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Figure 2: Wilson’s Cement Works. 

Abstract
New Zealand’s industrial heritage has been responsible for much of the growth and development of the nation, providing 
employment, and building communities. Many of these industrial buildings are now in a state of disrepair; undervalued 
by locals, with little consideration to re-purpose them. An example of this is the Wilson’s Cement Works on the outskirts 
of Warkworth.  

In the wake of their demise,  the Cement Works ruins serve as an undeniably poignant reminder of past endeavours.  
Despite the lack of motivation to reconnect them to the town, they are a culturally significant set of buildings that are 
intrinsically linked to the society of Warkworth. Therefore, in a time when the community is going through a substantial 
change, an opportunity presents itself to heal this fractured relationship by weaving them together with the new fabric.       

Firstly, a process of rediscovery must take place prior to reintegrating the cement works. A narrative has been formed 
through an historical, architectural, and urban analysis to bring out the qualities of the material remaining, as well as the 
historical value. The research into the 19th century conservationists and industrial theorists has been combined with case 
studies, to derive adaptive reuse approaches specifically for this project. These approaches assist in creating a design 
response that reintegrates the community into the ruins whilst respecting all facets of the facility’s life. The programme 
considered for the site is a bio-based crafts college, and marketplace cafe. The outcome respects all the layers of history 
to enhance the experience of the aged structures.              
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Figure 4: Wilson’s Cement Works.  

1.2 Project Outline 
The Wilson’s Cement Works in Warkworth, once an 
integral part of New Zealand’s industrial history, is facing 
the threat of being left behind as the town undergoes 
exponential growth over the next 30 years. Despite 
the contribution to Warkworth’s past growth and New 
Zealand’s industrial history, little has been done to re-
establish a connection with Warkworth’s people. The 
Cement Works ruins are undeniably a poignant and 
evocative reminder of man’s past endeavours. They are 
believed to be the most comprehensive and extensive 
group of buildings of its type in New Zealand, and despite 
the amount of fabric that has been lost over time, the 
site remains significant for its high level of intactness and 
integrity.1

As communities change, and newcomers are integrated 
into the existing area, new stories and identities will be 
introduced. This provides an opportunity to demonstrate 
how the adaptive reuse of the former Wilson’s Cement 
Works (1870–1940), can prevent the loss of a piece of 
national history, and heal the fractured relationship with 
the community by weaving it together with the new 
fabric. As part of this project, the proposed function of 
the historic facility will provide new jobs, knowledge, 
and an awareness of the prolific past of the site to guide 
Warkworth through its metamorphosis.       

1  Dave Pearson, “Wilson’s Cement Works, Warkworth: 
A Conservation Plan” (Auckland, NZ: The Rodney District Council, 
2005), 44-46.

RA This project aims to alter the approach towards 
the decay of our industrial heritage with a focus 
on Wilson’s Portland Cement Ltd, reintroducing 
it as a vital part of that community’s livelihood 
as the area and identity expands.

The Principal Research Objectives of the Investigation 
are:

RO1 To investigate the key characters of conservation 
to derive appropriate strategies for a 
deteriorating structure. 

RO2 To demonstrate how the process of adaptive 
reuse can reconnect the community to the 
cement works.

RO3 To explore how elements of decaying architecture 
can be reinterpreted to create allegorical 
relationships that enhance the narrative of a 
place. 

1.3 Research Aims and Objectives

1.1 Research Question
How could the abandoned Wilson’s Cement Works facility in Warkworth be 
adapted to reconnect with its changing town and community?
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1.4 Research Scope and Limitations 
This project demonstrates how conservation methods 
can be applied to the crumbling remains of the Wilson’s 
Cement Works, taking into consideration the cultural 
heritage values, context, and architectural significance 
of each structure. It has engaged the surrounding public 
about the role the existing buildings played throughout 
history, by providing a new experience. The final design 
exhibits how a carefully chosen architectural programme 
can reintroduce a community to its founding cornerstone, 
whilst providing opportunities for future generations. 

A conservation plan was written by Dave Pearson 
Architects Limited in 2005, therefore this project will 
not focus on reconstructing this information, rather it 
will expand on the potential of the site for its continuing 
contribution to Warkworth, using the report as a base for 
the structural integrity, stability, and significance of each 
building. A limitation surrounding the structures was 
that there are no detailed plans of the original facility. 
A site layout of the factory exists; however, this drawing 
does not provide sizes or internal layouts, allowing for 
speculation regarding the concrete structures. The 
project is aware of the need to seismically strengthen 
the Wilson’s Cement Works ruins, but it is not within the 
scope of the research.   

While this project is primarily concerned with the 
historical structures, it also deals with the surrounding 
context. The aim has been to develop an architectural 
response that forms a relationship with both constructs. 
Therefore, in the early stages of the project the local Iwi, 
Ngāti Manuhiri, were engaged to inform another layer 
of cultural history regarding the chosen site. A limitation 
arose as this information is held as Tapu (sacred) and 
was not able to be retrieved for this project.    

1.5 State of Knowledge
This research project is supported with a curated 
selection of literature and architectural precedents that 
assist in the design outcome. 

The first half of the literature provides a precis of 
Warkworth’s beginnings, before narrowing the scope to 
the heart of the project—Wilson’s Cement Works. An in-
depth architectural analysis of the remaining structures 
has been undertaken, assisted by a selection of historical 
and present sources. The two subject matters are then 
discussed in relation to the current and future plans 
proposed for each of them. 

The second half of the literature is split into two parts—
the first that takes notes from the key ‘characters’ of 
conservation during the 19th century and the subsequent 
modern polices. This includes publications by John 
Ruskin, Viollet-le-Duc, Alois Riegl, and Camillo Boito who 
provided the historical framework for the ICOMOS New 
Zealand Charter outlined. There is little dispute about 
the importance of cultural heritage. However, most 
of the research into conservation strategies has been 
concerned with various typologies of monuments rather 
than industrial buildings. As this project is based on 
the adaptive reuse of industrial structures it constructs 
the second half of the research. Michael Stratton, 
Industrial Archaeologist, encouraged the reuse of these 
forgotten touchstones, for they allowed designers an 
untold freedom to experiment with interventions. This 
is supported by literature such as How Buildings Learn: 
What Happens After They’re Built by Stewart Brand 
and The Death and Life of Great American Cities by 
Jane Jacobs. This research suggests that embracing the 

peculiarities of abandoned industrial buildings for local 
economic ventures can assist in their survival. 

To date, there has been no systematic review of the 
approaches considered for the adaptive reuse of 
industrial buildings. Therefore, the texts Old Buildings, 
New Forms by Françoise Astorg Bollack and Re-readings: 
Interior Architecture and the Design Principles of 
Remodelling Existing Buildings by Graeme Brooker and 
Sally Stone were consulted to help choose architectural 
precedents. This research assumed a level of intactness 
of the historical structure, failing to specifically address 
an industrial ruin. The diversity of structures chosen, 
from a farm building to a fortress ruin, help provide an 
insight into the different approaches used in several 
scenarios. This project adapts these approaches to fill 
the gap in knowledge regarding the reuse of an industrial 
ruin.       

Conclusions derived from both the literature study and 
precedents have been tailored for the adaptive reuse of 
the Wilson’s Cement Works facility.

Figure 5: Wilson’s Cement Works sketch. Image by author.
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more in-depth knowledge about the industrial disposition 
of this project. Dave Pearson wrote a Conservation Report 
on the Wilson’s Cement Works in 2005, this has provided 
significance reports and structural recommendations. 
This was not only consulted for the architectural analysis 
but used to help derive appropriate interventions. These 
documents were invaluable to this project and the result.     

Case Studies: 

A selection of architectural precedents was chosen 
initially based on three key theorists’ approaches to 
adaptive reuse. To determine appropriate interventions 
for the Wilson’s Cement Works ruins, particular 
precedents are chosen based on their connection to the 
project, for example a ruin and an industrial building. 
These various typologies provide an insight into the 
different tactics required in unique scenarios. As a result, 
new approaches are derived specifically for this project. 

Design Experiments:

A ruin offers a unique design freedom based on the 
incompleteness of the structures, making it difficult to 
choose any single strategy within conservation that is 
appropriate. The damage caused to the heritage buildings 
varies and has been caused by different circumstances. 
As a result, there are a variety of interventions varying in 
scale and proximity that address the wider community 
and the previous methodologies stated. These are 
tested through multiple design experiments that include 
sketches and modelling to address the parameters of 
the new programme and the level of retention of the 
existing ruins.   

2.0 This research begins with an investigation into 
the towns past events that lead up to the beginning of 
the Lime Industry. The scope is then narrowed to the 
history of Wilson’s Cement Works and its current state. 
To conclude, the current and future plans for both the 
Cement Works and Warkworth are discussed to provide 
a foundation for the Research Aim. 

3.0 Chapter 3 explores the literary framework from 
the key ‘characters’ of conservation in the 19th Century, 
modern principles and industrial reuse, relevant to the 
Research Objectives 1 and 2.   

4.0 Chapter 4 selects and analyses relevant case 
studies in relation to the ‘approaches’ to adaptation 
literature. These approaches are then interrogated and 
interpreted to derive new approaches specifically for the 
Wilson’s Cement Works.

5.0 Chapter 5 relates directly to the Research Aim.

The programme analysis is based on real research that 
focussed on how the abandoned Wilson’s Cement 
Works facility in Warkworth could reconnect with its 
old and new community. This programme analyses and 
establishes a strategic set of design parameters that are 
integrated into the design experiments. 

6.0 Chapter 6 primarily addresses Research 
Objective 3.

A site analysis is undertaken to set the scene of the place. 
Further literature is explored focussing on the concept 
of nostalgia and the balance between inert matter and 

1.6 Methods 1.7 Structure
nature. This is then translated into an ‘inventory of the 
Wilson’s Cement Works Ruins’ to inform the design 
experiments. 

7.0 Chapter 7 forms a preliminary masterplan 
of the interventions. This sets the substructure for 
additional investigations and fine-tuning of initial design 
experiments. 

8.0 Chapter 8 addresses the gaps in the design, 
amalgamating successful elements from the previous 
chapters into design outcomes. 

  

Field Research:

An in-depth knowledge about the historical structures 
prior to their demise, and in their current state, was 
required. The historical analysis was achieved by visiting 
the Warkworth Museum Archives and DPA Architects, 
where various photographs and literature were sourced 
that could be consulted throughout the design process.  

The site of the ruins has been fenced off from the public 
for many years, with only rough site layouts to assist in 
deciphering their original function. An aerial 3D laser 
scan of the ruins has been an invaluable resource in 
reconstructing the ruins and uncovering elements 
hidden from view. A series of site visits included 
documenting the different stages of decay. Colours, 
materials, and textures were recorded through frottage, 
photographs, and prints to help develop an inventory for 
design experiments. These visits also shed a light on the 
relationship between the buildings, and gave real-time 
knowledge of how the site and the structures are being 
occupied. 

This project is not only focused on conserving the 
heritage fabric, but understanding and interpreting the 
needs of a community. By obtaining this knowledge it 
informs a real-life response, prompting more grounded 
design decisions and programme parameters outlined in 
the document.  

Literary Context: 

Relevant literature that pertains to conservation theory 
and modern policies is explored to inform a response to 
the ruins. Industrial reuse was investigated to provide 



1514 Fi
gu

re
 6

: M
ah

ur
an

gi
 R

iv
er

. 

2.0 The Locale 



16 17

2.1 Introduction 2.2 The Making of Warkworth 

Figure 7: Graphic map of Warkworth. Image by author.

The Wilson’s Cement Works is part of the broader history 
of the coastal territory between Mahurangi and Te Arai 
Point. Prior to European settlement, the Mahurangi area 
was occupied by the sub-tribal groups Ngāti Rongo and 
Ngāti Raupo, generally referred to as Te Kawerau. The 
Te Kawerau people are descended from a group of Ngati 
Awa people who were guided by Maki, the ancestor of the 
Mahurangi people. It was the descendants of Maki’s son 
Manuhiri, (Ngāti Manuhiri) who settled in the area, over 
time establishing a boundary (rohe) which encapsulates 
the town of Warkworth.2 The district was specifically 
based around the harbour and locations near the coast. 
The area at the head of the Mahurangi River (Waihē), 
referred to as Puhinui by Māori, was used mainly for safe 
canoe access to inland resources such as Kauri, and to an 
overland arā (pathway) to the Kaipara harbour and the 
West Coast.3 Their occupation lasted until around 1832, 
with the first Europeans to arrive purchasing land for the 
establishment of a settlement.  

Early European Settlement: In the following years 
scores of Europeans began to occupy the area due 
to the establishment of the initial phases of industry. 
One of the first residents, John Anderson Browne, took 
advantage of the ample Kauri forest and the safe harbour, 
introducing a water powered timber mill on the banks of 
the Mahurangi River, sparking the local timber trade.4 
2  Ngāti Manuhiri, “Kaupapa | Ngāti Manuhiri Settlement 
Trust | About The Commission,” accessed March 23, 2021, https://
www.ngatimanuhiri.iwi.nz/kaupapa.
3  Robert Brassey and Megan Walker, “Historic Heritage 
Topic Report: Warkworth Structure Plan” (Auckland, New Zealand: 
Auckland Council, 2018), 9.
4  Ronald Harry Locker, Jade River: A History of the 
Mahurangi (Warkworth: Friends of the Mahurangi Incorporated, 
2001), 72.

This then prompted the flourishing industry of 
shipbuilding, drawing more people to the Mahurangi 
River and by the mid-thirties several Europeans were in 
residence in the area.5 

“Brick earth is abundant, and the forest in every 
direction presents a profusion of timber for 
building, almost entirely Kowdie [sic] [Kauri]. 
The river is perfectly adapted for navigation 
by steamers or small vessels; and the harbour 
forming the depot for shipping being at so short 
a distance I consider the spot I have described as 
being most admirably adapted for the formation 
of a town.”6 – Surveyor-General, Felton Mathew, 
1840 

The subdivision of the area began in ca. 1852 by Browne, 
however the sale of the plots was not complete until the 
1860s. The town was largely oriented by the wharf, as it 
provided the convenience of dispatching and receiving 
goods. In 1854 Browne declared a new name for the 
area at the head of the Mahurangi, claiming “it has 
now been named Warkworth” allegedly after the town 
near his birthplace in the United Kingdom.7 This name 
unfortunately was not accepted by the locals for many 
years, who referred to the area as the Upper Mahurangi 
until the late 1800s. The timber and shipbuilding trade 
lasted for many years as the primary industry in the 
area, ceasing production in 1880, by which time the 
manufacturing of lime had begun to gain traction.   

