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Abstract 

The thought of the building one day decaying and returning 
back into the earth is usually not considered by an 
architect designing a new building. This thesis explores 
themes of temporality, ephemerality, and observation 
based analysis within the architectural design process. 
The concept of temporality is evaluated in the work of 
artists Andy Goldsworthy and Gordon Matta-Clark. In 
addition, their creative processes are studied toward 
establishing an architectural design methodology. The 
ruins of an abandoned cement plant in the ghost town 
of Marlbank Ontario is analyzed through a series of site 
visits occurring throughout the 2020 - 2021 academic 
year. Observations of the site and ruins were documented 
through text, drawings and photography. Parallel to the 
‘observations’ a series of ‘installations’ were completed 
at various scales. Experiences of isolated contemplation 
and subjective exploration on the abandoned landscape 
while creating these artworks informs an architectural 
program and design for two distinct cabins - taking direct 
influence of their surrounding environments and reflecting 
a consciousness of the temporary.
 

Key Words

Ephemerality, Temporality, Observation, Connectivity, 
Experimental Process, Landscape Architecture
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Architectural design thinking typically 
assumes that a building will exist 
forever and duration is not considered 
a meaningful design parameter. This 
oversight is witnessed when experiencing 
the state of ruined buildings. The presence 
of time, weather and human use all 
contribute to the deterioration of an 
edifice and reveal the architecture’s limited 
duration. While the concept of duration 
is often not considered within the field of 
architecture, several artists have engaged 
the idea through the exploration of 
temporal and site specific artworks. These 
works respond directly to the surrounding 
environments through materiality, form 
and circumstance. There is a consciousness 
of the fragile and temporal nature of the 
artworks and it is revealed as the artifact 
transforms through time along with the 
site that hosts it. 

The conventional architectural design 
process consists of a series of phases 
from the conception of a building to its 
realization and inhabitation. The process 
relies on the analytical understanding of a 
site. These phases have an insufficiency of 
requirements that address the longevity 
of a building and therefore lack the ability 
to understand the needs of the users and 
landscape over time. Our experiences 
as users are not fixed, rather they are a 
response to our ever changing external 
domain. The perceived idea of permanence 
within the design process can hinder a 

building’s design and can result in a lack of 
congruence to its changing environment. 
It indicates an ignorance of the diversity 
of life-cycles that makeup the natural 
sites that support buildings. Therefore 
an alternative design process is required 
to address the issue of temporality in 
architecture. 

The objective of this research is to 
engage with the site of a ruined building 
and natural landscape and learn from 
it through observation, documentation, 
drawing and intervention toward 
an architectural design process that 
meaningfully addresses temporality. This 
research draws upon the artistic practices 
of Andy Goldsworthy and Gordon Matta-
Clark as grounding for an alternative 
architectural design method. Their 
processes reflect strong themes of place 
and site based observation and research, 
and the interconnectedness of art and 
architecture towards its surrounding 
environment. Evidently, temporality 
and ephemerality are reflective of both 
artists’ documentation processes of 
their ever-changing projects through 
various timelines. From this analysis, a 
combination of their processes allows 
for an architectural design method that 
answers the intent question. This process 
can be summarized by the following; 
having an existing architectural condition 
and natural site, observing and exploring 
the site and its materiality and intervening 

using site specific materials and 
conditions.  

The following chapters Goldsworthy and 
Matta-Clark will investigate the works 
and methodologies of these artists. The 
architectural design methodology derived 
from this research is then applied when 
visiting the ruins of an abandoned cement 
plant in the ghost town of Marlbank 
Ontario. The chapter Site summarizes Dry 
Lake’s industrial history. Documentation 
of Marlbank’s temporality is explored 
through the medium of film photography. 
Observations, displays an annotated photo 
essay of the site documented throughout 
the 2020 - 2021 academic year. These 
reflections and material observations were 
further analysed in Interventions.  A series 
of spontaneous interventions were created 
with the intent of understanding the site’s 
materials and landscape in an immersive 
and interactive manner. Experiences of 
isolated contemplation and subjective 
exploration on the site are reflected and 
then expanded upon throughout the 
chapter. Lastly, these observations and 
interventions inform an architectural 
program and design for two distinct cabins 
presented in Building Design.
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Figure 2. The overgrowth is very dense, making it 
difficult to walk around the forest. 
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Andy Goldsworthy is a British artist 
that creates natural landscape art with 
materials he finds directly on site. His work 
is known for its accordance to the life cycle 
of natural elements and ephemerality.1 
The term ‘ephemeral’ means ‘lasting for a 
very short time,’ and in relation to plants, 
‘having a very short lifecycle.’2 Goldsworthy 
suggests that one’s personal connection 
with nature is extremely important. He 
believes that if we have lost our connection 
to nature then we lose a connection to 
ourselves.3 His inspiration is drawn from 
finding different ways to connect and 
understand natural materials within a 
site. His design and creative process is 

