sourced materials will help to
maintain and enhance identity and economic development in the region.

Figure 25. Photo of Atlas sand plant – by the researcher

91

*“Sand: Sustainably Sourced Sand Products from the Kaipara Harbour,” Atlas Concrete.
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Woodhill Forest
Located on the west coast, Woodhill forest, also known by its ancestral names "Te Kēti, Kuwakatai,
Waionui, Korekore and Ōkiritoto"92 is an important fixture. It is part of the land returned to Ngāti
Whātua o Kaipara in 2013. The forest, a "12,500 hectare" mix of exotic and pine trees, is an
economic asset to the tribe.93 The pine produced here is a versatile and sustainable material used in
structures throughout New Zealand.
Interacting with this material and keeping it in the Kaipara region will support coherent design. The
town of Helensville was founded on a timber industry based on kauri. Wood has been and still is an
important resource to the township, and will be a prime material for the project. This project will use
elements of timber in its design, favouring Woodhill pine over reclaimed kauri due to its scarcity.

Figure 26. Photo of Woodhill forest
Source: https://www.pinterest.nz/pin/289778557273780901/
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“Homepage,” Woodhill Forest, accessed January 11, 2020, https://www.woodhillforest.co.nz/.
“Woodhill & Ararimu Block (Riverhead) Forests – Filming and Event Prospectus,” Woodhill Forest, accessed
January 11, 2020, https://www.woodhillforest.co.nz/wp-content/uploads/2018/05/Woodhill_InteractivePDF_LR.pdf
93
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Conclusion
Examining the wider context of the township establishes key design. Due to its strong influence in
the region, sculpture will be the key arts industry, with the design exploring opportunities for its
development within the township. The influence of Gibbs farm and the Kaipara Sculpture Gardens
cannot be overlooked. Having an internationally regarded high art collection and sculpture venue
supporting local artists located within 23km of Helensville will be a huge asset to developing my
project. In order to cohere this existing intent within the region and harmonise it with the local
identity, sculpture is chosen as the arts industry to integrate with architecture.
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Helensville context investigation.
At this point, the scope of investigation can be narrowed again to take a thorough look into sites
within the township. This investigation will help establish history as well as place identity. Once
a profile of suitable locations is established, the final design can begin to be created. However,
the importance of establishing the identity of individual sites cannot be overlooked. The
individual characteristics and history of each site will inform the design, leading to place
identity. By doing this, the completion of the key aspects of the project can be achieved, namely
enhancing identity and establishing an arts industry.

Figure 27. Model of Helensville –
created by the researcher
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Figure 28. Historical locations in Helensville – created by the researcher
Figure 29. Classification of structures in Helensville – created by the researcher

Model
Helensville- created by the researcher
TroyofStudholme
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Kaipara Co-op Dairy Company
The Kaipara Co-op Dairy Company was established in June 1911 when a collective of 11 farmers
moved the Wayby butter factory to Mill Road on the banks of the Helensville River.94 On September
4 of that year, the factory took in its first delivery of milk for churning. Subsequently, dairy farming
and the creamery became the town's main industries through until the 1980s, when the company
was acquired by another company, which eventually merged with others to form "Fonterra". The
steady decline of farming in the region and the ripples from "Black Monday 1987" led to the closure
of the factory. Following their life as a creamery, "in 1987, the buildings were sold to Martec
Industries"95 for fruit juicing operations before the company liquidated in 1989. Since then the
buildings have remained vacant. The buildings were sold in 2012 to the company Buttermill Lane,
who intended to redevelop them.96 Apart from the removal of several sheds on the 13,688sq.m97
site, no change has occurred since then.