5  H. J. Keys, Mahurangi, The Story of Warkworth New 
Zealand (Warkworth: Cameo Press, 1954), 18.
6  Locker, Jade River: A History of the Mahurangi, 62.
7  Brassey and Walker, “Historic Heritage Topic Report: 
Warkworth Structure Plan,”9.

Chapter 2 is a contextual analysis of the research into the site of the Wilson’s Cement 
Works and the surrounding environment. The first phase of this chapter investigates 
the establishment of Warkworth throughout the years, as well as the relationship with 
the Cement Works site. It then follows the history of the Cement Works, from a small 
industry to a thriving enterprise. Finally, an architectural analysis of the artifacts and 
structures in their current state will be undertaken to identify key ‘atmospheres’ that 
have contributed to the ongoing heritage story. 
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sparked Wilson’s interest in the kilns, where he began to 
experiment with hydraulic lime, in particular the burned 
stone sold directly from the kiln known as rochelime.  

Nathaniel Wilson was joined by his brothers John and 
James in 1870 following the success of Nathaniel’s 
experiments with rochelime. There was a sudden 
request for lime after Sir Julius Vogel imposed a scheme 
of public works, and they became competitors with John 
Southgate10 It was at this point the company was able to 
gain the status of an established business and open an 
office at 81 Queen Street.

10  Keys, Mahurangi, The Story of Warkworth New Zealand, 
82.

“The business was established in 1870 and in 
1878 Messrs J. Wilson & Co. erected the first 
plant in the Colony to grind Hydraulic Lime […].”11 
T.H Wilson 

This was the beginning of a long and turbulent 
connection with the lime and cement industry, that 
brings this project to its research focus of the Wilson’s 
Cement Works. 

11  Pearson, “Wilson’s Cement Works, Warkworth: A 
Conservation Plan,” 11.

Figure 9: Wilson’s logo.

Figure 8: Nathaniel, James and John Wilson.

A new Industry on the horizon: Already in search of 
a new industry, people were experimenting with the 
manufacturing of lime. John Sullivan was the first man to 
enter the lime trade in ca. 1849, successfully producing 
lime from limestone. He was then followed shortly after 
by Coombes and Daldy in 1850 who were advertising in 
the Southern Cross newspaper.8 Following the success 
of the previous players, John Southgate, who settled in 
Warkworth in 1948, built a hotel on the banks of the 
Mahurangi River before producing lime on the same 
land. This land was later sold to Nathaniel Wilson who 
was a major part of the establishment of the Wilson’s 
Cement Works.   

The Arrival of Nathaniel Wilson: Nathaniel Wilson, 
an immigrant from Glasgow, Scotland in 1842, is an 
integral piece of the story regarding the establishment 
and growth of the lime and cement industry in New 
Zealand. The Wilson family relocated to Warkworth in 
1858–1859, purchasing land from Coombes and Daldy 
on the outskirts of the town where William Wilson took 
up residence as a blacksmith. In the following years 
William’s son Nathaniel became a shoemaker by trade, 
moving into the town centre with his wife Florence Snell 
where he could continue his work as a cobbler. He then 
purchased a small holding of land from John Southgate 
in 1864 to partake in light farming for health reasons.9 
As the land had previously been used by Southgate for 
lime, kilns were already present. A natural curiosity 

8  Pearson, “Wilson’s Cement Works, Warkworth: A 
Conservation Plan,” 9.
9  Keys, Mahurangi, The Story of Warkworth New Zealand, 
81.
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2.3 Wilson’s Cement Works 

Figure 10: A glimpse into the ruins.

preferred imported cement rather than a local product. 
It took him several years to gain full acceptance. 

The production of cement in 1911 was revolutionised 
with new machinery and a “140 ft. high ferro-chimney, 
designed by the current Manager T. H. Wilson”.14 This 
major structure was the last to be constructed on 
site. However, this was the beginning of the end for 
the Works as the Warkworth Plant slowly returned 
to the manufacture of lime, only producing cement 
sporadically. In 1929 all works ceased, leaving a hole in 
the town’s income and heart. The factory was stripped 
of machinery and materials before being abandoned in 
1931. The farmers who had worked at the factory took 
the closure not as a failure but a challenge, determined 
to curb the prophets who declared that Warkworth 
would never recover from the loss of the industry. It is 
said “Warkworth owes her return to her true glory—the 
land, and a people living on and by the land.”15 To add 
insult to injury the remains of the site were used by the 
Home Guard and US Military in 1940 as a demolition 
exercise and left to crumble into ruins.

Despite the factory originally being constructed for the 
manufacture of lime and cement, it became the heart 
of the town creating new dynamic communities for all 
generations. The remains are a significant part of both 
Warkworth and New Zealand’s industrial heritage.  

14  Pearson, “Wilson’s Cement Works, Warkworth: A 
Conservation Plan,” 18. 
15  Keys, Mahurangi, The Story of Warkworth New Zealand, 
99.

Following a series of financial misfortunes Nathaniel 
decided to change to manufacturing Portland cement, 
becoming the first to produce the product in New 
Zealand and the Southern Hemisphere. As a result, the 
plant was later described as the ‘father’ of Warkworth. 
The company decided to expand in 1893 due to the 
increased demand for cement. The limestone on the 
site luckily contained the right levels of clay impurities 
to produce cement, and after much experimentation a 
reliable product was achieved. As a result, the first major 
construction phase began on site which included three 
cement kilns, a 100 ft. chimney, and drying kilns. In the 
subsequent years, the site became dynamic in form as 
structures were added and removed with the arrival 
of new technology and knowledge (refer to Historical 
Events Timeline).      

In 1909 the company name was changed to Wilson’s 
Portland Cement Ltd. and was taken over by Nathaniel’s 
son William following his father’s retirement at the age 
of 72. In the same year, the factory reached its peak 
employment with over 180 men from the district and an 
output of 20,000 tons of cement per annum.12 It became 
a place where “the men of the town worked, socialised, 
and interacted with one another on a daily basis”.13 
The factory also became a lifeline for those who were 
unable to earn a living off their land and thus gained 
employment at the works. However, Wilson Cement 
still had to overcome strong prejudice from locals who 

12  Geoffrey G Thornton, New Zealand’s Industrial Heritage 
(Wellington: Reed, 1982), 126.
13  Pearson, “Wilson’s Cement Works, Warkworth: A 
Conservation Plan,” 45. 
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Wilson’s Cement Works Timeline
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Figure 11: Historical events timeline. 
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2.4 Wilson’s Cement Works Current State 

Figure 12: Site plan of the current Wilson’s 
Cement Works structures. 

Following the abandonment of the Wilson’s Cement Works, a large portion of the 
buildings have been damaged or removed. Despite the years of natural and physical 
decay there are still legible remains of the old factory, stretching over an area of 
approximately 3 hectares. This section focuses on the ruined structures, providing a 
description of the historical and current state. The analysis is done in conjunction with 
the Wilson’s Cement Works Conservation Plan prepared for the Rodney District Council 
by Dave Pearson in 2005, archival photographs, and the 3D modelling of the current 
site by the author.
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Figure 13: Exterior view of the Limestone Store.

Figure 14: Northern gable of the Limestone Store.

1
Limestone Store:

The Limestone Store is the first of the major remaining 
structures encountered upon entering the site from 
the northern access route. The primary use for the 
building was to store the lime sourced from the adjacent 
quarry (lake). It was constructed in several stages using 
reinforced concrete and has a footprint of 62 m2. The 
first stage dated from 1902–1905 can be identified, 
particularly on the northern gable, showing an outline 
of the original gable and window that has been filled in. 
The original form was then lengthened, and the overall 
height increased ca. 1916. 

This structure was significantly damaged during a 
demolition exercise in 1940, resulting in the loss of 
the northern corner and a chimney on the northeast 
side. The current condition of the store is precarious 
with extensive spalling of concrete and rusting of the 
steel rails/beams. This requires immediate attention to 
stabilise the structure before collapse. The space inside 
is narrow measuring 3.8 metres wide and split into three 
sections by full height concrete partitions. The height of 
the walls reaches 16 metres in parts, evoking a sense of 
grandeur within the space. These spaces have minimal 
openings using light to contrast darkness further 
enhancing the majesty of the structure.     
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Figure 15: Exterior view of the Coal Mill.

Figure 16: Interior view of the Coal Mill.

2
Coal Mill Building:

The Coal Mill is situated at a right angle to the limestone 
store with a spatial area of 136 m2. This space has 
two sections which were originally used to store and 
pulverise the coal needed for the rotary kilns. Built in 
ca. 1903 the structure appears to have been constructed 
in two phases with reinforced concrete. The first phase 
contains the chimney which has been badly damaged by 
rust and concrete spalling. This section originally had a 
concrete roof with a series of steel trusses which have 
since been removed. Internally it is a long thin space 
measuring 3.6 metres wide with an array of openings. 

The second phase was the Northern end of the structure 
used to house the steel hoppers that held the flowable 
materials for the rotary kilns. These components have 
rusted and partially collapsed in parts. The Northern 
structure is architecturally different, with crenelated tops 
visible following the removal of the roof. The internal 
space is rectangular with corrugated concrete walls 
and uses light from large openings to unify the space. 
This is in direct contrast to the description of the space 
given by the former employees as dark and unpleasant. 
The building measures 15.5 metres long overall, with 
extensive vegetation growth and graffiti present, adding 
to the reflective freedom of the space.    
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Figure 17: Exterior view of the Ball and Tube Mill.

Figure 18: Interior view of the Ball and Tube Mill.

3
Ball and Tube Mill:      

The Ball and Tube Mill is the first structure encountered 
from Southern access route along the river. This structure 
was constructed in 1902–1903 from reinforced concrete 
and is currently in a sound condition with a footprint of 
108 m2. It was used to grind the cement into the final 
product before sale, and housed mainly machinery. The 
building had an upper storey added to it in 1906–1908, 
which has since been removed. Architecturally this 
structure is unique with the use of brickwork inside to 
form a barrel-vaulted ceiling, and long radius windows 
on the southern façade that originally had timber 
joinery. On the northern façade there is a half cylindrical 
steel kiln attached to the side, the purpose for which 
is unknown. There are large portions of wall that have 
fallen away, exposing steelwork to rust. As a result, the 
rectangular internal space now uses light to separate the 
space.
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Figure 20: Lime Kilns. 

Lime Kilns: 

The lime kilns are a structure that contain 18 kilns and is 
located to the west of the site alongside the quarry (lake). 
They appear to date around 1883, built in three stages, 
using fictile and scoria aggregate concrete, the same 
material as the foreman’s house. Each kiln is uniquely 
lined with brickwork giving the structure a multi-layered 
appearance. According to evidence each opening had a 
canopy above. However, these have long since gone. At 
present, there is a large portion of deterioration due to 
poor mixing, erosion and invasive vegetation taking hold. 

Up & Over Crusher:

The Up & Over Crusher is a structure comprised of 
4 circular elements joined together. Located directly 
next to the quarry (lake), the structure is constructed 
of concrete and was used to crush the limestone from 
the quarry. It is noted that this is only part of the 
superstructure dating ca. 1884 that used to house these 
units before the limestone was transferred to the store. 
In its present form, it is relatively sound with only minor 
rusting in parts. The tapered top of these structures 
gives it a delicate appearance despite the thickness of 
the concrete.

Figure 21: Up & Over Crusher. 

4 5

6

Figure 19: Foreman’s House. 

Foreman’s House: 

The oldest structure on the site is located at the northern 
end, last known as The Foreman’s House. Built in 1881, it 
has had a varied life, firstly being used as the foreman’s 
house then an office/laboratory in 1913, when it was 
also extended. The structure is constructed using fictile 
and scoria aggregate concrete without reinforcing, and 
plastered in an ashlar pattern. The current state of the 
structure is poor as it has lost its roof and joinery, with 
many of the walls partially or fully collapsed.
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Figure 22: First encounter of the Main Chimney 
along the River.

Brick Kiln:

This structure dates from 1903 and is lined with concrete 
bricks and has a concrete flue. Originally constructed 
to supply the rotary kilns with fire bricks it would have 
had a semicircular roof.  However, the large pine tree 
growing on top has caused this to buckle. This structure 
is in imminent danger of collapse, if left, the tree will die, 
ultimately destroying the kiln in the process.

Figure 23: Inside the Brick Kiln.

Vertical Shaft Kilns:

Located next to the Marina Workshops are the remnants 
of the three ‘clinkers’ (vertical drying kilns). They are 
dated as 1894–1899, there are two still legible in 
photographs taken in 1944. However, it is not clear when 
or why they were removed. These structures were a 
clearly identifiable part of the cement works in historical 
photographs and literature, with stories of the smoke 
billowing from them throughout their existence.

7

8 9

Figure 24: Historical photograph of the three 
Vertical Shaft Kilns. 

Main Chimney:

The Main Chimney was designed by T.H. Wilson in 1911, 
before being built ca. 1916. Located adjacent to the 
Coal Mill, the 140 ft chimney is made from reinforced 
concrete with a brick lined duct that leads to the base. 
There are signs of rust and cracking at the base as well as 
the top, which was damaged during strong winds. There 
are also remnants of another chimney adjacent that can 
be identified in earlier photographs of the site ca. 1893–
1931. Despite the damage this structure has become a 
local icon for the townspeople. 
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Figure 25: Structural elements scattered around 
the site.