1 Andy Goldsworthy, Andy Goldsworthy: Projects. (New 
York: Abrams; Illustrated Edition, 2017), 6.

2 Lexico, ‘Ephemeral,’ accessed Sept. 25, 2020, https://
www.lexico.com/definition/ephemeral.

3 Andy Goldsworthy, “The Glenmorangie Annual Lecture: 
Andy Goldsworthy,” Lecture at The National Museum of Scotland, 
Edinburgh, Scotland, February 9, 2012, accessed September 15, 
2020. https://www.youtube.com/watch?v=rPZDBtPEoXE. 

extremely site specific. This is where he 
manifests his ideas through intuition, as 
well as explores materiality. In his own 
words, his works are “brought to life” and 
then decay.4 Inspiration is also found by 
responding to the environment specifically 
in that exact moment in time. Although it 
is instinctive to look at the environment 
through the architectural technique of 
site surveillance, it is also important to 
observe the body in nature. According 
to Goldworthy, an important part of 
site analysis is to ground oneself in the 
specific environment in addition to making 
physical observations.5  The works reflect 
a continuous sensitivity to nature and its 
landscape. Furthermore, Goldsworthy does 
not disregard the human experience, as the 
interventions are only created through this 
connectedness. 
Goldsworthy documents his works 
through photography because of their 
remote locations and temporal nature. 
Using photography  he is able to document 
the ephemeral and, with specific pieces, 
successfully reflect the passing of time. 
These pieces are normally documented 
and presented through sequence 
photography or series photography. 
Sequence photography can be used to 
document a subject in motion and series 
photography can be used to show a 
selection of photographs at the same time. 
Some of his more ephemeral works have 
a perception of fragility yet there is still a 
4 Ibid.
5 Ibid.

Figure 3. Andy Goldsworthy Collage, by author. Referenced 
Goldsworthy Photography

Figure 4. Andy Goldsworthy, Hazel stick throws, Banks, Cumbria, July 10, 1980. Suite of nine vintage black and white photographs, 12.5 x 18 
inches each. Courtesy of the artist and Galerie Lelong.

sense of strength reflected in the material 
and the way in which it is organized or 
connected. Goldsworthy’s materials are no 
less than time, memory and the behaviours 
of nature itself.6 His work represents a 
sense of respect for nature, connectivity to 
landscape and expressions of nature. 
Woven Branch Circular Arch
The fragile state of the materials he works 
with can require hours/days to construct 
artworks. He often exceeds the breaking 
6 Patrick Burkham, “Branching out: why artist Andy 
Goldsworthy is leaving his comfort zone,” The Guardian, August 3, 
2018, accessed October 15, 2020 https://www.theguardian.com/
artanddesign/2018/aug/03/from-stone-flows-to-hedge-swims-why-
artist-andy-goldsworthy-is-branching-out. .

point of these ephemeral sculptures. In his 
work, Woven Branch Circular Arch (1988), 
the materials allow the composition to 
seem natural in its setting, as though it 
is emerging organically. He engages with 
nature and natural tensions that exist 
on the earth. The piece is brought forth 
with human intervention. In addition, it 
interacts with the landscape in a visual 
manner. The circle created by the woven 
branches acts as a viewing frame. Within a 
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be running through the forest and into a 
nearby pond.7The old stone is given a new 
life within these elements and allows the 
piece to breathe and become one with the 
landscape. 