Figure 30. Can of milk powder from factory
Figure 31. Can of ice-cream form factory
Figure 32. Images of chocolate bars from factory
Source: https://longwhitekid.wordpress.com/category/kaipara-co-operative-dairy-company/

The closure of this industry had a significant financial and social impact on the township and this is
something Helensville is still dealing with to this day. Despite having such a rich history and amazing
available sites, there has been no plan with which to move forward and recover. During 2011 in the
lead up to the auction of the dairy factory site by Bayleys, the town council engaged with the
community seeking ideas for the site. Many submissions were made, including ideas from the artist
community of the area. One such proposal by Arwen Flowers had similarities to this project. The
idea was to "establish an independent artist/community run arts centre in central Helensville that is
seen as the hub or heart of Helensville in that it services local artists, designers, community groups,

94

C. M. Sheffield, Men Came Voyaging (Helensville, NewZealand: Helensville & District Historical Society, 2011).
“Kaipara Co-Operative Dairy Company,” longwhitekid, accessed October 26, 2020,
https://longwhitekid.wordpress.com/category/kaipara-co-operative-dairy-company/.
96
Caryn Wigmore, “Sale Draws Pressure,” Stuff, 7 March 2012, http://www.stuff.co.nz/auckland/localnews/nor-west-news/6543345/Sale-draws-pressure.
97
“Kaipara Dairy Factory – Communispace,” 'Our' South Kaipara, accessed October 26, 2020,
https://sites.google.com/site/actionsouthkaipara/projects/kaipara-dairy-factory---art-space.
95
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schools and wider community needs while also drawing in visiting artists, designers, residents and
tourists from wider Auckland and beyond because of its diversity and vibrant culture. A centre that
could meet those needs and produce such an outcome would be instrumental in breaking down
barriers between the artistic community and the wider public, placing Helensville on the map and
contributing to its growth and success as a thriving township."98 There is clearly a desire in the
community to establish a project like this within the township. In New Plymouth, a large portfolio of
work donated by Len Lye was then displayed by the local council, creating a point of contact with the
arts for the public. Using the factory as an architectural location for arts to meet the public could
start this cultural shift in Helensville.
Developing an architectural identity for the landscape could be a contribution in moving the
discussion along. A reincorporation of the dairy theme into the design as well as sculpture studios
and exhibition spaces is how I envisage the project moving forward. Restoring structures on the site
in a way that preserves their heritage and give them a use again is paramount to enhancing identity.

Figure 33. Photo of dairy factory 2020 – by the
researcher

98

Arwen Flower, “Expression of interest for finding for the ARST Fund,” ‘Our’ South Kaipara, accessed October
26, 2020, https://sites.google.com/site/actionsouthkaipara/projects/kaipara-dairy-factory---art-space.
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Aerials of the site over time

Figure 34. (top) 1:2500 aerial of site, 1965
Figure 35. (bottom) 1:1000 aerial of site, 2018
Source: https://www.aucklandcouncil.govt.nz/geospatial/geomaps/Pages/default.aspx
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Site of the historic courthouse, 20 Commercial Road
Opening in 1864, the courthouse served as a district and Maori Land Court. During the year of 1865,
the location was also used as a dispensary before discontinuing that function due to a lack of
patronage. The courthouse was used until 1979, after which the land was reacquired by Ngati
Whatua. In 1982 the courthouse was moved to the historical society's lot on the Helensville River
Reserve, where it has remained. 99 The lot itself has remained empty since the removal of the
courthouse.
The location of the site within the town allows easy access to the bus route, train tracks and river
side walkway. This connection with all points of movement into the town makes it a potential site
for a transport hub, however because this land has been returned to Maori, my design must be
approached with sensitivity. The design cannot be exclusively for one purpose and must enhance
and return cultural and tribal use of the site.