10
Miscellaneous Structures: 

There are a large selection of other structures and 
remains scattered across the site. These date from 
around 1884 onwards, although some dates are 
unknown. There are some storage bins opposite the coal 
mill in generally good condition, thought to have been 
unchanged. Beside the Up & Over Crusher there is a 
limestone drying chimney that in an earlier plan showed 
a kiln beside it that has been removed. The structure 
is stable but there is cracking and spalling from rusting 
reinforcing in the concrete. 

There are also several slabs and foundations remaining 
from other structures. These include the old packing 
shed and cement store that was between the Ball and 
Tube Mill and the River. There are multiple concrete 
supports scattered around that are thought to have been 
used to hold various machines, gantries, and cableways. 
This was to allow the transportation of goods across the 
site to the river and ships.             
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The Wilson’s Cement Works is located 2.9 kilometres 
southeast of the town centre at the end of Wilson Road, 
directly adjacent to the Mahurangi River. The main 
access route to the site is through the Warkworth East 
suburbs along Pulham Road. This journey is not user 
friendly as it involves walking up a hill ridge, and down 
a steep one lane road. An analysis of Warkworth Town 
Centre and the surrounding neighbourhoods has been 
undertaken to understand the current local ‘hot spots’ 
and leisure zones. As a result, gaps in development will 
be uncovered that could weave the Cement Works back 
into the daily practices of the people of Warkworth.   

Warkworth is a growing rural town located 57 kilometres 
north of Auckland CBD with a population of approximately 
4,500 (2015 census). The town is situated alongside the 
Mahurangi River with the core base at the northern 
end. Warkworth already boasts accommodation and 
a small selection of boutique shops that support the 
tourism industry; along with a library, museum, and 
retirement village that serve the community. The current 
demographic of Warkworth is on average 48 years old 
according to Stats NZ, with over a quarter of the residents 
over the age of 65.19 There has been a significant decline 
in young adults in the area due to the lack of further 
education, jobs, and artistic events.20 

19  “Warkworth West,” accessed August 2, 2021, https://
www.stats.govt.nz/tools/2018-census-place-summaries/warkworth-
west.
20  Ryan Bradley and Kaur Jasmin, “Warkworth Structure 
Plan: Engagement Summary” (Auckland, New Zealand: Auckland 
Council, 2018), 30-34.

Figure 26: Main street through town centre.

2.6 Current Situation 2.5 Cement and Climate Change
The cement industry has had a significant impact on the 
built environment, becoming one of the most used man-
made materials in the world. However, while cement 
has provided opportunities for the construction and 
infrastructural industry, it is also a significant contributor 
to global CO2 emissions. On average four billion tonnes 
of cement are produced annually worldwide, accounting 
for around eight per cent of global CO2 emissions.16 The 
process of creating cement releases 0.4 kilograms of CO2 
for every kilogram of cement.17In 2016 the total global 
building floor area was approximately 235 billion square 
metres. This is expected to double by 2060.18 Therefore, 
the need to reduce emissions is vital. The scale, grandeur 
and history of the Wilson’s Cement Works would make it 
an appropriate place to learn new practices, generating 
a healing counter-narrative to the carbon emissive 
impacts of its previous life.   

16  Johanna Lehne and Preston Fleix, “Making Concrete 
Change: Innovation in Low-Carbon Cement and Concrete” (London, 
2018), 2, accessed October 31, 2021, https://www.chathamhouse.
org/2018/06/making-concrete-change-innovation-low-carbon-
cement-and-concrete.
17  “Carbon Footprint,” Portland Cement Association, 
accessed October 30, 2021, https://www.cement.org/docs/default-
source/th-paving-pdfs/sustainability/carbon-foot-print.
18  Lehne and Fleix, “Making Concrete Change: Innovation in 
Low-Carbon Cement and Concrete,”2.
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Figure 28: Warkworth Expansion Zones. 

Figure 29: Zoned areas for the development of 
Warkworth.

Figure 27: Current amenities in the core of 
Warkworth.

Future Redevelopment of Warkworth: 

Auckland Council have allocated 1,000 hectares of 
land surrounding the current town of Warkworth as a 
future urban zone. This will cater for the residential and 
industrial expansion over the next 20 years, building over 
7,500 houses and providing new local employment.21 The 
development will set out to prioritise active transport in 
Warkworth through a green network of separate walking 
and cycling networks along the streams and river. This 
will allow the new and existing centres to be interwoven, 
creating safe travel between employment areas, schools, 
and public transport stations. 

21  Auckland Council, “Warkworth Structure Plan” (Auckland, 
New Zealand: Auckland Council, 2019). 11
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Figure 30: New walkway to incorporate the 
Wilson’s Cement Works ruins. 

In 2019 Auckland Council compiled a Warkworth Structure 
Plan outlining the vision for the new development: 

“Warkworth is a Satellite Town that 
retains its rural, natural, and cultural 
character. It is centred around the 
Mahurangi River and has easy walking 
and cycling access around the town. 
There are a variety of high-quality 
residential neighbourhoods. Warkworth 
is largely self-sufficient with plenty of 
employment, education, shopping, and 
recreation opportunities. Transport and 
other infrastructure are sequenced to 
support Warkworth’s planned growth.”22 

- Auckland Council Vision for Warkworth 

Access to the Cement Works is paramount in the reuse 
plan, as this will affect the feasibility of the programme 
chosen. The Auckland Council plan indicates a new 
walkway that incorporates the Cement Works will be 
constructed along the Mahurangi River. This will be 
approximately a 30-minute flat walk from the centre 
of town, and the new cycleway along the main arterial 
roads will take 15 minutes. This would weave the Cement 
Works back into a transport network, allowing residents 
to undertake a short, direct, and safe journey to the site.     

22  Auckland Council, “Warkworth Structure Plan,” 16.
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Figure 32: Proposed plan by Rodney Council.Figure 31: Site analysis by Rodney Council.

Wilson’s Cement Works Management Plan:  

In 2007 a Management Plan for the ruins was drawn 
up by the Rodney District Council outlining several 
actions for improving the site. The report identified that 
finding a use for the site would help aid it in its survival. 
Therefore, an array of functions was put forward which 
included temporary performances and art events. It 
also proposed to move the site entrance to between 
the boatyard and the land near the lake. As a result, 
the existing road would be removed creating a larger 
separation between the boatyard and the ruins. This area 
will then be developed to accommodate a visitor centre 
and café that could physically incorporate the Ball and 
Tube Mill, which was identified in the conservation plan 
as the most suitable for conversion.23 However, despite 
this plan little has been done to achieve these goals. 

A site visit in July 2021 showed the cement works have 
begun to receive remedial action with the spraying and 
removal of gorse and minor vegetation, uncovering the 
lost artifacts hidden from view. Furthermore, Auckland 
Council has displayed a sign stating it is continuing 
to work with Heritage New Zealand to agree on an 
affordable management process for the ruins.       

  

23  Rodney District Council, “Wilson Cement Works Historic 
Reserve: Management Plan” (Auckland, New Zealand: Rodney 
District Council, 2007), 8.

2.7 Critical Reflection
This chapter investigated the history of the Wilson’s 
Cement works and the town of Warkworth, uncovering 
the stories and inherent atmospheres linked to the 
forgotten heritage ruins. The Wilson’s Cement Works 
hold significant value to the town of Warkworth and 
the nation of New Zealand. The establishment of the 
factory became a source of pride and employment for 
the region, giving birth to a thriving social and economic 
industry. The town and the Cement Works have faced 
many triumphs and tribulations in their short lifetime. 
However, the population of 4,500 continues to grow, 
increasing the need to safeguard its prolific past. The 
stories discussed above highlight that Warkworth’s 
ongoing success lies with the land, fostering people’s 
innovation to create products from the materials found 
in the natural world. These stories are brought back to life 
through the new architectural interventions proposed 
for the Wilson’s Cement Works ruins in this project.      
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“The ruin is part of [the] abstraction of space, but one that is ideologically erased in 
narratives that present it as priceless spatial quality, that is, as heritage.”24 

24  Gastón Gordillo, Rubble: The Afterlife of Destruction (Durham: Duke University Press, 2014), 8.

3.0 Literary Context 
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3.1 Notes from the ‘Characters’ of Conservation 

The Valuer The Mediator The Restorer The Preserver 

The consciousness of history began to present itself in facets of daily life at the start of 
the 19th Century, eventually manifesting itself in architecture. This sudden awareness of 
the intimate connection between architecture and time allowed the past and present 
to be understood separately. The four ‘Characters’ of conservation: Alois Riegl (The 
Valuer), Viollet-le-Duc (The Restorer), John Ruskin (The Preserver) and Camillo Boito 
(The Mediator) are discussed below to create a discourse around the philosophy and 
practice of conservation. This narrative is then applied to the research project to derive 
appropriate interventions for the Wilson’s Cement Works.    

Figure 33: The characters of conservation. 
Image by author.

The debate around the preservation and restoration of 
historical structures has a strong presence throughout 
Western antiquity from Greece and Rome.25 At the centre 
of this discussion was the tension between creativity, 
architecture, and the extent in which history was 
crucial to the identity of the building.26 The beginning 
of the 19th Century saw the rise of two leading figures 
in the debate between the empathetic restorer and the 
moralistic preserver. French architect Eugène Viollet-
le-Duc believed any monument damaged, altered, or 
incomplete warranted intervention to re-establish its 
former greatness. His work mainly focussed on Gothic 
buildings, which included the Cathedral of Notre Dame 
where he reinstated 28 statues on the western façade. 
This was achieved in the style of the original, despite only 
fragments and no documentation to guide him. In this 
case, Viollet-le-Duc exercised an empathetic response 
alongside his own personal creative license. By placing 
himself in the original architects’ shoes he imagined what 
would have been done to achieve ‘original unity’. This 
method prompted Viollet-le-Duc ‘s infamous ‘stylistic 
restoration movement’, declaring:    

25  Miles Glendinning, The Conservation Movement: A 
History of Architectural Preservation: Antiquity to Modernity (New 
York: Routledge, 2013), 2.
26  Stephen Cairns, Buildings Must Die: A Perverse View of 
Architecture, ed. Jane Margaret Jacobs (Cambridge, Massachusetts: 
The MIT Press, 2014), 15-16.

“To restore a building is not to preserve it, to 
repair it, or rebuild it; it is to reinstate it in a 
condition of completeness that could never have 
existed at any given time.”27

His work received considerable backlash by his peers 
and the public. Most notably, Art Critic John Ruskin who 
passionately represented the ‘living monument’. Ruskin 
contested the notion of returning a building to greatness 
for it is impossible to raise the dead, to restore anything 
that has ever been described as great or beautiful in 
architecture. Therefore, restoration is a lie from start 
to finish capable of the destruction of authenticity.28 
This conscience belief prompted the last decade of the 
19th century into the rigorous conservation of ancient 
buildings. The building must be allowed to decline 
through time; we should watch over them and thwart 
the ‘injuries of time,’29 understanding that they will 
eventually die. Architectural death is experienced mainly 
through the visual signs of aging; however, Ruskin did not 
refute age, he valued it stating, “Any ‘fine’ building could 
be improved up to a certain period by all its signs of age, 
and even an ‘ugly’ building could be made an agreeable 
object by marks of antiquity.”30 

27  Eugène-Emmanuel Viollet-le-Duc, The Architectural 
Theory of Viollet-Le-Duc: Readings and Commentary, ed. Millard 
Fillmore Hearn (Cambridge: The MIT Press, 1990), 269.
28  John Ruskin, The Seven Lamps of Architecture. (New York: 
Dover Publications, 1989), 161-162.
29  John Ruskin, The Seven Lamps of Architecture, 165.
30  David Lowenthal, The Past Is a Foreign Country 
(Cambridge: Cambridge University Press, 1985), 164.
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Figure 34: Giovanni Battista Piranesi’s engraving of the Fantasy of Ruins.

The appreciation for ‘age-value’ was also discussed 
by Art Historian Alois Riegl who wrote the influential 
text Der moderne Denkmalkultus (The Modern Cult 
of Monuments). For Riegl, no restoration of what 
had succumbed to the course of nature and time was 
acceptable. The patina acquired over a monument’s 
lifespan was not a sign of weakness but the ’reign of 
natural law‘. This romanticised value was first portrayed 
in the engravings by Giovanni Battista Piranesi, whose 
whimsical representations of ruins captured the tragic 
shift between building and nature. As a result, a new 
image was formed infused with personal nostalgia, 
revealing itself through imperfections, incompleteness, 
and the ability to dissolve shape and colour. This 
interpretation of ‘age value’ is mainly called into question 
when the term preservation is raised. To preserve the 
most genuine form possible for future restoration, the 
disintegrating forces of nature must be fought, interfering 
with “nature’s lawful activity of disintegration.”31 On the 
other hand, restoration of a ruin comes with its own 
unique challenges, for the common result of ruination is 
the loss of enclosure, eventually becoming a transparent 
structure. A ruin must then be treated as incomplete, 
allowing the process of stripping back, making good and 
allowing new work to be undertaken.32 

31  Stanley-Price, Historical and Philosophical Issues in the 
Conservation of Cultural Heritage, 73.
32  Fred Scott, On Altering Architecture (London: Routledge, 
2008), 62.

Ruskin’s loyalty to old buildings is blinded by his love 
of the surface, whereas Viollet-le-Duc aimed to clarify 
the structures’ identity. The problem with restoration is 
the fear of ‘improvement’, moreover the sanitisation of 
authenticity. However, the process of stripping back is 
also seen as revealing the authenticity, by removing the 
added elements or vegetation that have obscured the 
place. It was the Italian Camillo Boito who synthesised 
an approach with an embedded respect for each period 
throughout the life of a monument, to enable him to 
distinguish the importance of the original and additional 
elements. Boito developed three methodologies which 
he calls ‘archaeological restoration’, ‘picturesque 
restoration’ and ‘architectural restoration’.33 
Consequently, he pens a set of guidelines to conserve a 
building. Most importantly noting that should a structure 
require modern interventions they are to be clearly 
legible in their subsequent styles and materials, to avoid 
historic and artistic misunderstandings regarding the 
value of the building.34

        

  

 
33  Bie Plevoets and Koenraad Van Cleempoel, “Adaptive 
Reuse as a Strategy towards Conservation of Cultural Heritage: 
A Survey of 19th and 20th Century Theories,” January 1, 
2012, accessed July 5, 2021, https://www.researchgate.net/
publication/263124844_Adaptive_Reuse_as_a_Strategy_towards_
Conservation_of_Cultural_Heritage_a_Literature_Review.
34  Camillo Boito and Cesare Birignani, “Restoration in 
Architecture: First Dialogue,” Future Anterior 6, no. 1 (2009): 68–83, 
https://doi.org/10.1353/fta.0.0026.
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3.2 Modern Policies  
As a result of the key characters discussed above, 20th 
and 21st Century international agencies dedicated to 
the conservation and restoration of historical structures 
were formed. These leading conservation organisations 
have set out guidelines to provide advice and suggestions 
regarding future treatment of cultural and natural 
heritage. In addition, The Nizhny Tagil Charter for the 
Industrial Heritage is referenced to provide an insight 
into the specific treatment of industrial architecture 
which is the primary focus of this research project.  