White Walls
Goldsworthy’s artworks do not just exist 
within nature. Over the years he has 
produced a number of sculptural works
within gallery spaces that allow the 
public to experience his temporary 
work in person. In Galerie Lelong, 
New York he presents the passage of 
time through sculpture within a main 
gallery space. He covered the walls in 
a smooth white porcelain. Slowly, the 
porcelain clay began to crack and pieces 
began falling off of the wall. This drying 
process shows the material’s ephemeral 
qualities and the unpredictability of the 
manner in which the sculpture will age 
and crack. Goldsworthy describes his 

7 Robert Louis Chianese, “Storm King “Running” Wall,” 
American Scientist,  May-June 2013, 188
https://www.americanscientist.org/article/storm-king-running-wall

dense forest it is hard to focus on specific 
details of one’s surroundings. The arch 
piece acts as a viewing lens to engage 
with the site in a different manner. His 
work does not take away anything or add 
anything to the site, rather he is able to 
figuratively add more significance to the 
landscapes he explores. 
Storm King Wall
Goldsworthy’s works have different states 
of temporality. In addition, the scales of 
his projects vary immensely. In his project 
Storm King Wall (1997-98), he created a 
five foot tall stone wall within a sculpture 
park in the Hudson Valley, NY (Fig. 6). The 
dry stone wall weaves amongst the trees 
within the park setting and down towards 
a pond. Its curved organic shape is elegant 
and at the same time there is a simplicity 
that is reflected through the material 
chosen. The sculpture consists of more 
then one material. The piece encompasses 
the forest, the trees, the pond and the 
wind. These elements are all a part of 
the composition. The piece is sometimes 
referred to as Running Wall, as it seems to 

Figure 5. Andy Goldsworthy, Woven Branch Circular Arch. Langholm 
Dumfriesshire, 1988. 

work as transitioning from minimal to 
expressionistic.8 A typical art gallery 
contains an endless series of white walls to 
display the artworks of many. Goldsworthy 
is able to bring these walls to life. The wall 
texture is drying, cracking, and falling 
without the need for human intervention, 
rather the materials reacting to their 
environment. Although the piece is inside 
it is still affected by its surroundings and 
time itself. The decaying of this piece is the

8 Andy Goldsworthy, White Walls.
https://www.galerielelong.com/exhibitions/andy-goldsworthy3/
installation-views?view=slider

Figure 7. Andy Goldsworthy, White Walls: Day 1, 2007. Porcelain 
clay, dimensions variable. © Andy Goldsworthy, Courtesy of Galerie 
Lelong, New York

Figure 8. Andy Goldsworthy, White Walls: Day 16, 2007. Porcelain 
clay, dimensions variable. © Andy Goldsworthy, Courtesy of Galerie 
Lelong, New York. 

expressionistic element. There is a sense of 
beauty that emerges through the decaying.  
Goldsworthy Methodology
There are several parts that encompass 
Goldsworthy’s design process and 
methodology. He grounds himself in 
a specific site to make observations. 
He emphasizes the need to touch the 
landscape and be very hands-on by actively 
engaging with the environment over a 
period of time.9  Through this he is able to 
identify and collect site specific materials. 
He experiments with these materials and 
is able to reveal new connections within 
the landscape they are from.  He creates 
his artwork, photographs his composition 
and lastly his art is left to decay and return 
to the earth.

9 The Henry Moore Centre for the Study of Sculpture, 
Leeds City Art Gallery and Northern Centre for Contemporary Art, 
Sunderland, 1985), 4-5.

Figure 6. Andy Goldsworthy, Storm King Wall, 1997-98. Fieldstone. 
Approximately 60’’ x 2,278’6 x 32’’ overall.  © Andy Goldsworthy, 
Courtesy of Galerie Lelong, New York
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Figure 9. Some of the limestone walls that remain stand 3 storeys 
tall. Photograph by author.
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Figure 11. The cut building pieces serve as sculptures once the 
abandoned buildings were torn down. ‘Gordon Matta-Clark, Bronx 
Floor: Floor Holes’, 1972, Bronx, NY. Courtesy of the Estate of 
Gordon Matta-Clark and David Zwirner Gallery.