Figure 36. (left) Old courthouse 1960’s
Source: http://www.helensvillemuseum.org.nz/village/

Figure 37. (bottom) Photo of site 2020 - by
the researcher

99

“Helensville Museum & Pioneer Village,” Helensville Museum, accessed October 26, 2020,
http://www.helensvillemuseum.org.nz/village/.
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Helensville Post Office
The historic Helensville Post Office was built in 1911 as the density of the township increased. After
New Zealand Post closed the post office, it became the Helensville's Women & Family Centre.
The site is interesting to the project as it overlooks a large section of the river, providing a point
where all proposed sites are visible. The site is also a connection point to the riverside walkway and
would be valuable to incorporate in some way. Adapting a river facing room or creating an additional
structure at the rear of the site would provide a point of connection for the project. In either
instance, design iterations will be explored.

Figure 38. (top left)
First floor plan
Figure 39. (bottom
left) West elevation
Figure 40. (top right)
Ground floor plan
Figure 41. (bottom
right) Photo of post
office
Source:
http://www.helensville.co.
nz/popups/postoffice.htm

Figure 42. (left) Cast module of post office interior
in the style of Rachel Whiteread – by the researcher
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Wharf sites along the river
The river Te Awaroa, flowing throughout the history of the township and before, has been an
integral element of the district. Ngati Whatua used the river as a highway before Europeans set foot
in Aotearoa. When the town was settled in 1862, the river provided a way to transport kauri out to
the harbour. Since the days of kauri many docks, commercial and private, have sprung up along the
river, some falling away to time. Today there is a small collection of private wharves located along a
section of bank within the town. These wharves are filled with boats of locals, which are used for
recreational purposes.
This connection to the river is a key feature my design must address. A re-development of the
existing docks would aid in a restoration of this part of the town’s identity. There needs to be an
engagement with the river, therefore the project proposes developing some wharfs to allow public
access. There are currently only light connections to the river through observation points along the
walkway; however, these a static observation of the river. Reaching out to the river with piers would
connect the public in a more direct and visceral way.

Figure 43. (top) Aerial view of the
wharf site – by the researcher
Figure 44. (bottom) Photo of the
wharf site – by the researcher
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Walkway
The walkway has been an ongoing project of the local Lions club since 2001. The walk connects the
top of Commercial Road to Mill Road along the riverside. This project is the only way for residents
who do not possess a boat to interact with the river itself. This makes the walk a key feature of the
area, and a point of identity that can be improved. The walk itself stops before it gets to the reserve
and historical society museum (depicted in Figure 47); connecting these two sites via the wharves
could benefit both. This change would add value by developing the old rotting wharves into an asset
as a trade-off for a form of public connection to the site.
This walkway will also serve as a major circulation connection for the interventions into the
township. Connecting the walkways (depicted in Figure 48) via a site alongside the river will begin to
form a connection to place identity that the sites are currently lacking. Why have these sites along
the river and provide no connection to it? I believe this is due to a lack of motivation for change and
willingness to put money into the site. Using funding to develop the area as a public walkway would
be a change the boat owners could get behind. Developing the riverside aspects of Helensville will
connect the township to the river that flows through it.

Figure 45. (left) Photo of covered seating along the walk – by the researcher
Figure 46. (right) Photo of the pathway – by the researcher
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Figure 47. (top) Existing walkway – by the researcher
Figure 48. (bottom) Proposed connection – by the researcher
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Local sculpture artists and
collections
As stated previously, sculpture is the main arts industry that will be engaged with to inform design
choice. Accordingly, sculpture has been investigated throughout the township to see what exists
already. The following local artists have been located by the research.

Canny Creations
Canny Creations NZ is a metal sculpture company run by a sole owner-operator. The creations are
laser cut from Corten steel because of its rusting properties. The creator’s works are exhibited in the
Kaipara Coast Plant Centre & Sculpture Gardens

Figure 49. Example of weta sculpture by Canny
Creations NZ
Source: https://www.cannycreationsnz.online/3dpieces?lightbox=dataItem-k4wb1q6y

2386 State Highway 16
This property houses a private collection of sculptures visible by road as one enters the town. This
eclectic collection is a show of private passion.