ICOMOS New Zealand Charter (2010):

The New Zealand ICOMOS Charter for the Conservation 
of Places of Cultural Heritage Value (2010) is set out 
to provide useful definitions of the main terminology 
used in the field of conservation as well as covering the 
processes, principles, and current practice. ICOMOS and 
the International Committee for Documentation and 
Conservation of Buildings, Sites, and Neighbourhoods 
of the Modern Movement (DOCOMOMO) over the 
years have compiled an extensive inventory of building 
materials, their inclination for patination, and the types 
of decay linked to each of them.35 

There are divergent approaches when adapting heritage 
buildings. As described above, Viollet-le-Duc, Ruskin, 
and others offered a variety of viewpoints that were 
correlated and refined to form appropriate ‘intervention 
strategies’. According to ICOMOS New Zealand, the 
‘intervention strategies’ are as follow:

Preservation: to retain as much of the original 
fabric as possible, with only minimal interventions 
undertaken to stabilise and protect the structure 
from further damage.  

Restoration: refers to the process of reassembly, 
reinstatement, or the removal of material to 
return a structure to its original condition, or a 
specific time that was significant. This process is 
usually required when the building’s historical 
integrity has been lost and or masked.  

35  Cairns, Buildings Must Die: A Perverse View of 
Architecture, 72.

Reconstruction:  the reinstatement of a structure 
that needs to be in place for contextual reasons. 
This process usually involves the introduction 
of new material to replace the old. However, 
it is important to avoid reconstructions based 
on incomplete documentation. Furthermore, 
the new elements of construction should not 
‘constitute the majority of a place or structure.’  

Adaptation: the need to repair, alter or add to a 
historical structure in a manner that preserves 
the features intrinsic to the cultural and 
architectural values. This approach is required 
when a structure’s only means of survival is to 
serve a purpose. In any event, the changes made 
must be reversible and not obscure the original 
fabric.36 

36  “New Zealand Charter,” 2018, accessed August 1, 2021, 
https://icomos.org.nz/charters/.

The International Committee for the Conservation of 
the Industrial Heritage: 

The TICCIH is the organisation specialising in industrial 
heritage and adviser to ICOMOS. This charter seeks to 
provide guidance and knowledge regarding the building 
and structures that were used for industrial activities. 

Industrial heritage provides evidence of the processes, 
tools, and places they are located, and all manifestations. 
The grounds for the preservation of industrial heritage 
are based primarily on the universal value of this 
evidence as opposed to the individualism of unique 
sites. Therefore, adaptation of industrial buildings is 
encouraged and considered an acceptable solution to 
ensure the survival of these structures.37 A sympathetic 
intervention provides the community with a sustainable 
and cost-effective solution that avoids waste, and 
contributes to the regeneration of areas going through 
periods of decline. The new uses should also respect 
patterns of circulation, activity, and materials present. 
Consequently, the programme for the conservation 
project needs to be derived from polices for regional and 
national planning, and provide psychological stability for 
communities both present and future.38 

37  “Charter – TICCIH,” accessed July 9, 2021, https://ticcih.
org/about/charter/.
38  “The NIZHNY Tagil Charter for the Industrial 
Heritage,” 2003, accessed July 9, 2021, https://www.icomos.
org/18thapril/2006/nizhny-tagil-charter-e.pdf.
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3.3 Industrial Ruins 
Industrial architecture is interrogated, identifying the 
need to recognise the importance of these structures and 
their potential futures. The expansion and urbanisation 
of cities has led to a neglect of industrial heritage 
structures that are being left to decay, in the hope they 
will be wiped out and replaced. These ‘scars on the 
landscape’ were once hubs of dense activity within the 
city from which scores of people, matter, and energy 
came, from near and far. Therefore, they hold a strong 
social value as opposed to historic, as they represent 
the lives of ordinary men and women. In the following 
chapter the approaches to adaptive reuse of industrial 
structures will be investigated to explore the potential of 
these forgotten cornerstones.  

Industrial architecture typically underwent constant 
change and development as the activities and processes 
modernised with the times. The abandonment of these 
industrial sites resulted in large factories being dropped 
from the stabilised networks of society of which they 
were once part of, becoming ruins commonly referred to 
as ‘waste space’. Once identified as ‘waste’ or ‘rubbish’, 
they became dirty and disorderly, and devoid of value.39 

In the absence of use and activity, a new sense of freedom 
becomes intrinsic to the industrial ruin in limbo. In other 
words, the place becomes terrain vague, which in French, 
the term vague derives from vaccus, giving us ‘vacant’, 
which is to describe both empty, unoccupied, yet also, 

39  Tim Edensor, “Waste Matter - The Debris of Industrial 
Ruins and the Disordering of the Material World,” Journal of 
Material Culture - J MAT CULT 10 (November 1, 2005): 311–32, 
https://doi.org/10.1177/1359183505057346.

free, and available.40 As discussed by Tim Edensor in 
Industrial Ruins, the industrial ruin is transformed into 
a heterogeneous site where a host of playful, intrepid 
activities are carried out.41 It is through these brinks of 
the city, that filmmakers, sculptors, photographers, and 
artists of instantaneous performances are offered a place 
of respite from the crushing homogeneity and controlled 
freedom of the carefully regulated urban spaces.42 

Based on the TICCIH Charter and the terrain vague, 
these sites were often viewed as acceptable places of 
adaptation. According to Michael Stratton this notion 
was also based on; “their scale, robustness and lower 
status in the conservation pecking order” allowing 
designers the freedom to experiment with interventions 
that would be “unlikely to gain acceptance with say, 
cathedrals or country houses.”43 This creative liberation 
is echoed by architectural critic Kenneth Powell who 
claims:   

40  Patrick Barron and Manuela Mariani, Terrain Vague: 
Interstices at the Edge of the Pale, First edit (New York: Routledge, 
2014), 26.
41  Tim Edensor, Industrial Ruins: Spaces, Aesthetics, and 
Materiality (New York: Berg, 2005), 30.
42  Barron and Mariani, Terrain Vague: Interstices at the Edge 
of the Pale, 28.
43  Michael Stratton, Industrial Buildings: Conservation and 
Regeneration (New York: E & FN Spon, 2000), 50.

“The aim is not preservation but transformation, 
an architectural, rather than a sentimental or 
historicist approach to creating new form out of 
old fabric.”44 

The question that must then be addressed is what does 
preservation preserve in the first place? According to 
the architectural writer Stewart Brand in How Buildings 
Learn: What Happens after they’re Built, one might 
suggest that it “honours peculiarity, specific to the 
building and to the locality.”45 For that reason, it is vital 
for any effective reuse scheme to be fully supported by 
locals as the expectations and values surrounding the 
site are not uniform and can change.46 Stratton discusses 
the sliding scale of change, from minimal intervention 
to radical reworking. He notes the primary reuse for 
industrial structures is art and creative industries 
that retain patina, making them compatible with the 
industrial grunge aesthetic, whilst commercially driven 
uses are more intrusive in their search of cleanliness and 
uniformity.47 

44  Ken Powell, Architecture Reborn: The Conversion and 
Reconstruction of Old Buildings (London: Laurence King, 1999), 10.
45  Stewart Brand, How Buildings Learn: What Happens after 
They’re Built (New York: NY Viking, 1994), 100.
46  Justine Clark, “Adaptive Reuse of Industrial Heritage: 
Opportunities & Challenges,” Heritage Council of Victoria, 2013, 1–7.
47  Stratton, Industrial Buildings: Conservation and 
Regeneration, 37.

Figure 35: Industrial factory reused as a students event space.
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“A new curtain wall of red, buff and blue bricks 
may be almost indistinguishable from the old, 
once the latter has been sandblasted or cleaned 
with chemicals. Many towns and cities end up 
with an amorphous jumble of new buildings 
made to look old, and old buildings looking too 
new.”48

The outcome of this approach can result in a bland, 
confusing historical structure that is surrounded by a 
carpark.49 Hence, communities contest the intrusive 
uniformity that is gained through the implementation of 
chain fast food joints and high-rise office buildings.50 Jane 
Jacobs opinion of the reuse of old buildings aligns with 
that of Brands. In The Death and Life of Great American 
Cities she highlights how chain stores, supermarkets 
and bookstores go into new construction. Consequently, 
neighbourhood bars, pawn shops and the uniformalised 
feeders of the arts–studios and galleries go into older 
buildings. Therefore, the reuse of old buildings should 
be available to local businesses that cannot afford the 
cost of new construction.51

This piece of literature is relevant to the Wilson’s 
Cement Works, as it highlights the importance of reusing 
industrial structures for the local economy and the 
retention of the structure’s new inherent freedom. 
48  Stratton, Industrial Buildings: Conservation and 
Regeneration, 52.
49  Stratton, Industrial Buildings: Conservation and 
Regeneration, 32.
50  Stewart Brand, How Buildings Learn: What Happens after 
They’re Built, 100.
51  Jane Jacobs, The Death and Life of Great American Cities, 
Vintage Books ed. (New York: Vintage Books, 1992), 188.

Figure 36: Industrial factory reused as a marketplace. 

3.4 Critical Reflection 
The Wilson’s Cement Works ruins offer a unique set of 
challenges with regards to their conservation and future 
use. The Conservation Discourse is applied to these 
heritage structures to derive appropriate interventions 
that will ensure their survival for the future. Viollet-
le-Duc saw ruination as an opportunity to return the 
lost heritage to its origins through restoration. This 
‘scientific’ approach focusses mainly on design intent 
rather than materiality and mood. The Wilson’s Cement 
Works have been subject to years of weathering which 
is often associated with a romantic appreciation of the 
appearance of buildings that have changed. Therefore, 
applying reconstruction to the whole site is not favoured 
as it would inevitably alter the atmosphere of the 
evocative site.  

On the other hand, the moralist Ruskin advocated for 
the surface, not allowing any remedial or stabilisation 
work to be undertaken. It was his belief that if buildings 
are maintained adequately, they will not require repair. 
More importantly, in the event of ruination the structure 
should be removed from everyday use. In the case of the 
Wilson’s Cement Works, the concrete structures have not 
been maintained, resulting in a derelict inaccessible site. 
The ruin is not just a series of surfaces, but a sequence 
of structural forms that if left to deteriorate without 
intervention will collapse, leaving an unrecognisable pile 
of rubble. As a result, the community of Warkworth will 
not be able to immerse themselves into the historic site 
and appreciate what the factory did for the growth of 
the town. 

The ICOMOS New Zealand Charter outlines a selection 
of conservation approaches that are seen as either 
restorative or interventional. The TICCIH Charter for 
Industrial Buildings advocates for the reuse of these 
economic touchstones in aiding their survival. Deriving 
an appropriate use for the Cement Works would release 
the ruins from their current romanticised condition into 
a functioning member of society once more. However, 
reusing the site in the same manner is not feasible for 
the buildings given their current state. Therefore, the 
programme for the conservation project needs to serve 
the needs of the community, both present and future.   
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4.0 Case Studies  
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4.1 Approaches to Industrial Reuse 
There is an array of architectural strategies that 
architects employ under the umbrella of adaptive reuse 
to preserve industrial buildings. Based on the ideas of 
Camillo Boito, the architectural problem identified is 
the relationship between the old and the new. Three 
key theorists who define approaches that deal with 
this issue are Françoise Astorg Bollack in Old Buildings, 
New Forms, and Graeme Brooker and Sally Stone, in Re-
readings: interior architecture and the design principles 
of re-modelling existing buildings. These methods are 
defined below and will be used to select, analyse, and 
derive new approaches specifically for the Wilson’s 
Cement Works from the following case studies. 

Approaches: 

Insertion: the existing structure acts as a shell with a new 
structure or function slotted inside. A dialogue is created 
between the two entities, with a direct architectural 
connection to the tangible elements of the internal 
space.  

Wraps: the implementation of a skin on the outside of 
the existing building. Often used as a protective measure 
if the old structure is in poor condition, the new layer 
creates tension charged spaces in ‘the in-between’.  

Weaving: an intervention is interlaced with the original 
buildings, resulting in a woven pattern. The architect 
exercises creative freedom in choosing to reveal and hide 
elements of both structures. This method has significant 
relevance to this thesis as it chooses not to make a 
relic of the ruin by reusing various elements actively, 
interconnecting them with the new when needed. As a 
result, “the ruin is reused and enjoyed, not as a distant 
object but as a component of the future.”52  

Parasite: a new form is attached to the existing structure, 
reliant on it as a means of structural support and access. 
The subsequent form is architecturally distinct from the 
original structure with the use of different materials, 
colours, and forms. Both structures benefit from the 
symbiotic relationship due to their spatial layering that 
contrasts and heightens the quality of both.   

52  Françoise Astorg Bollack, Old Buildings, New Forms: 
New Directions in Architectural Transformations (New York: The 
Monacelli Press, 2013), 181.

Figure 37: Approaches to adaptive reuse.
Image by author.

Juxtaposition: a new addition is placed alongside the old, 
not attempting to form an attachment. They sit apart 
as individuals with no bleeding of boundaries or ‘copy 
and paste’ elements, leaving the host building primarily 
untouched to retain its original integrity. 