Gordon Matta-Clark was an American 
artist also known for his site specific work. 
He studied architecture from 1963 to 1968 
and throughout his studies noticed the 
disciplines dependency on the affluent and 
the restrictions associated with this.10 He 
was inspired by many earth artists such 
as Robert Smithson who had frequented 
the university he attended and similarly 
he rejected the commodification of art.11 
Matta-Clark was interested in inhabiting 
spaces that others did not want to occupy 
or that had been abandoned.12  He known 
for making large sculptural cuts on 
abandoned buildings and experimented 
with these large-scale spacial and 
lighting compositions. His belief was that 
occupants leave a layer of skin on the 
rooms they inhabit and once the building 
skin is cut, the bones of the building reveal 

10 Antonio Bessa, J. Fiore, ‘Gordon Matta-Clark: 
Anarchitect.’ (Bronx Museum of the Arts, Yale University Press. 
London 2017). 2-5.
11 Ibid. 6
12 Jane Crawford, “Gordon Matta-Clark 1: From My 
Perspective,” Lecture at the Architecture Association School of 
Architecture, London, England, May 6, 2003. Accessed September 
25, 2020. https://www.youtube.com/watch?v=yosYs7Q_
qSg&t=2427s 

a history.13 He would intervene and study 
the abandoned architecture by making 
these cuts and documenting his process 
through photography and films. The pieces 
themselves within the building seem 
strong and purposeful but once removed 
and isolated, they have a fragile sense 
of being. They become more vulnerable 
as they now reveal details not seen 
before within the building.14 His interest 
was based in this notion: A building is 
created believing it will fulfil a function 
for the occupants and for those within 
the surrounding area.15 Once the building 
cannot fulfil the requirements, it begins to 
decay.

In his 1974 work titled ‘Splitting,’ Matta-
Clark cut a house in half and lowered one

13 Ibid. 
14 Ibid.
15 Ibid.

Figure 10. Matta-Clark Collage, by author. Referenced Matta-Clark 
Photography

Figure 12. Matta-Clark often collaged his film photography to 
further explore his observations in an abstract manner. Gordon 
Matta-Clark. Splitting, 1974. Black and white photo collage, 101.5 
x 76.2 cm.

half of the house which created a large 
gap nicknamed the ‘wedge of life.’16 This 
brought light and air into areas that hadn’t 
been reached before within the building. 
This also allowed passersby to look into 
the house creating a sense of vulnerability. 
A house is normally a shelter and safe 
space for occupants to dwell in. With the 
exposing of the interior of the building 
to the street, Matta-Clark had turned the 
architecture into a sculptural experience.17 
The house also provokes fear as one walks 
through a building that is cut in half.18 The 
notion of verticality is very relevant in 
his works and reevaluating architecture 

16 “Splitting,” Art Institute of Chicago (2018 Estate of 
Gordon Matta-Clark / Artists Rights Society (ARS), New York) 
https://www.artic.edu/artworks/187171/splitting 
17 Jane Crawford, “Gordon Matta-Clark: From My 
Perspective.”
18 Ibid.

Figure 13. Splitting, 1974. 322 Humphrey Street, Englewood, New 
Jersey © Gordon Matta-Clark and David Zwirner.

linking the ground and the sky.19 Once 
cut, these interventions become integral 
parts of the structures. While his works 
were temporary, his films and photographs 
preserve the ephemeral nature of his 
approach and remain important works of 
art on their own.  
Matta-Clark Methodology
Matta-Clark created meaningful temporary 
works by finding an existing abandoned 
architecture, observing its site and 
conditions, intervening using site specific 
materials, and documenting the process 
with film and photography. 

19 Martin Hogue, “Buildings Cast, Carved and Wrapped: 
The Intervention Practices of Rachel Whiteread, Gordon Matta-
Clark and Christo,” (1987 ACSA Annual Meeting. University of 
Colorado. 1999)
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Establishing a Methodology
Andy Goldsworthy constructs his 
ephemeral works, and Matta Clark 
decontructs architecture so that it 
can be viewed in a different light. In 
addition, Goldsworthy creates meaningful 
ephemeral works through landscape and 
Matta-Clark creates meaningful ephemeral 
works through architecture. The two 
processes reflect strong themes of place 
and site based observation and research, 
and the interconnectedness of art and 
architecture towards its surrounding 
environment. Evidently, temporality 
and ephemerality are reflective of both 
artists’ documentation processes of their 
ever-changing projects through various 
timelines. Lastly, the definition of sculpture 
is given new meaning when comparing 
both processes. In Andy Goldsworthy: 
Projects, sculpture is described something 
that was created by adding the collected 
materials to a location.20 In Gordon Matta-
Clark: Anarchitect, sculpture is created by 
subtracting the cut ‘sculptural’ piece from 
the deteriorating building.21 