Figure 50. 2386 State Highway 16 –
photo by the researcher
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Helensville Community Recycling Centre
Exhibits sculptures made by a collective of welders; visible from Mill Road.

Figure 51. Helensville Community
Recycling Centre robot – photo by
the researcher

Carved seats
At two points along the walkways of Helensville, wooden benches have been placed with intricately
carved logs worked into their design. These works are another manifestation of this town’s
connection to sculpture. Created by local carver Denise Marshall in association with community
volunteers, these works form part of the Lions Club 2014 riverside walkway extension. Denise
Marshall could be commissioned to create further works for the walkway development plan in this
project.
Figure 52. (right)
Photo of Denise
Marshall’s carved
seat 1 – by the
researcher
Figure 53. (left)
Photo of Denise
Marshall’s carved
seat 2 – by the
researcher
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Conclusion
How this project will engage with the town
In addition to the wider context of Gibbs farm and the sculpture gardens, there is a strong sculpturebased environment evident throughout the landscape of the town. Creating an environment through
architecture to support this would be a strong way to connect to an important aspect of the town’s
identity. This project aims to bring this form of art to the forefront in the town and open discussions
about what other industry can do to enhance the local identity and economic growth. The inclusion
of events such as an “arts weeks” could bring tourism to the township on an increasing level every
year, such as has occurred with the Sydney and Sri Lanka biennales.
Taking on board Enrique Walker’s view that “architecture doesn't exist without bodies in it,”100 sites
have been identified that need activation, e.g., the dairy factory, 20 Commercial Road, and the wharf
site. There are other sites throughout Helensville that are suitable for arts industry interventions and
can be connected by the riverside walk. The dairy factory can be converted into studio, exhibit and
café space. The empty site at 20 Commercial Road can be used for a meeting place for artists to
engage with the locals in gathering like those held at Donald Judd’s estate in Marfa. This site could
also connect the railway to the project. Using the riverside walkway address the problem of “autocentaurs” discussed in Suburban Discipline.101 If there is no drive through way to fully experience the
site, this will encourage fuller engagement between visitors and the sites. All sites of interest,
historical points and connection to river walkway can be seen in Figure 54, which provides the basis
for the interventions.
Another major influence this project will follow is the grid based intervention system used by
Bernard Tschumi in Parc de la Villette. By using a grid, the project can maintain a similar level of
density and organisation to the existing structures of Helensville. The grid for this project, depicted
in Figure 55, has been generated using the existing roads and lines of structures present in
Commercial Road, the adjoining streets, and Mill Road. This resulted in the offset diamond grid form
presented. This grid conforms well to the way the layout of the town bends around the river and will
be used to place points of intensity/lines of connection throughout the plan.

100
101

Walker, Tschumi on Architecture, 100.
Land and Miller, Suburban Discipline, 9.
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Figure 54. (top) Proposed sites (red), walkway (blue) and historical locations (orange) – by
the researcher
Figure 55. (bottom) Grid overlay – by the researcher
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Sculpture in architecture
When looking at the relationship of sculpture to architecture, there are two main explorations of the
idea. Through ornamentation sculpture is used to decorate structural elements, as often seen in
antiquity. The second exploration occurs in the architecture itself, with the form becoming the
sculpture; this is a more modern style. Robert Venturi explained the difference in terms of “ducks”
and “decorated sheds”. Ducks are “where the architectural systems of space, structure, and program
are submerged and distorted by an overall symbolic form,”102 whereas in decorated sheds the
“systems of space and structure are directly at the service of program, and ornament is applied
independently.”103 In other words, in the duck typology, form is affected by what it is trying to
represent, whereas “decorated sheds” exist as architectural elements independent of their use, with
ornamentation used to indicate their function, e.g. shop signs. This explanation is illustrated by a
structure that sells duck based products (depicted in Figure 56).
This choice has always been a consideration for the architect, however it has become more obvious
as the use of decorative elements has become subdued over time. This way of using sculpture in
architecture has developed with technology as well; more forms have become available to architects
because technology can provide structure that is able to support itself.
The final design of this project will incorporate both stratagems, using the “duck” to influence forms
specific to Helensville (e.g. kauri seeds used as seating) and the “decorated shed” to inform the
programme of existing structures (e.g., incorporating an ice-cream business into the old dairy
factory).