Installation: a series of independent elements are placed 
within the context of the original building. Through this 
intervention the experience within the existing structure 
is heightened due to the restructuring of space to 
generate confusion with new volumes. This approach is 
relevant to this thesis as it aspires to induce a nostalgic 
reflection based on the scale of the space and its former 
function. As a result, “the installation will enliven and 
reveal the true, possibly hidden or lost character of the 
building.”53

53  Graeme Brooker, Rereadings: Interior Architecture and the 
Design Principles of Remodelling Existing Buildings, ed. Sally Stone, 
Re-Readings (London: RIBA Enterprises, 2004), 127.

Case Studies:

Three precedent studies have been selected to explore 
how various design approaches can be applied to a 
historic building to assist in its reuse. Each precedent 
was chosen based on an approach outlined adjacent. 
The diversity of structures, from a farm building to a 
ruin, provide an insight into the different tactics required 
in different scenarios. As a result, new approaches 
are derived that are specific to this project. A fourth 
precedent is about the marketplace, with a focus on the 
Matakana Market. This will provide a foundation for the 
functional reuse of the Wilson’s Cement Works.     

Figure 38: Approaches to adaptive reuse.
Image by author.
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4.2 Capsule Hotel and Bookstore 

Figure 39: Exposed raw edge of existing wall.

ATELIER TAO+C

JINHUA, CHINA

(Adapted in 2019, original building date unknown)

INTERVENTION:

Previously an old farm building that was used to store 
wood, this mud walled structure is located within the 
forest of Tonglu in the Zhejiang province, Qinglongwu. 
Architects Atelier tao+c were commissioned to insert 
a capsule hotel and community bookstore into the old 
storehouse. The intervention would offer privacy to the 
guests staying in the hotel whilst providing an open flow 
to the common areas. The original internal floors and 
walls were removed to insert two ‘floating’ modular 
structures within the open space that would be occupied 
separately by males and females.54 

At its highest the building measures 7.2 metres high, 
which has been divided into three 1.35 m high sections 
in parts, meaning the people occupying these areas 
can only sit or lie down, creating multiple bodily 
experiences. The internal floors were then staggered 
and cut to look down into the communal library. These 
floors are all connected by a staircase described by the 
architect as reminiscent of the paths in the mountains 

54  “Capsule Hotel and Bookstore in Village Qinglongwu/
Atelier Tao+c,” accessed August 2, 2021, https://www.archdaily.
com/930862/capsule-hotel-and-bookstore-in-village-qinglongwu-
atelier-tao-plus-c.

where people meandered, ascended, and stopped.55 
The layout of this building aimed to construct multiple 
levels of conversation between the community by 
providing spaces that could be social and quiet, whilst 
maintaining a visual connection on every floor. The 
strongest intervention was the removal of the end gable 
to allow the interior space to be extended out to form 
a full height seating area looking out to the mountains. 
The translucent material of the new extension is easily 
distinguishable from the original mud walls with a subtle 
seam between the two materials.   

55  “Capsule Hotel and Bookstore in Village Qinglongwu/
Atelier Tao+c.”

Figure 40: The new addition pushed out of the 
exterior wall.

DERIVED APPROACH:

The intervention used in this precedent is not definitively 
named in the ‘approaches to adaptive reuse’ section. 
Initially it was chosen as an example of insertion but 
following the analysis a new term has been derived 
specifically for this precedent, it is ‘Extrusion’. This 
approach is relevant to the Wilson’s Cement Works 
ruins, as significant changes to the interior are required 
for both stability and functionality that would require 
pushing out the exterior walls to form a unified space.   

Figure 41: Extrusion approach. Image by author.
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4.3 The Archbishop Museum of Hamar 
SVERRE FEHN 

HAMAR, NORWAY 

(Re-modelled 1967–1979, original building date 1250–
1567)

HISTORY:

The Archbishop Museum of Hamar is situated in the 
town of Hamar along the Kaupang Trail in Norway. 
The site has seen several changes throughout history, 
starting out as a medieval fortress settlement, which was 
demolished in the 16th century and replaced with a barn 
in the early 19th century. A masonry wall dating from the 
fortress era still encapsulates the site which previously 
boasted a tower, bakery, grill house, and prison. The 
remains of these structures lie beneath the barn which 
also fell into disrepair in the subsequent years. The barn 
was built using masonry stones in a simple style typical 
of the area, in a U-shaped plan.56 The rehabilitation of 
the ruinous structure was undertaken by Sverre Fehn in 
1960, creating a museum to display the artifacts found 
on site. 

 

56  Brooker, Rereadings: Interior Architecture and the Design 
Principles of Remodelling Existing Buildings, 255.

INTERVENTION:

An installation/weaving method was employed to deal 
with the ruin, alongside various degrees of restoration. 
The building was to house exhibition rooms, galleries, 
administration offices, an auditorium, and the ongoing 
excavation within. The building was essentially split into 
three sections, with the gallery situated in the centre, 
the northern wing as the ethnographic museum and the 
southern wing as the temporary exhibition, auditorium, 
and offices. A concrete ramp/bridge was constructed 
to interlink the separated wings of the ruin. It travels 
away from the barn before returning and entering the 
building between the south and central wings. Once 
inside it forms the roof of the auditorium, connecting 
to a spiral staircase that leads down to another bridge. 
This elements cuts through existing walls to stitch the 
three sections together through movement and visual 
connection. The central hall received three ‘floating’ 
smooth concrete display rooms that are inset from 
the existing rough masonry walls of the barn. This 
design approach allowed both old and new to be read 
individually only connecting through shadow and light. 
In contrast to this sensitive approach on the inside, the 
uneven openings were covered with a pane of glass 
attached on the exterior. These panes of glass act as an 
indicator that despite the relatively unaltered exterior 
there is something more happening inside. The roof 
was reinstated using large timber trusses supported by 
columns that are butted up against the original walls 
on the inside of the building. These columns and the 
supports for the other installations create a new spatial 
experience on the ground floor. 

Figure 44: Concrete bridge travels over the 
ancient ruins. 

Figure 42: New installations inset from the 
existing walls.

Figure 43: New concrete walkway curves away 
from the existing structure creating viewpoints 
before entering the museum. 
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Figure 46: Pink indicates all the elements inserted 
into the ruins. 

Figure 45: Pink indicates the walkway that forms 
the internal floors pulling the visitor through the 
structure.

DERIVED APPROACH:

The formal interventions used in this precedent are 
weaving and installation. Following the analysis, 
movement was identified as the key tactic employed 
to reflect the nature of the ruins. Therefore, the term 
derived specifically for this precedent is ‘Stitching’. This 
involves a single fluid element that connects multiple 
fragments that have been separated due to decay, nature, 
and man’s influence. The purpose of this approach 
is invaluable to this project as the Wilson’s Cement 
Works ruins is faced with the same issue of separation 
through neglect. As a result, multiple fragments are read 
individually not collectively. 

Figure 47: Stitching approach. Image by author.
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4.4 The Waterhouse 
NERI & HU  

SHANGHAI, CHINA

(Adapted 2010, Originally a Japanese Army headquarters 
from the 1930’s)

The Waterhouse is located alongside the Cool Docks 
in Shanghai, China. Previously a Japanese Army 
Headquarters, Neri & Hu transformed the derelict 
structure into a four-storey hotel fronting the Huangpu 
River. The architectural aim for this project was to create 
a clear contrast between the new and old.57 To achieve 
this concept, Neri & Hu exercised a parasitic intervention 
on top of the original that was constructed, using COR-
TEN steel. The derelict industrial structure went through 
the process of being stripped back, made good, and 
allowing new work to be undertaken. 

The internal lobby is a vast space boasting a triple height 
ceiling, with walls that have been taken back to their 
original concrete state, exposing holes and imperfections 
in the concrete. A light steel structure was then added 
to support the new internal forms that were rendered 
white to contrast with the rough textured walls. The rest 
of the original structure remains relatively untouched 
with only necessary restorative work undertaken. The 
new addition is built over the top of the old industrial 
structure in a symbiotic relationship, allowing both to be 

57  “The Waterhouse at South Bund/Neri&Hu Design and 
Research Office,” accessed August 2, 2021, https://www.archdaily.
com/263158/the-waterhouse-at-south-bund-neri-hu.

Figure 48: The white lines indicate vertical 
rhythmic element of the old structure that has 
been reused in the new addition. 

read individually based on the material difference, and 
together through spatial layering. Furthermore, the large 
windows protruding out of the top follow the lines of the 
old headquarters to reflect the surrounding context and 
create a vertical rhythmic element to tie the new and old 
external façades together.        

DERIVED APPROACH:

The formal intervention used on this precedent is 
parasite. Following the analysis, context and facade 
rhythm were identified as the key design guidelines 
undertaken to create a harmonious structure of old and 
new. Therefore, the term derived for this precedent 
is ‘Rhythmic Atmosphere’. This involves using forms 
from the site or the existing heritage structures and 
incorporating them into the new additions/alterations. 
The qualities and characteristics of this project provide 
an architectural foundation for the site of the Cement 
Works to incorporate new structures on site that relate 
to the existing context whilst being easily distinguishable 
from the original.     

Figure 49: Rhythmic atmosphere approach. Image by author.
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4.5 Matakana Market 
MATAKANA, NEW ZEALAND 

(Architect & Date unknown)

Matakana Market is situated on the banks of the 
Mahurangi River in the heart of the village. The Saturday 
Market is known as “a true foodie’s heaven with a focus 
on fresh, sustainable, and local artisan goods.”58 The idea 
behind the market was to develop and trial new business 
ventures, whilst providing insights into the community’s 
sustainable businesses.   

The market boasts the work of local artisans, and 
craftspeople, preserving the site’s tradition. The large 
outdoor terrace brings to life the street experience and 
provides a communal dining and entertainment area 
for the market. A key design feature of the Matakana 
Market is the U-shaped floor plan that opens to the 
River on the eastern side. This complements the notion 
of the marketplace being a hub for communal events, 
performances, and co-working. Architecturally, the large 
timber structure on the northern side of the site uses 
openings within the façade that lift to create a direct 
interface with the structure but an offset interaction 
with the salesperson. The rest of the site reflects a more 
typical marketplace with pitched covered stalls from 1.2–
2.5 metres in length and a variety of display cabinets, 
forming a direct interaction with the vendor.   

58  “Farmers Market,” accessed August 1, 2021, https://www.
matakanavillage.co.nz/market.

Figure 50: Local goods on display. 

“By generating an architecture with an 
understanding of time, and the temporal 
schedule of the market, architects can establish 
a sense of legitimacy to a fleeting but essential 
element of the city, and in doing so re-establish a 
permanence for the urban market.”59  

The Matakana Markets case study identified the key parts 
of marketplaces that create contiguous relationships 
between the built environment, and the establishment 
of place identity. 

59  Ariel Minelli, “Temporal Markets and an Architecture 
of Time - Inclusion Legitimacy and Emergence - Part 1” (Syracuse 
University, 2014), https://surface.syr.edu/architecture_theses/202.

Figure 51: Site plan showing proximity to carpark 
and other retail. Image by author. 

Figure 52: Marketplace breakdown of areas and 
entry points. Image by author.

Figure 53: Performance zone. Image by author. Figure 54: Folding openings. Image by author. Figure 55: Display cases. Image by author. 
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4.6 Critical Reflection 
Industrial heritage sites provide a tangible connection 
between the contemporary world and works of the 
past.  Adaptive reuse projects are often subject to 
a combination of interventions and strategies. The 
Wilson’s Cement Works are a visual representation of 
progress and development as buildings were extended, 
removed, and filled in. As a result, a blanket approach is 
not appropriate for the whole site. This is to allow certain 
additions and alterations to remain due to their ongoing 
contribution to the factories overall cultural heritage 
value. It also permits the removal of elements/fabric if it 
is obscuring the structure’s cultural heritage value.    

The Capsule Hotel and Bookstore, Archbishop Museum 
of Hamar, and the Waterhouse were analysed in relation 
to their approaches to adaptive reuse. Following a 
series of investigative drawings and a written analysis, 
new approaches have been derived specifically for the 
Wilson’s Cement Works ruins. 

The following derived architectural approaches are as 
follow: 

Extrusion: Changes to the interior of the ruins 
that have been pushed out of the exterior walls. 

Stitching: A single fluid element that connects 
multiple fragments that have been separated 
due to decay, nature, and man’s influence.

Rhythmic Atmosphere: Drawing on forms/
processes from the site or the existing ruined 
structures and incorporating them into the new 
additions and alterations.  

The precedent for the programme was Matakana 
Markets. Following the literature review, the importance 
of allowing local businesses the opportunity to inhabit 
the ruins was discussed. Temporary uses are a socially 
beneficial way of allowing two or more functions to 
operate in the same building. As a result, a spontaneous 
order is achieved through human interaction rather 
than human design. The marketplace offers the Wilson’s 
Cement Works continuous adaptability through the 
informal economy. In 2018 WIEGO identified 61% of the 
world’s workforce was informally employed.60 However, 
to avoid the ‘shadow economy’ the market attaches itself 
to the legal frameworks of the formal city, but adapts it 
to its own incentives, ensuring franchises and boutiques 
do not overrun the local initiative.         

60  “Statistical Picture,” accessed August 7, 2021, https://
www.wiego.org/statistical-picture.
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5.1 Programme Development 
The programme analysis is based on real research that 
focussed on how the abandoned Wilson’s Cement 
Works facility in Warkworth could reconnect with its 
old and new community. If these structures are left to 
decay further Warkworth faces the loss of the most 
extensive group of buildings of their kind, along with 
the exceptional impact it had on Warkworth for 70 
years. The main issue with industrial reuse projects is 
determining a potential programme that is feasible. In 
the initial stages of this project, it was identified that 
the community in the vicinity of the Cement Works 
needed a place for the younger population to inhabit. 
This included further educational facilities and events 
spaces outlined in an engagement report by the local 
council. A new function also needs to have an element of 
wider community collaboration as this would ensure it 
gets regular exposure, as well as promoting the Cement 
Works prolific past and inherent aesthetic qualities. The 
varying ‘strategies of intervention’ outlined by ICOMOS 
impact industrial sites differently and must consider the 
significance of the industrial heritage as discussed in 
chapter 3. 