Drawing upon the methods of Goldsworthy 
and Matta-Clark I have interpreted 
their creative processes to explore an 
architectural design process that is more 
conscious of one’s own experiences and 
observations within a landscape. This 
allows a process that is more personal and 

20 Goldsworthy, Andy Goldsworthy: Projects
21 Bessa, ‘Gordon Matta-Clark: Anarchitect,’ 39.

connected to a surrounding environment. 
From this analysis, a combination of their 
processes could allow for an architectural 
design method that answers the intent 
question. This process can be summarized 
by the following; having an existing 
architectural condition and natural site, 
observing and exploring the site and its 
materiality and intervening using site 
specific materials and conditions. An 
architectural work that speaks to these 
findings should emerge. Architectural 
designs can develop from of this subjective 
process. 

This outline acts as a locus of the design 
process that is conscious of the temporary 
nature of architecture. I have applied my 
method through observing, documenting 
and experimenting  within two sites in 
Marlbank, Ontario. The intervention and 
investigation process occurred over a 
five month period (see, Observations and 
Installations).

Figure 14. Theoretical framework diagram depicting similarities between both artists’ methodologies. By author.

Figure 15. My theoretical framework diagram influenced from both Goldsworthy and Matta-Clark’s processes. By author.
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Figure 16. Ruins of the Marlbank Cement Works plant 
in Marlbank Ontario have lay abandoned for over 107 
years. Photograph by author.
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Figure 17. The state of decay of the buildings 
gives off an eerie feeling within the forest. 
Photograph by author.

Industrial History
Marlbank, Ontario is a small ghost town 
forty minutes out of the Kingston area. 
The town was established and known 
for producing high quality cement made 
from marl starting in the 1890s. In 1889, 
a railway connecting Tamworth to Tweed 
Ontario was built through Marlbank 
just north of a marshy body of water 
called Dry Lake.22 Before the railway, the 
property around the barren lake would 
have had little value. On May 7th, 1890 
Thomas Hoppner sold land at Dry Lake 
to the English Portland Cement Co. of 
Montreal for 500 Pounds Sterling.23 This 
was the beginning of Dry Lake’s industrial 
history. The following spring, marl was 
22 Manders, Steve. Napanee Mills Cement Works and 
the Canadian Portland Cement Co. at Marlbank: The First Cement 
Works in Ontario, the First Portland Cement Works in America, 
(Steve Manders, 2019) 19.
23 Ibid. 27.

Figure 18. View from the northwest side of the Marlbank Cement Works plant as built by the England Cement Co. in 1900. Tweed Heritage Centre.

being dredged and shipped to Montreal 
for processing. In 1898, after renovations, 
the Beaver Portland Cement Company 
of Canada took over the manufactory.24 
This was later incorporated into Canada 
Portland Cement. With the plant’s success 
there was a need for workers resulting in 
the local economy to boom.  Downtown 
Marlbank had a bakery, barber shop, 2 
hotels, bank, millinery shop, tinsmith, 
3 blacksmiths, pool hall, saw and grist 
mills, apiary, cheese factory and a doctor’s 
office.25  In its prime, it took 125 men to 
operate the plant daily and a few died 
over the years due to the nature of their 
work and dangerous machinery.26 The 
24 Ibid. 30.
25 Municipality of Tweed, ‘Marlbank: Brief History,’ 2015. 
Accessed October 3, 2020.  https://tweed.ca/marlbank--p367
26 Manders, Steve. Napanee Mills Cement Works and 
the Canadian Portland Cement Co. at Marlbank: The First Cement 
Works in Ontario, the First Portland Cement Works in America, 
(Steve Manders, 2019) 50.
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plant closed due to the fact that it was not 
accessible by ships on Lake Ontario and 
therefore could no longer compete with 
the other successful plants at the time. 
Why Marlbank?
The village of Marlbank still survives and 
is home to approximately 200 people 
however the downtown is not what it 
used to be. Local schools closed down due 
to the population decrease, forcing the 
local children to go to school in Tweed or 
Belleville. The only businesses in town 
are the Marlbank General Store and the 
Marlbank Phoenix Tavern. Observing and 
studying a ghost town site has interesting 
qualities and parallels because it has 
even more of an isolating presence with 
its abandoned landscape, forest and 
architecture. At one point in time, the plant 
produced concrete, a material associated 
with stability and permanence. This 
brought life into the town. The building 
ruins create a case study for material 
contrast. The site’s temporary and 
ephemeral qualities are analysed such as 
seasonal changes, materiality, ecosystem 
changes and the factory’s life cycle. These 
changes all happen through various scales 
of time. Each one has a moment in time in 
which it crystallizes and then returns back 
into the earth. They all represent different 
scales of the temporary. How does one 
capture a moment that is fleeting? How 
does one represent this? 
Documenting Marlbank’s Temporality
This theme of transition and 