Figure 56. Illustration of duck vs
decorated shed
Source:
https://99percentinvisible.org/article/lesson
s-sin-city-architecture-ducks-versusdecorated-sheds/

102

Kurt Kohlstedt, “Lessons from Sin City: The Architecture of ‘Ducks’ Versus ‘Decorated Sheds,’” 99% Invisible,
1 January 1970, https://99percentinvisible.org/article/lessons-sin-city-architecture-ducks-versus-decoratedsheds/.
103
Kohlsted, “Lessons from Sin City.”
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Design Stage Two – implementing
design
This is the beginning of the iterative design process that will bring this project closer to the final
design. All the research conducted for this project will be used to inform the process. This design will
be achieved by developing modules and drawings to provide a visual representation of the sites so
that all future designs can be projected into this space.
Creating a link to local artists and spaces that can inform the project's development, sculpture is
used as a guide for this exploration. What can the forms and processes involved in sculpture
introduce to the project? Thinking about sculpture, the result is arrived at either by an additive or
subtractive process with the materials involved. This adding and taking away of material can go back
and forth throughout the process. Reduction and addition thus emerge as initial words to act as a
lens when looking at the town. These approaches to adapting the mass of the town raise another
viewpoint – that of looking not at the mass, but instead the void; the negative of what could be
there. When considering a sculptural representation of this negative, casting provides a strong
example. A cast taken to create a sculpture can itself be the mass and sculpture. This gives rise to
another lens – casting or negative. Another way to look at sculpture is its transition from one form
to another, considering the process itself and not the end or prior results. When looking at the fluid
transitions over the creation cycle of sculpture, a new set of forms distinct from the original
sculpture develop. These forms can be used in the final architectural design by examining them
independently.
Reduction, addition, casting, negative, and transition are all interesting aspects to consider in the
design for the town of Helensville. Derived from sculpture, these points will help tie a craft-based
focus into the design through every step of the process.
When looking at other forms that can be used when relating to the town’s site, kauri provide a
context point. The original architectural style of the town’s structures can also lend elements and
language to design. Local iconicity can be a strong point to draw from when creating imagery that is
true to the character of the town. Remaining true to the character of the town is the only way to
enhance it without discrediting what it is . Though no kauri remain in the town, the imagery can still
be invoked.
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First sketches of ideas

Figure 57. (left) Sketches of possible structures 1 – by the
researcher
Figure 58. (right) Sketch of possible structure 2 – by the
researcher