Developing a Programme: 

The town of Warkworth has a relatively small business 
district which has struggled to maintain a constant 
identity. For several years, the locally owned businesses 
and ‘pop up’ shops have not acquired the reliable client 
bases to afford the costs of increasing rent. This has 
resulted in expensive boutiques and chain stores filling 
these gaps for tourism. The other issue identified was 
the departure of people between the ages of 16–25 in 
the district due to the lack of amenities catering for their 
needs, resulting in a fractured community. These needs 
were considered in the development of a programme, 
further narrowing down the primary demographic of the 
user group.    

To ensure that the industrial conversion is successful it 
will require more than one programme. This will also 
create continual occupation of the site throughout 
each season and different times of the day. Through 
analysing and selecting different programs this thesis 
will create a focal point that benefits all generations of 
the community.   

Programmes Explored:

Marketplace: A marketplace is rather ambiguous to the 
skills and interests of a region, giving the opportunity to 
adapt to community needs. 

Library: A library was considered as the current library 
situated in Warkworth is relatively small, with little 
display area and workspace. However, during the 
analysis of the town it was identified that the primary 
users of the library are the retirement village residents 
located adjacent. This would make relocating it to the 
outskirts of town inconvenient and cause accessibility 
issues for the residents.    

Museum: This programme was tested, but due to the 
museum already being situated along the road from the 
Cement Works it was not feasible to relocate it.  

Design Hub: This programme would help to retain the 
younger generations in Warkworth by giving them the 
opportunity to further their education. It would also take 
advantage of the Cement Works size and location as a 
miniature campus amongst the ruins.    

Exhibition: A place to display/perform the work produced 
from the design hub and local artists. 

Figure 57: Exploring programme connections. 
Image by author. 
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5.2 Programme Selection
Bio Crafts College: 

The Design Hub, mentioned on the previous page, 
becomes more fully developed as a Bio Crafts College. 
The college targets the younger generations, youth 
between 16–25 years old who are currently unemployed 
and not studying. It enrols up to 50 students for a one-
year annual programme. As mentioned in chapter 2, the 
impact cement is having on the climate due to carbon 
emissions is significant. Therefore, the courses would 
be practical based, learning to create products from 
materials found in the natural world such as timber. 
A curriculum is derived from all the ‘Characters’ of 
conservation based around the ‘skill of the maker’, 
teaching younger generations skills such as traditional 
carpentry methods. The programme content also 
includes CV writing, job mapping and presentation 
skills. As they progress through the college, they learn 
skills and confidence to enter the workforce or continue 
studying. They are then given the opportunity to sell their 
products at the marketplace adjacent, teaching them the 
full circle of ‘waste to durable’ derived from the adaptive 
reuse of the Cement Works. Within the scope of the 
Bio Crafts College, a residential portion is allocated for 
10–12 students or staff to live on site. This will give the 
Cement Works 24-hour occupancy, allowing the Cement 
Works to be watched over as John Ruskin advocated for, 
avoiding any further damage. In the college holidays 
these rooms will be available to be rented out to the 
public along with the workshop/studios. This will provide 
an economic return all year round to fund the continuous 
maintenance of the Cement Works and additions. 

The college in the off-peak months is then made available 
to be used by other students or residents working from 
home as an interactive learning centre. Following the 
COVID-19 outbreak in 2020 a survey was taken by Otago 
University on the advantages of working closer to home. 
Out of a group of 2,595 people, 46% said they would 
prefer to work from home one day per week due to the 
flexibility and commute length and time. However, they 
identified the top four challenges of working from home 
as adequate workspaces, collaboration, motivation, 
and switching off.61 Having a workspace in their 
neighbourhood would provide ‘hot desks’ to meet the 
needs of people continuing to study and work closer to 
home, whilst promoting the work the students studying 
at the college are producing.          

61  Otago University, “Study Investigates New Zealanders’ 
Attitudes towards Working from Home,” 2020, https://www.otago.
ac.nz/news/news/otago737417.html.

Figure 58: Extracting material from the adjacent land to create the cement.
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Marketplace Cafe: 

The second programme chosen for the adaptive reuse of 
the Wilson’s Cement Works ruins is a marketplace and 
cafe. At present there is no marketplace in Warkworth 
for local artisans to sell their products, forcing them to 
travel further afield to neighbouring towns. This prevents 
the opportunity to catalyse on the effect markets have 
on neighbourhood regeneration. Some markets involve 
fitness classes, health clinics, and more. However, food is 
always core to the congregation of people, and from that 
gathering a hub of community life is formed. Markets act 
as civic centres that create a vibrant strong local identity 
due to the face-to-face interaction with the community 
at large.62 

As a result of the analysis of the Matakana Marketplace, 
it was identified that a preservation ordinance would 
be required to protect the management of the markets 
with a clause stating all vendors must make or grow their 
own products.63 This is to prevent expensive franchises 
and boutiques from becoming the primary tenants 
and retaining the ‘scruffy’ everyday market typology. 
Through these unconventional methods the community 
is recognised first, and protected.

62  “Healthy Hubs: How Markets Create a New Sense of 
Community,” 2014, accessed July 20, 2021, https://www.pps.
org/article/healthy-hubs-how-markets-create-a-new-sense-of-
community.
63  Norman Tyler, Historic Preservation: An Introduction to Its 
History, Principles, and Practice, ed. Ted Ligibel and Ilene R Tyler, 2nd 
ed. (New York: W.W. Norton & Co., 2009), 193.

There is also the option to adapt this space for short 
term functions such as concerts, performances, and 
projections when required to further diversify the 
programmatic possibilities of the Wilson’s Cement 
Works site.   

Exhibition space/Gallery:

An exhibition venue is also chosen for the site, for if a 
building is reused and contemporary art is inserted, 
the art and architecture fuse together to enhance the 
awareness of historical transformation, uncovering the 
principles of progress embedded in the structures. This 
programme will also prevent the over sanitisation of the 
original structures as the walls of an industrial building 
provide a rousing visual and tangible aesthetic. The 
textures and rich colours from the past are incorporated 
into a sequence of new layers such as artificial light, 
windows, installations, and plastering.64 This then allows 
artists to visualise the ways their art can meaningfully 
communicate with its architectural context. Therefore, as 
visitors wander around the galleries they are temporarily 
displaced, unaware they are inhabiting a structure that 
once produced cement for the region.       

Michael Thompson discusses turning rubbish into 
transient objects to make them durable once again 
through a socioeconomic enterprise. When visitors see 
the Ball and Tube Mill transformed into a gallery space 
they are confronted with the true nature of industry, 
as a memory that continually attunes to the changing 
context. Phoebe Crisman goes further by stating:

64  Phoebe Crisman, “From Industry to Culture: Leftovers, 
Time and Material Transformation in Four Contemporary 
Museums,” Journal of Architecture 12, no. 4 (2007): 414, https://doi.
org/10.1080/13602360701614698.

“The meanings of industrial relics and artworks 
change with such juxtapositions: the leftovers 
become elevated by their direct association with 
objects of higher cultural status or economic 
value, while artworks become less precious 
and perhaps more accessible when displayed 
in an industrial and sometimes decaying 
environment.”65

This project creates the opportunity for multiple 
activities to take place, increasing the level of immersion 
the community will experience within the Wilson’s 
Cement Works factory. 

65  Crisman, “From Industry to Culture: Leftovers, Time and 
Material Transformation in Four Contemporary Museums,” 415.

Figure 59: Thompson’s rubbish theory. 
Image by author.
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This programme analysis begins to establish a strategic 
set of design parameters that can be integrated into the 
design experiments. The design parameters arising from 
the programme analysis include:

- The college must facilitate 50 students on a day-
to-day basis.

- Students living on site must retain a form of 
privacy from the public, whilst not creating a 
separated zone.   

- The programmes must be interactive with one 
another, providing a fluid connection around the 
site. 

- The marketplace cafe must encourage people to 
gather and engage in face-to-face interactions. 

- A permanent exhibition space is to accommodate 
temporary expositions, from three to six months. 
To encourage interest from a diverse scope of 
people, disputable and actual artists are allowed 
to display their work.     

The brief for the project is as follows: The spatial 
requirements for the Bio Crafts College, Marketplace 
Cafe, and Exhibition space/Gallery. The exhibition space 
and workshop will be shared facilities between the 
Marketplace Cafe and the Bio Crafts College. 

5.3 Critical Reflection

Figure 60: Exploring programme connections. 
Image by author.  

Marketplace Cafe: A p p r o x . 
Size:

Entrance/Reception    20 m2

Marketplace (stalls 2.5 m x 1.2 m approx.) Undefined
Café (50 seats)      100 m2

Permanent Shops (groceries/gifts)   
                                                                         

100 m2

Toilets (2 x unisex & 1 x disabled)    
 

20 m2

Outdoor Performance Area   Undefined
Kitchen 20 m2

Exhibition space/Gallery:
Ticket Booth     5 m2

Gallery Space (Ball & Tube Mill footprint)  
  

108 m2

Bio Crafts College (50 Students):
Classrooms x 2     120 m2

Student Workshops x 1    150 m2

Computer Lab     80 m2

Common Space     80 m2

Staff Room     50 m2

Toilets (2 x unisex & 1 x disabled) 20 m2

10–12 Live in residents: 

—bedroom, shared lounge, bathroom,

shared kitchen, storage.                                                       

Undefined

First Aid Office 40 m2

All sizes are derived from David Adler’s Metric Handbook: 
Planning and Design Data and the New Zealand Building 
Code. 

5.4 Design Brief

Table 1: Schedule of rooms required. By author. 
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“Ruins are the ending of architecture, and simultaneously the beginning of 
architecture. Ruins are incomplete and accidental, and therefore become artificial 
caves. Architecture is the delicate design of ruins.”66

66  Sou Fujimoto, Sou Fujimoto: Primitive Future, Contemporary Architect’s Concept Series: 
(Tokyo: LIXIL, 2008), 143.

6.0 Fragments for 
Design 
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Figure 62: Mahurangi River and Rowes Scenic Reserve.Figure 61: Quarry lake and the adjacent hill.

Figure 63: East-west full site 
section. Image by author.

The site is situated alongside the Mahurangi River which 
releases into the South Pacific Ocean. The ruins are 
bounded on either side by the river on the northeast 
boundary, and the quarry lake on the southwest 
boundary. The banks on either side of the bodies of 
water rise to approximately 40 metres above the water 
plains creating the primary spatial fold for the site. As 
a result, the Cement Works are enclosed in a two-fold 
miniature enclave. This is caused primarily by the bodies 
of water on either side, and secondly by the Rowes Scenic 
Reserve and tree clad slopes of the adjacent banks. The 
Management Plan by Rodney Council stated the reserve 
was home to a moderate wildlife habitat consisting 
mainly of forest birds.67 These can be seen nesting in the 
abandoned structures and invasive vegetation adding to 
the peacefulness of the site. The primary recreational 
zone identified on the site is between the Cement Works 
and the quarry (lake). This area is highly occupied by the 
younger generation with the experience enhanced by 
the structures adjacent.        

The cement works are the focus for this project within 
this site and an architectural analysis was discussed in 
Chapter 2; however, the nostalgia of the ruins/place is 
complimented and heightened by the establishment of 
trees and shrubs that have inhabited the old structures. 

67  Rodney District Council, “Wilson’s Cement Works Historic 
Reserve: Management Plan,” 8.

6.1 Site Analysis
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Figure 64: Nature begins to inhabit the cement 
works ruins. 

A ruin can be articulated as the moment a building starts 
to crumble, tipping the balance between a structures 
mechanical, inert matter (spirit) and nature. Georg 
Simmel in The Ruin describes this as the moment ‘aging’ 
begins to blur the form, thus allowing nature and the 
spirit to separate revealing a new world-pervading 
original enmity.68 However, if the balance tips “in favour 
of nature. This shift becomes a cosmic tragedy which […] 
makes every ruin an object infused with our nostalgia.” 
The word nostalgia is comprised of the Greek nostos 
(home) and algos (pain). In modern terms it relates to 
a feeling of ‘homesickness’, the longing for a memory or 
moment in the past that is no longer attainable.69 This art 
of dying was the cause of nostalgia for the ‘cult of ruins’ 
that had coincided with Western modernity in surges 
since the eighteenth century. The focus was primarily 
around the ‘authentic ruin’; the same powers of nature 
that shaped a mountain were being used on the old 
walls through weathering and erosion.70 As a result, the 
ruin becomes a part of the landscape, growing together 
in harmony. 

This notion is evident in the state of the Wilson’s Cement 
Works as nature has patinaed the concrete walls, rusted 
exposed steel and formed a new spatial atmosphere 
within the structure. A series of sketches, photographs 
and prints were taken from the site and have been 
compiled into an inventory. 

68  Georg Simmel, “Two Essays,” The Hudson Review 11, no. 3 
(August 7, 1958): 380, https://doi.org/10.2307/3848614. 
69  Andreas Huyssen, “Nostalgia for Ruins,” Grey Room, no. 
23 (May 9, 2006): 6–21, http://www.jstor.org/stable/20442718.
70  Simmel, “Two Essays,” 381.

6.2 Nostalgia for Ruins 
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6.3 Inventory of the Wilson’s Cement Works Ruins

Figure 65: Inventory of ruins.
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The new culturally specific habits through which we 
engage with material debris from the past are far 
from the romanticised days of old. In this example the 
abandoned Wilson’s Cement Factory is charged with 
stories and memories which are now being interacted 
with at a bodily level, sensuous and earthy. This 
experience shifted the perspective on the destruction of 
space. The notion of viewing rubble as amorphous waste 
amalgamated into exploring the texture, composition, 
and key ‘atmospheres’ intrinsic to the old factory. These 
elements of decay are then reinterpreted during the 
design experiments to form allegorical relationships that 
enhance the overall narrative of the Wilson’s Cement 
Works and the surroundings.              