Figure 20. The site’s vegetation captured on film 60 years, 7 
months, 13 days apart. Photograph by author.

Figure 19. Cement Plant Marlbank 1960, Tweed Heritage Centre.

transformation is captured and 
documented through the temporary 
medium of film photography. Its 
temporality is reflected through its 
ability to capture a single moment in 
time that cannot be replicated. A series of 
experimental film photographs have been 
completed during several site visits.

Figure 21. An abandoned restaurant and convenience store located in downtown Marlbank. Photograph by author.
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Each set of photographs taken represent 
themes of the temporal, ephemeral and 
the essence of transition.  Through film 
photography one can construct a narrative. 
The exposure of a light sensitive film in 
a particular moment in time makes the 
photograph a discrete identity.27 This is 
not to be mistaken as a single identity, 
as temporal photographs destroy the 
fiction of singularity which is typically 
our idea of identity.28 These photographs 
do not capture a single moment within 
a transformation but the photograph 
becomes an event and is a web of various 
temporalities.29 
27               Drucker, Johanna. ‘Temporal photography’, Philosophy of 
Photography 1: 1, pp. 22–28, doi: 10.1386/pop.1.1.22/7. pg 24.
 
28               Ibid.pg 23.
29 Ibid. pg 23

Figure 23. An old wood framed building in Marlbank. 
Photograph by author.
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Figure 22. Film scans of site photographs. By author.
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Site Access
Traces of where the railway crossed Dry 
Lake are still visible today. The Portland 
Cement buildings were used for 24 years 
until 1914.30 The cement plant is located 
on the northwest side of Dry Lake, and 
although it closed in 1914 the lake was still 
dredged for marl until 1945. From satellite 
imagery, the bright white coloured marl 
deposits are surrounded by dry, infirtile 
open fields and forest. The ruins are 
hidden within the growing forest and are 
not visible by satellite. 
The selected site is large and private 
property. It was explored and documented  
from two different access points; the clay 
site and the ruins site. In order to access 
the ruins, one must enter into the forest 
from Marlbank Road (see Figure 26). 
This is ‘access point 1’ and is described as 
the ‘ruins site.’  Before entering, I drove 
around to the southwest side of the lake 
and entered the site from Moneymore 
Road (see Figure 26). This is ‘access point 
2.’ This access point can also be described 
as the ‘clay site.’ The two sites are one 
kilometer apart and have been identified 
due to the contrasting visual observations 
experienced on location. Both of these 
sites were observed, and documented  on 
numerous occasions.

30      Manders, Steve. Napanee Mills Cement Works. 49

Figure 25. Dry Lake, Marlbank ON. Google Maps Satellite Image.

Figure 26. Site map of Dry Lake. Referenced Google 
Maps. By author.