The idea behind Figure 57 was to explore what could be done to the Kaipara Dairy company site.
Using the foot prints of sheds removed in 2012 by the Buttermill Lane Company as internal design
points, it creates an encompassing shell for the structures. This design was found inadequate as it
blocks the existing structure on the site from view and does not activate it. The next design will
regenerate the structure as an internal intervention.
Figure 58 depicts the idea of incorporating the carving of Denise Marshall into a large scale sculpture
centred on the river bend and visible from all proposed interventions. This idea was conceived as a
representation of the last kauri tree in the region, milled in the late
1800s, and references the vertical carved element from Marshall’s
benches. However, the idea was deemed too imperial in its form and
thus not respectful of the Maori heritage of the area, which will need
to conveyed in a different way in the design.
Next, the exploration of the Kaipara dairy company site shown to the
right is a continuation of Figure 57. Instead of re-designing the existing
structure on site, I am converting the site for an arts-based industry, as
with Donald Judd’s precedent in Marfa, Texas, which re-used an army
base, and Cockatoo Island. The inclusion of living space for an artist,
studio space, exhibition space and a café/ice cream shop inside the
structure will tie it in to the local arts industry. The café/ice cream shop
is included as a way to generate funds for the project, as well as return
a dairy component to the programme of the building as an offering for
people traveling to the site.
Figure 59. Illustration of Kaipara Dairy company site floor plan –
by the researcher
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Lost wax casting
Looking at casting as an element of design for the Courthouse site, a large-scale cast will be used as
the structure. Rachel Whiteread fills existing structures with concrete, then removes the outer shell
to form sculpture. Similarly, this project idea is to create a cast of the exterior portion of the
courthouse structure, and then reintroduce this element to the site; it is sculptural, but in an
architectural sense. This process is similer to lost wax casting where creating the model is a trapping
of one form to allow a recreation; the structure is transformed into a new object in the same way.
This structure can then be used as a meeting hall where artists can interact with locals, as in Marfa,
Texas. The site surrounding the structure can be used for arts and architecture events like “arts
week”, with the hall forming a central connection point. This casting is a metaphorical recapturing of
the site for activation, similar to Cockatoo Island and Marfa, Texas.
The material for the structure will be concrete created using sand from nearby Mt Rex Shipping
(Atlas), as a continuation of local material and identity.
Figure 60. (left) Model of
possible courthouse
design – by the
researcher
Figure 61. (right)
Sculpture by Rachel
Whiteread
Source.
https://www.forbes.com

Figure 62. (left) sketch of Dairy factory
site from river walk– by the
researcher
Figure 63. (right) drawing of idea for
covered walkway in park - by the
researcher
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Kauri seed
Taking inspiration from kauri seeds, a folly form is generated for use as resting points to take in the
site. The inspiration for these forms is a continuation of the ideas in Figure 58 Referencing the kauri
industry the town was founded on, literal forms from kauri are used to create small covered bench
areas to shelter people as they travel along the river path. Also inspired by Bernard Tschumi’s work
on Parc de la Villette, the seed forms are organised as points of a grid. However, unlike Tschumi’s
follies, these forms can be entered. This makes them more architectural, with both the forms and
the space in between being inhabitable. The kauri designs being developed are also inspired by the
“duck” ideology of Robert Venturi. The material for the final design will use Woodhill pine as a
continuation of local identity.