6.4 Critical Reflection 
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7.0 Masterplan 
Development 
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Located amongst the Wilson’s Cement Work Ruins, 
the masterplan design begins to re-establish the lost 
connection with the natural features such as the 
Mahurangi River and the Limestone Quarry Lake (man-
made lake). It also explores how the Marketplace Cafe, 
Exhibition space/Gallery and Bio Crafts College might 
interact with one another both spatially and visually 
within the two-fold site. The tangible and intangible 
atmospheres are extracted from the ruins and translated 
through the ‘inventory’. These elements are then tested 
during the following design iterations. This is to form 
connections between the existing historic structures 
and the subsequent alterations/additions. As a result, 
giving the design the ability to immerse the surrounding 
community into the historic site whilst providing a new 
experience.     

Wilson’s Cement Works Ruins: 

The different structures on the site demonstrate the 
diversity of the materials and techniques used to build 
the industrial structures in the late 19th and early 20th 
century.71 The architectural changes made to the site 
provide tangible evidence of time and the development 
of processes and methods. This is evident in several 
of the structures on site that display various types of 
reinforcing, including iron bars, railway lines, and cages. 

71  Pearson, “Wilson’s Cement Works, Warkworth: A 
Conservation Plan,”45.

Furthermore, the mixture of textures and colours show 
several different types of aggregates were used to form 
additions and alterations. These aspects represent 
the dynamic nature of the cement industry and the 
evolution of the Wilson’s Cement Works. It is for this 
reasoning and the various arguments constructed in 
the Literary Context that most of the existing fabric 
should be stabilised, repaired, and retained in its 
ruined form. The design intentions are proposed for the 
following buildings to reduce the rate of deterioration. 
The Limestone Store incorporates an exposed steel 
diaphragm. The Coal Mill will be strengthened at the 
foundation, to re-establish the walls in a manner that 
hides all structural interventions. The Ball and Tube Mill 
is in a sound condition, therefore only the treatment 
of the degrading concrete is required (refer to 2.4, Ball 
and Tube Mill). All other structures on site will receive 
remedial work to prevent further deterioration.              

The current marina offices and boatyard adjacent to the 
Cement Works are intrusive to the overall significance of 
the site. The marina does not interact with the cement 
works in a mutually beneficial arrangement therefore 
detracting from the historical fabric. This facility will be 
relocated further upriver to its original setting. This will 
be indicated on the masterplan but not detailed.           

 

7.1 Concept Design 

Figure 66: Different types of aggregate 
used.

Figure 67: Mixture of steel and 
concrete.

Figure 68: Railway line reinforcing.
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Figure 69: Key arrival zones. Image by author.

The Arrival:

This site plan shows the entire Cement Works facility in 
relation to the current and future access routes. There 
are three entry points into the site which are specific to 
differing modes of transportation, the walking and biking 
route arrives at the northern end of the site splitting into 
two paths that enter the Cement Works. This is a flat 
journey making it an easily accessible option for people 
coming to the site from town. Access on the eastern 
front is by boat along the Mahurangi River forming a 
point of congregation that could inform a new node of 
connection to the Cement Works. The entry from the 
southern side of the site via Wilson Road is primarily 
used by cars due to the steep unsafe road and carpark 
at the base. 

Figure 70: Masterplan of current access routes. Image by author.

Figure 71: Key arrival zones. 
Image by author.
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the site by car from the neighbourhood via the southern 
suburbs. Consequently, the new structure would be read 
as higher in importance than the historical monuments 
standing in front of the Cement Works, in direct 
confrontation rather than integration. 

The two previous options explored were identified 
as unsuitable for the site. Therefore, a third option is 
proposed with the new college situated between the 
Mahurangi River and the Wilson’s Cement Works (refer to 
figure 74). The river is recognised as a key contributor to 
the growth and success of the Cement Works, providing 
transportation, materials, and workers. However, the 
two physical constructs are currently separated by a 
carpark used by the marina workers and boat owners. 
In archival photographs there was originally a building, 
part of the Cement Works, that occupied this space, and 
remnants of the foundations are still visible. The college 
building would re-establish this forgotten connection 
creating a new node that feeds back into the Cement 
Works. The recreational zone between the Limestone 
Store and the quarry is also to be retained, providing the 
younger generation with a place to play and swim. 

The fragmented, dynamic nature of the ruins, both in 
their present form and their history of progress, indicates 
that a similar approach to the integration of multiple 
buildings in and around them is needed to reactivate the 
site. The number of new structures, their proximity and 
size need to be explored. This will establish the level of 
movement, immersion, and connection to the existing 
concrete forms people will experience. 

Learning in the Past:

Full site cross-sections were drawn to explore the main 
axis through the site that defines the relationships 
between the Mahurangi River, Quarry Lake, and the 
Cement Works. This exploration was then used to test 
the integration of the Bio Crafts College into the site. 
To reuse the Cement Works structures for the body 
of the college would involve significant repair and 
reconstruction of some or all of the buildings (refer to 
figure 72). This would result in the loss of heritage fabric 
as the structures are made habitable with additional 
loadings and spatial requirements. Therefore, this 
approach is not favoured, as the ruins hold an inherent 
nostalgia through their age value as they are part of the 
natural and historical landscape of Warkworth.  

As a result of this exploration, it is identified that a 
new structure(s) is required on site to accommodate 
the college. The second option explored was to locate 
the new building where the former marina/boatyard 
was situated (refer to figure 73). However, this would 
encounter the same resistance as the marina/boatyard, 
as it would be the first structure visible upon entering 

7.2 A Place to Work, Socialise and Interact

Figure 72: Utilising the ruined structures for the college. Image by author. Figure 73: College situated in place of the marina. Image by author. 

Figure 74: College situated on the old foundations of the 
Cement Works Facility. Image by author. 

Legend:

New structure

Ruin repurposed 

Ruin
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In these preliminary masterplans, circulation, transition 
spaces, and programme layout are explored through a 
series of masses and shapes. This then begins to form 
the stitch (walkway) that will be developed further in the 
later stages of the design.

Design Experiment 1: A sketch of the college as a single 
building begins to look overpowering on the site, 
isolating itself from the Cement Works. This type of 
setting offers the contents all on arrival, not demanding 
much attention further than the day-to-day activities of 
the college. As a result, this would limit the movement 
and level of immersion between the people and the 
existing heritage structures, which is a key design aim of 
this project. People would use the ruins as a transitional 
space to reach the recreational zone rather than 
experiencing them as part of the college.  

7.3 Masterplan Concept Design 

Figure 75: Masterplan experiment 1. Image by author.

Design Experiment 2: Breaking apart the college and 
interlacing it amongst the ruins begins to achieve a 
heightened level of interaction, inviting people to explore 
further into the ruinous structures. However, having six 
structures starts to form a sense of disassociation with 
the heritage buildings. The site is read as two collections 
of fragments with little connection. The movement also 
becomes strained, as people would not experience a 
fluid meander approach. 

Design Experiment 3: The test of three structures aligns 
with the three remaining large ruins. This creates a more 
cohesive relationship between the new and old whilst still 
maintaining interaction. It allows for the new buildings 
to encourage movement at varying speeds by having 
passages to run through still spaces. This encourages a 
positive sense of the yet-to-be-discovered, in a similar 
way the Archbishop Museum of Hamar achieved.        

 

Figure 76: Masterplan experiment 2. Image by author. Figure 77: Masterplan experiment 3. Image by author.
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The Marketplace Cafe:

The Limestone Store is the first structure encountered 
on site from the Southern entry. After the demolition 
exercise in 1940, the Limestone Store and Coal Mill 
were separated by man’s influence rather than natural 
circumstances. As a result, leaving them to be read as 
individual fragments of their former selves. An east-west 
cross section through the Limestone Store and Coal Mill 
indicates the opportunity to design an intervention that 
would reconnect the two structures. There are archival 
photographs of the building in its final form before the 
destruction. Therefore, an intervention will produce an 
alternative representation of this form with a ‘modern’ 
appearance to facilitate a new programme. Given the 
grandeur and former function of the Limestone Store 
there is the possibility for it to be stabilised, repaired, 
and adapted to draw people into the intervention at 
the heart of the ruins. The function of this area is the 
marketplace, a process of making and storing goods 
for the town derived from the original function of the 
buildings. This commercial orientated programme would 
be near the carpark which will be retained, making it 
easily accessible.

Design Experiment 1: Fits within the foundations of the 
original structure, butted up against the ruined walls to 
provide support and a direct connection. Despite being 
structurally effective, it does not allow space for the old 
and new to breathe. This gives the visitor the feeling of 
being forced to inhabit the ruins, but not touch them.

Design Experiment 2:  Pulling the structure away from 
the walls of the Limestone Store allows the old and new 
to be read individually. This would make it clear that this 
is a later addition to the existing form. The breezeway 
around allows for the play of shadows to define the 
internal space of the new addition. However, it does 
not permit a prolonged interaction between the visitor 
and buildings as it creates an alleyway, that assumes no 
stopping.  

Design Experiment 3: The structure is pulled two metres 
off the north-eastern façade of the Limestone store and 
1.2 metres off the others. This provides a combination of 
both design experiment 1 and 2 which allows the visitor 
to walk between the old and new structures but linger 
between the layers. 

Design Experiment 4: the addition is extruded out 
through the ruined wall to separate itself from the 
original footprint as demonstrated in the Capsule Hotel 
and Bookstore. Therefore, forming its own identity by 
creating its own rhythm. The north-eastern façade could 
be glass with an ashlar pattern to replicate the pattern 
found on some of the existing concrete structures. 
This would offer a view across the site to the kilns. This 
experiment retains the elements discussed in experiment 
3.  

Figure 78: Design experiment 1. Image by author.

Figure 79: Design experiment 2. Image by author.

Figure 80: Design experiment 3. Image by author.

Figure 81: Design experiment 4. Image by author.
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Deriving a Form: 

The Limestone Store in its final form is a sequence of 
gables. Following the years of neglect and damage the 
northern end has been largely removed, leaving only 
partial walls. A new structure in the spirit of the original 
is tested to re-establish the overall grandeur of the 
building. However, this overshadows the buildings past 
events that led to its demise. In reflecting upon this, a 
smaller insertion is tested with a simple gable to form a 
clear distinction between old and new.    

Figure 82: Top to bottom, exploration of form. 
Image by author. 

The Exhibition space/Gallery: 

The Ball and Tube Mill structure still clearly resembles 
its former form with exceptional architectural features. 
The Conservation Plan outlined this structure as the 
most appropriate for restorative work and reuse due to 
the level of intactness of the structure. Therefore, this 
structure hosts the exhibition/gallery. The openings are 
to be glazed with timber joinery, which was the original 
material used. It has an existing concrete roof, however 
due to weathertightness a second roof is designed to go 
on top, this follows the line of the ridge. 

Figure 83: Internal layouts. Image by author.

Figure 84: Internal perspective of the exhibition space. Image 
by author.
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The Bio Crafts College: 

Through the exploration of the college floorplan, it was 
determined that the common space/cafeteria should 
be separate from the main body of the college. This 
is in reference to the cement works past social value 
of gathering and interacting. To re-establish a node of 
congregation within the ruins which can also be used by 
other visitors to the site is crucial. This is located above 
the marketplace to create a vertical relationship with the 
local artisans. 

The body of the college is located alongside the 
Mahurangi River, through the plans it begins to take a 
U-shape, derived from the ruins. The entrance into the 
school was important to draw people in before directing 
them into the Cement Works. This sequence of floor 
plans explores the arrangement of rooms and entrances. 
The workshop is housed within the college due to its 
location alongside the Mahurangi River. This would give 
opportunity for workshops on wooden boatmaking and 
easier accessibility for services.        

Developing the plans led to one side of the U-plan tilting 
into the ruins. This is to guide visitors and students into 
the central courtyard of the college utilising the river as 
a natural boundary line.   

Figure 85: Series of diagrams testing the layout 
of the college. Image by author.

Figure 86: Ground floor of the college. Experimentation with the form in 
relation to the arrival zones and views. Image by author. 

Figure 87: Atmospheric sketch of the college in the foreground with 
the Mahurangi River on the left. Image by author.
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Circulation and Visual Connection:

The meander approach mentioned previously 
is comprised of a three-part structure—nearby, 
neighbouring, and distant. It distinguishes distance in 
terms of grasp and reach, for example whatever is out 
of reach can be comprehended more fully in time.72 This 
project draws from this concept to obscure the entrance 
into the ruins through a series of starts, rests, and 
resumptions. This notion increases the interest in the 
Cement Works by forming a new orientation, through 
turning and resting in contrast to the previous linear 
process of the heritage site. 

This sense of arrival is guided by the idea of disconnection 
derived from the separated ruins themselves. This 
is evident in design experiment 1, version 3. A part of 
inhabiting a ruin is drawing from the inherent freedom of 
disorder and intrepidity. To achieve this the conception 
of spatial depth is needed, for when walking along a path, 
the previous is forgotten and what is ahead is unknown. 
By forming viewing depth and angles, the cement works 
and interventions incrementally unfold. As a result, 
adding to the discovery of what the place has to offer. 

72  David Leatherbarrow, Building Time: Architecture, Event, 
and Experience (London: Bloomsbury Publishing, 2020), 72.

Figure 88: Design experiment 1, version1: External walkway 
analysis of starts, rests, and resumptions (shown in orange). 
Image by author.

Figure 89: Design experiment 1, version 2: External walkway 
analysis of starts, rests, and resumptions (shown in orange). 
Image by author.

Figure 90: Design experiment 1, version 3: External walkway 
analysis of starts, rests, and resumptions (shown in orange). 
Image by author. 



115114

Figure 91: Design experiment 2. 
Image by author.

Design Experiment 2: This playful element is tested 
further by running the path through the still-spaces 
within the ruinous structures in a linear path forming 
landings and reflective zones. This requires little 
demolition or invasive work to the original structures 
as it follows the original production line the facility had 
during its operation.   