ACCESS POINT 1

ACCESS POINT 2

1 
K

IL
O

M
E

T
E

R

MARLBANK RD

CEMENT PLANT RUINS

CLAY SITE



36 37     

O
B

S
E

R
V

A
T

IO
N

S
Figure 27. Foundation walls are hidden amongst the 
trees. Photograph by author.
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Observations: Site

The methodology explored here is 
rooted in a process that involves a large 
amount of on-site observation and 
analysis. Site observations are crucial to 
creating meaningful grounding exercises. 
Experiencing the site as a first hand observer 
is done a multitude of times in order to 
observe the site over various periods and 
to gain a greater understanding of the 
changing environment. ‘Observation’ is 
the act of watching someone or something 
carefully for a period of time, especially to 
learn something.31 Observational research is 
non-experimental because nothing is being 
manipulated or controlled.32 This is not a 
term solely reserved for general site analysis. 
Material observation has been done on the 
marl clay. The clay takes up the majority of 
the site and is the sole purpose as to why it 
was taken over by the cement industry over 
a century ago. Multiple site visits are learning 
opportunities and can reveal smaller details 
unnoticed previously. Site observations 
have taken place on October 15th, 16th and 
17th, 2020, November 22nd and 23rd, 2020, 
December 27th, 2020 and February 19th, 
2021.
Observations: Clay Site 

The clay site contains a vast infertile 
landscape, not only has it been abandoned 
by people but by nature in some ways. This 
site is an unoccupied natural landscape 
31 Oxford Learner’s Dictionaries, ‘Observation.’ Accessed 
December 20, 2020. https://www.oxfordlearnersdictionaries.com/
definition/american_english/observation
32 Press Books, ‘Observational Research’. Accessed 
October 30, 2020. https://opentext.wsu.edu/carriecuttler/chapter/
observational-research/

therefore reflecting qualities of landscape 
that Goldsworthy selects for his ephemeral 
works. The large clay landscape was hard 
and almost chalky when the site was first 
entered, but once closer to the water, the 
soft clay gave into the weight walking upon 
it. The temporal nature of this material is 
constantly changing once introduced to 
water which alters the landscape in small 
and large ways over time. 
Observations: Ruins Site

Obscured views due to the density of the 
overgrowth gave the entire ruins site an 
unsettling feeling. There were never full 
views of any part of what remained of 
the buildings and I always had a feeling of 
anxiety not knowing what could be around 
the corner. The ruins site contains a variety 
of building types from smaller foundation 
remains to decaying limestone walls three 
storeys tall. I have never experienced 
architecture in this state of decay before. I 
found myself surrounded by these 20 foot 
tall limestone walls that when looking up 
almost looked as though they were swaying 
with the trees surrounding them. Normally 
these window cut outs would have allowed 
people inside to look outside at these framed 
views but I found that as I stood in the center 
of these walls that I was vulnerable and 
could now be viewed from all sides. I was no 
longer observing the architecture but it was 
almost as if the architecture was observing 
me. 

Figure 28. Site documentation. By author.
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Observations: Materiality 

Subsequently, the lines between what was 
a foundation wall and what were rocks 
began to blur. The building ruins can be seen 
as being ‘taken over’ by the overgrowth. 
I later came to realize that this is not the 
case. The factory was created to extract and 
process the site’s materials but now the 
site’s natural materials are slowly processing 
and deconstructing the buildings materials. 
The buildings and the landscape are now 
poetically and literally intertwined during 
this transitional stage. 
Observations: Decay and Transition 

The natural elements of the site have 
been exposed to tremendous amounts of 
environmental turmoil as a result of the 
industry that once consumed this area for 
over a decade. Since then, the site has been 
on a journey of healing and transition. What 
initiates transition? When something decays 
and eventually ‘dies,’ a new life can emerge 
from this. From site observation, I observed 
this landscape within this transitional stage. 
The factory has died and now the natural 
environment is slowly gaining life again. The 
connection between the trees and the walls 
were also seen within the tree roots. I saw 
many trees growing out from old foundations 
and walls. 