Figure 64. Sketches of kauri seed ideas – by the researcher
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Design challenges and Design
outcomes
Highlighting key challenges faced throughout the project’s design will provide an archive to be
referenced when developing the final design. These challenges range from surface level to project
defining.
Traversal space
Within the design of this project various sites have been chosen across Helensville. Connecting these
disjointed sites in a meaningful way is challenging due to difficulties of space. This challenge is
addressed with a grid-based design and reintegration of the existing Helensville walkway. Inspired by
Parc de la Villette, seeking points of intensity on a grid basis provides a density of cohesion and
guides the placement of smaller interventions. Integrating the walkway with the sites offers an
intentional and deliberate way for individuals to discover and experience the sites.
Identity
Enhancing of identity within the township is a major goal of this project. To achieve this, the project
must understand the town’s historical and cultural identity, addressing each of the key eras in the
towns history and engaging with them to generate awareness and renown. The challenge is to check
that any design changes to the township will not have a negative impact on its identity model.
Referencing the identity profile generated for the township is necessary when developing the final
design.
Integration
Integrating an arts-based industry into the fabric of the township is challenging in terms of balancing
the arts with the town’s identity. As this project develops both Helensville’s identity and arts-based
industry, harmony should be maintained. The architecture is heavily context and place-identity
driven. The architectural design will act as a counterbalance to the influence of exhibiting artists.
This need for balance has led to transformative circumstances, with structures to enhance to both. It
is expected that the architecture should help facilitate and support events-based interventions in
Helensville such as “Art-week”.
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Conclusion
The project has made use of the research process to align the best stratagems for answering the
question, "How can architecture enhance identity within a satellite township of Auckland, fostering
an arts-based industry related to that town's identity?" The first goal was to research and determine
categories by which to examine a town’s identity. This was achieved through a literature review and
precedent studies to create a model of tools that can be used for classification. The work of Kirby
and Worchel helped with determining how to negotiate the design of the space and integrate
heritage influences. The precedents of Cockatoo Island, Donald Judd estate in Marfa, Texas, and
Pablo Picasso’s work enhancing the existing pottery industry in Vallauris, showed how an arts
industry can be worked into the fabric of a location.
The next stage in the research process was to determine which township to pursue with the project.
This was achieved by a process of examining the vitality of local attractions and industry that would
support the establishment of arts-based industry. These were key factors in determining the most
viable township. Helensville was identified as a town that would positively respond to this project’s
goals. It currently lacks a clear direction and this project could explore solutions through introducing
a sculpture-based arts industry. Local precedents are Gibbs Farm and the Kaipara Coast Plant Centre
& Sculpture Gardens that already contribute to the local arts atmosphere.
Next, an in-depth investigation into the historical and contextual elements of the town's identity
provided the basis for an identity model. Historical sites such as the Kaipara Co-op Dairy Company
factory, 20 Commercial Road (former site of the historic courthouse), wharf sites along the river, the
historic Post Office and riverside walkway were examined. The establishment of a connected
walkway, linking these sites would support the connectivity of the site interventions that make up
this project’s final design. The riverside walk, inspired by the path in Parc de la Villette, is also seen
as a necessary connection to the river for the town’s identity.
Sketches and models based on these sites and the specific drivers developed through the research
were created to move the design forward. A grid overlay as used by Bernard Tschumi in Parc de la
Villette could be used within Helensville to identify sites for smaller interventions, such as kauri seed
seats using the historical iconography of town’s founding industry.
The dairy factory was identified as a site that could house an artist residency, studio and exhibit
gallery space, with another portion of the structure being used as an ice cream café as a reference to
the building’s dairy past. This could provide revenue to the project. Including all these elements
together supports the artist’s creative environment, while generating income supports the viability
of the project long term. This solution was inspired by Cockatoo Island and Donald Judd’s estate in
Marfa, Texas – both reclaiming structures for use in integrating arts into the fabric of the area.
The former site of the historic courthouse at 20 Commercial Road was identified as a site that could
be used to integrate a meeting hall, transport hub and event site within Helensville. The hall,
inspired by the gatherings held at Marfa, could be a place for artists to interact with the community
outside of a gallery setting. The existing train line has the potential to provide a connection from the
greater Auckland area to the site. As a location for events such as arts week, the site is open enough
to allow interventions to be temporarily placed. This site, along with the reserve, wharves and dairy
factory, could provide an environment to facilitate events like the Sydney and Colombo biennales in
conjunction with the rest of Auckland.
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This environment could provide a platform for artists to come to the town to display their works,
showcasing Helensville as an artistic forerunner. Pablo Picasso coming to Vallauris to work and Len
Lye’s donation of works to New Plymouth are examples of how an artist can contribute significantly
to the development of arts industry within a town. Engaging with Jeff Thompson to create a “reuse”
art instillation or yearly event with other artists could be a catalyst. This integration of artists could
be extended through wider examination of possible residences and ways of creating spaces.
By demonstrating the gathering of these relationships, the interconnection of the elements and the
potential viability of the project, the goal has been achieved in line with the question posed.

Figure 65. (top left) development model of 20 commercial road site using casting and kauri seed
design elements-by the researcher
Figure 66. (top middle) development drawing of Wharf site engaging with river using grid-by the
researcher
Figure 67. (top right) sketch overly of Dairy company site model introducing art industry
elements -by the researcher
Figure 68. (bottom left) model of dairy factory site- by the researcher
Figure 69. (bottom right) development master plan - by the researcher
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Final design
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