Design Experiment 3: In this iteration the path is not 
confined to the boundaries of the linear structures, 
puncturing and protruding through the exterior walls 
to reflect that nature has formed new openings and 
atmospheric conditions within the ruins. This would 
require significant heritage fabric to be removed to allow 
for multiple openings. Furthermore, the implementation 
of new supports, to structurally stabilise the new 
openings that would alter the internal atmosphere of 
the buildings, would be needed. This experiment begins 
to detract from the significance of the structures, not 
allowing conditions from within to be grasped in full. 

Figure 92: Design experiment 3. 
Image by author.
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As shown in the design experiments for the marketplace 
cafe, a two-storey intervention could create a functional 
space for the market and cafeteria. It could provide 
views across the site stretching to the Lime Kilns on 
the western boundary. This could make the best use 
of the ruins as it would be occupied by multiple users 
from locals to tourists, reinforcing the social value of the 
structures. The location close to the carpark provides 
convenient access for services. 

It is evident that despite the Limestone Store and Coal Mill 
not being assigned set functions, they are reconnected 
through movement. As visitors make their way through 
the structures, they pause at view shafts grasping the 
layers of the factory’s history. However, in using the 
exterior walls as guides for the internal pathway this 
experiment does not evoke playfulness or immersion. 
In looking at the exterior pathway the current design 
does not engage with the proposed college or the rest 
of the site in a dynamic journey, splitting the site in two. 
In locating the new college beside the ruins, they could 
heighten the reception area of the Cement Works which 
will be explored further in the design development.       

The next phase of the design development will focus 
more on how the user interacts within the Cement 
Works. At present it is difficult to distinguish between 
the original structures and the new interventions. The 
college being an adjacent intervention must have its 
own identity whilst relating back to the Wilson’s Cement 
Works. Therefore, colour and materiality could be used 
as a tool to make clear distinctions and consistency as to 
what is part of each era.       

This concept allows the vegetation in the Coal Mill to 
remain. However, this could become detrimental to 
the original structure as the trees become established, 
impacting on the stability of the concrete walls. The 
narrative of allowing nature to remain, reflecting the 
current stage of the factory’s life is important. Further 
designs are explored to avoid the potential damage to 
the heritage fabric.   

 

7.4 Critical Reflection 
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8.0 Design 
Development
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8.1 Design Development 

Figure 93: Masterplan development, ground floor plan.
Image by author.

A Campus in the Ruins: Masterplan: 

The connection between the programmes is essential 
to the success of the whole scheme. Reflecting on the 
first complete design scheme, elements of the design 
experiments have been extracted and reinterpreted. 

This masterplan encompasses both viewing distance 
and angles from within and outside the ruins, like the 
Museum of Hamar, allowing the visitor to walk through 
both old and new without becoming displaced or 
overwhelmed. The path loops round the main chimney 
creating a viewshaft to the main entrance alongside the 
river. The path is also used to begin and end transitional 
areas between the new and old structures. Having 
multiple entrances and exits encourages people to 
move around the site in different directions emulating a 
dynamic journey. 
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Figure 94: Conceptual perspective sketch entering the central 
courtyard from the town pathway with the single bedrooms in 
the background. Image by author.

Figure 95: Performance stage over ruined foundations 
of the Coal Mill. Image by author. 

The Bio Crafts College: 

A design parameter that was set following the programme 
analysis is the need for privacy regarding the 10–12 on-
site residents. This project’s aim is centred around the 
community being able to fully immerse themselves into 
the site. Therefore, any forms of fencing or separated 
accommodation were deemed not fitting. To tackle the 
issue of privacy the residents are vertically separated. 
By locating the rooms on the first floor it allows for the 
site the remain fence free whilst providing the necessary 
split from visitors.     

The shared student living space looks down into the heart 
of the architectural area of the ruins providing passive 
security to the site, preventing further destruction. 

The Glade: 

The strongly defined architectural space located on the 
south-eastern side of the site is repurposed as an area for 
the Saturday marketplace. A stage is also accommodated 
for above the old foundations of the Coal Mill, which will 
not be removed. This will provide protection to the relics 
beneath and form a raised stage for outdoor events, 
using the ruins as a backdrop for projections etc.  

A
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Figure 96: East -West section through the 
marketplace cafe. Image by author.

Figure 97: Conceptual perspective of the east elevation of the 
Limestone Store. Image by author. 

8.2 Site Overview

Figure 98: East -West section through the 
whole site. Image by author. 

Macro Scale: 

The college acts as a directional axis that incorporates 
the natural axis of the river to draw people to the site 
when coming from town. The college being the first 
point of interaction along this route indicates there is 
something more happening inside the Cement Works. It 
is through this public access route that the Cement Works 
is connected, through the college back into the town. 
This directional and natural link constructs a relationship 
with the ongoing regeneration of the town and the 
Cement Works by forming its own unique economy with 
the training of artisans, carpenters and more. 

Micro Scale:

The college will interact with other programmes on the 
site, but through a separate axis that encapsulates the 
original production line of the Wilson’s Cement Facility—
from the quarry (lake) to the Mahurangi River and vice 
versa. 

The college provides the main circulation route around 
the site, starting alongside the Mahurangi River, before 
lacing between the historical ruin fragments and new 
structures. This is to encourage people to engage with 
the ruins freely through visual and physical draws. The 
chimney is the first structure seen on the approach from 
town before splitting into two routes. The old foreman’s 
house located on top of a hill guides you round into the 
full facility and recreational zone. This has not been 
disturbed but referenced as a point of entrance to the 
quarry (lake). 

The Marketplace Cafe: 

The layout of the permanent marketplace is essential to 
encourage visitors to gather and engage with one another. 
Marketplaces are typically set up as a single linear street. 
However, taking inspiration from the artifacts scattered 
around the surrounding site, a fragmented marketplace 
is proposed. This option induces an element of 
exploration that enhances the experience of the market. 
The movement is free flowing and organic, promoting 
spontaneous interactions.   

This space is adaptable as the stalls can be moved 
outdoors allowing the internal space to accommodate 
events such as fitness classes or small-scale concerts. 
Furthermore, the ground level of the Limestone Store 
is also adaptable for the Saturday market with foldable 
openings that create face-to-face interaction with the 
vendor and the Wilson’s Cement Works.  

C
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8.3 Material  

Figure 99: Frottage of 
concrete.

Figure 100: Derived fritted 
screen.

Figure 101: Illustration of black 
streaks forming on the surface.  

Figure 102: Charred cedar 
cladding. 

8.5 The Rising River 8.4 Summary of Interventions
The Cement Works are strong, unadorned structures 
primarily made from concrete and steel. Materiality was 
an important factor during the design development. 
As history dictates, any new work should be done in a 
comparable material. 

The concrete structures on site show visual traces of 
the way they were formed. The marks on, and indented 
along the surface attest to the horizontal framework 
that made the wall. This is seen both internally and 
externally, producing a rhythm of shadows on the 
skin. The years of patination and decay have created 
deposits that have replaced the horizontal lines with 
vertical steaks of black staining. Therefore, externally the 
Marketplace intervention will have vertical charred cedar 
cladding to provide the structure with a contemporary 
link to the process of aging. The traditional process of 
charring timber known as Yakisugi was also chosen 
as a preservation technique for the new structures. 
Internally, to reflect the nature that has inhabited the 
internal spaces of the ruins, locally sourced natural 
timber is used for the beams and ceiling battens. This 
creates an intimate and inviting environment throughout 
the marketplace and cafeteria.   

The College being located directly alongside a tidal 
river requires durable materials to be sourced. After an 
investigation into different materials including concrete 
and steel, a combination of glass and native timber is 
chosen. The glass will be fritted to evoke the texture of 
the concrete cement works ruins adjacent (refer to image 
99). A bio-based material is an important element of this 
project, as the college is constructed on the principles of 
creating products from the natural world.  

This project concludes that most of the ruins should 
be stabilised and retained in their current state (refer 
to chapter 7.0, Wilson’s Cement Works Ruins). Some 
alterations will however be required to ensure the 
community can immerse themselves within the ruins. 
In-conjunction with the ICOMOS Strategies discussed in 
3.2, the following interventions are applied: 

•	 The Limestone Store: Adaptation is applied 
to the southern half of the structure. New 
openings are required to allow the walkway to 
form the adaptive reuse method, the ‘stitch’. 
This was determined during the Marketplace 
Café design process in chapter 7.0. The 
northern end of the structure applies an 
intervention using the adaptive reuse method 
of extrusion, as tested in the Marketplace Café 
design experiments in chapter 7.0.

•	 The Coal Mill: Adaptation is applied to this 
structure as it requires new openings to allow 
the ‘stitch’ walkway, discussed in chapter 7.0 
to penetrate the still spaces. 

•	 The Ball and Tube Mill: restoration and 
adaptation. 

The Bio Crafts College is a new structure adjacent to 
the Wilson’s Cement Works. This structure utilises the 
Inventory of the Wilson’s Cement Works ruins. Through 
the adaptive reuse method ‘rhythmic atmosphere’ a 
tangible and intangible relationship is formed between 
the college and the existing structures.             

The Mahurangi River has been identified as a high-risk 
flood zone based on the Auckland Council 1% Annual 
Exceedance Probability (AEP) 100-year event.73 As 
the Wilson’s Cement Works site is within this zone, it 
is important to consider flexibility and robustness in 
the design for the Bio Crafts College and Marketplace 
Cafe. This is to ensure that the buildings can withstand 
potential flooding in the future as the climate changes 
and sea levels rise.  

It is understood that small floods occur more frequently 
than large floods. Therefore, according to the Auckland 
Council Unitary Plan the finished floor level of the college 
and the marketplace is designed at 500 mm above the 
1% AEP flood prone level. An open deep driven treated 
timber pile foundation system is acceptable with slow 
moving floodwaters in coastal areas. Consequently, 
this system is applied to the Bio Crafts College and 
Marketplace Cafe.     

73  Tim Fisher, Ridley Graeme, and Kate Clay, “Warkworth 
to Wellsford: Water Assessment Report,” 2019, https://www.nzta.
govt.nz/assets/projects/ara-tuhono-warkworth-to-wellsford/water-
assessment-report-part-one.pdf, 57.
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Figure 103: Artistic collage of the marketplace with 
the ruins in the background. Image by author.
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9.0 Conclusion 
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This project is a conceptual investigation into how the 
ruins of the former Wilson’s Cement Works facility 
could be repurposed, to reconnect with the changing 
community and town. The factory operated for over 
70 years, becoming one of New Zealand’s most prolific 
suppliers of cement. Aside from the economic impact 
of the Works, they reflect the lives of the everyday men 
and women who lived, worked, and socialised alongside 
the industrial buildings. 

Before the analysis of the Wilson’s Cement Works it 
seemed that restoring all the ruins was the only option. 
This would assist in retaining all the elements and fabric 
of significance. However, an extensive loss of fabric would 
be required to facilitate the new functions. Therefore, 
it became clear that any changes to the heritage site 
should be considered in two ways. Firstly, are the 
changes arising out of a particular need, contributing to 
the overall understanding of the cultural heritage value? 
Secondly, do the changes or interventions detract from 
the heritage value of the Cement Works? 

To understand the impact of any interventions it was 
important to investigate the key ‘characters’ connected 
to heritage conservation. This research led to the 
discovery that an industrial ruin sits at the bottom of the 
conservation ranks. It offered a difficult design freedom 
as the Cement Works are not situated within the urban 
centre of Warkworth, and a lack of plans and interior 
photographs of the historic structures provided little 
parameters for design. By understanding the Wilson’s 
Cement Works facility’s contribution to the development 
of the town, strengths and weaknesses were identified 

for each significant structure to provide the necessary 
guidelines for the design experiments. During the initial 
design phases of this project, an awareness developed 
that most of the ruins should be retained in their current 
state to preserve all facets of their life.   

This thesis began by looking at the growth and 
development of Warkworth and the cement industry, to 
uncover the social issues the community are currently 
facing as the town expands. The new function of the 
facility was a key factor in the overall success of the 
project, as the research focussed on how the new 
design could reconnect the community with the Cement 
Works. As reflected on earlier, by turning a carbon-based 
industrial complex into a bio-based youth learning centre 
and marketplace, the community’s perception of the 
Cement Works can be elevated. When the introduction 
of a separate building for the college was considered, 
it was thought it might detract from the heritage, 
considering the scale and proximity to them. The final 
design addresses these concerns by being broken down 
into fragments that form an axis across the site. 

An objective of this project was to demonstrate 
how adaptive reuse approaches could uncover the 
possibilities for reconnecting the changing community 
with the Cement Works. This was informed by an analysis 
of three case studies. Each offered an insight into how 
new elements/forms could be interlaced in a strategic 
way that contributed to the level of interaction the 
community would experience within the industrial ruins. 
Following a series of design experiments, the decision 
was made to create a walkway that stitched both the new 

and old elements together in a non-linear way. This type 
of movement is related to play, both bodily and visually, 
aligning with the playful freedom inherent within the 
ruins to create a positive, immersive experience for the 
visitor. 

If this project was to be advanced in the future, an 
investigation into the structural requirements and 
implications of preserving the ruins in their current state 
could be developed in detail. In addition, due to the 
location, the implications of flooding and climate change 
could be explored in more depth to prevent further 
damage to the concrete structures.    
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10.0 Final Design
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Figure 105: Masterplan.

Figure 104: Plan of the existing Wilson’s Cement Works ruins.
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Figure 106: Floor Plans with keys. 

Figure 107: South East elevation. 
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Figure 108: Section A-A.
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Figure 109: South West elevation. Figure 110: Section B-B.
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Figure 111: External perspective of the Bio Crafts 
College from the Western entry. 

Figure 112: External perspective of the Bio Crafts 
College from the Mahurangi River. 
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Figure 113: South Eastern perspective of the 
Saturday marketplace. 

Figure 114: North West elevation. 
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Figure 115: Bio Crafts College: Shared kitchen. Figure 116: Bio Crafts College: Courtyard. 
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Figure 117: Walkway.

Figure 118: Exhibition/gallery Space. 
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Figure 119: Bio Crafts College: Workshop. 

Figure 120: Marketplace Cafe.
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Figure 121: Marketplace Cafe. 

Figure 122: North Eastern perspective of the new 
walkway and Marketplace Cafe. 
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