Figure 29. Material decay, transition and interconnection. 
By author.
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As I looked closer at some of the trees I 
then came to realize that some of their 
roots were wrapped around a mix of rock, 
concrete chunks, and bricks. Some of the 
trees seemed as though they were growing 
on large rocks which I later realized were 
older foundations. This mix of natural and 
unnatural materials in the site I began to 
explore within my drawing. I attempted 
to depict these stones and bricks as 

individual materials and then as a blurred 
mix of materials. I wanted to represent 
their connectedness as well as a sense 
of interdependence. Materiality is also 
expressed on the bottom left of the drawing. 
I drew 3 large limestone bricks each in a 
different state of decay to also represent 
this materiality and transformation. There 
were never full views of any part of what 
remained of the buildings. The views of the 

Figure 30. Understanding materials through drawing. Graphite on two 22’’x 18’’ sheets 
of paper. By author.

buildings always seemed to be clouded. 
The ends of each wall in view seemed to be 
blurred out by the trees. This blurring would 
then transition the view from wall to forest, 
as though it was a seamless transition. 
The waves and lines that are depicted in 
my drawing represent this cloudiness and 
transition. 
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Seasonal Transition: October 14th - November 22nd

Figure 32. ‘Seasonal Transition,’ series of film photographs taken on the land between the ‘clay site’ and the ‘ruins site.’ 
Photographs by author.

Figure 31. Journal entries from my first site visit. Collage on one 
8.5’’ x 11’’  sheet of paper. By author.
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NOVEMBER 22, 2020

OCTOBER 15, 2020

Figure 33. ‘Clay Site Transition.’ Photographs by author. 
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Figure 35. ‘Ruins Site Transition.’ Photographs by author.

Seasonal Transition: October 14th - November 22nd

Figure 34. Journal entries from my second site visit. Collage on one 
8.5’’ x 11’’  sheet of paper. By author.
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Observations: Pathways

The building ruins are nested in the 
overgrown forest on the northwest side of 
Dry Lake. Upon entering the forest, a mixture 
of tall trees and foundation walls occupy 
this ‘entrance.’ Foundation walls occupied 
most of the site and due to the density of 
the forest these unnatural pathways were a 
means of guidance. Placing predetermined 
pathways seem immaterial to the ongoing 
experimental design process. The site was 
explored and is meant to be explored and 
discovered by those who arrive. These 
initial findings were from experiencing 
the site first hand therefore the pathways 
created by others will be different every 
time which allows for new explorations to 
unfold. Mapping is a potential tool that can 
be used to reflect this. The various journeys 
that could take place on the site can start 
creating the moments, where something 
can become. Mapping out these ‘pathways’ 
could be an additional experimental way 
of exploring the site. It becomes a way to 
tap into the unconscious and potentially 
the temporality of the site. A map does not 
reproduce an unconscious closed in upon 
itself but it can be used as a tool to construct 
the unconscious.33 Mapping has the potential 
to disclose these process stages and allows 
the potential for later acts and events to 
unfold.34 The various journeys that could 
take place on the site can start creating the 
moments, where something can become. I 
33 Corner, James. “The Agency of Mapping: Speculation, 
Critique and Invention.” New York City: Wiley, 2011. pg 214. 

34 Ibid. pg 228.

Figure 36. Sketchbook observational drawing. Graphite on 
paper. By author.

am not the first, nor the last to create these 
temporary paths.

Figure 37. ‘Pathways,’ a series of film photographs. By author. 
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Figure 38. Experimental drawing. Graphite on paper. By author.

The drawing to the left depicts the 
southwest side of Dry Lake facing north. It 
is a drawing of an ATV pathway that was 
deeply embedded in the clay. This drawing 
is experimental as it has layers. I began by 
drawing what I thought the site would have 
looked like 200 years ago, untouched by 
humans. I erased that layer and drew what I 
thought this particular view of the site would 
have looked like when the factory was in 
full production. Lastly, I erased that drawing 
and drew what is now seen. These temporal 
layers of pathways can be implemented 
within the mapping process. This drawing 
process was attempted in order to reflect a 
passing of time. Moments of the past can 
still be reflected in the landscape but over 
time they slowly get more and more unseen. 
In addition, new layers and ‘moments’ can 
be added to the drawing. 
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Figure 39. ‘First Intervention: Ruins Site,’ photograph 
by author.
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Intervention, Experimentation and 

Observation

The spontaneity of the site interventions is in 
order to follow the methodology established 
as well as creating based on direct human 
experience and senses experienced in a 
place. These interventions are a chance 
to learn about the site with a hands-on 
approach. I wanted to intervene with the 
clay material through experimentation, 
observe the result of these interventions, 
and document them.Why experiment with 
the clay? When an artist works within 
a medium, whether it be painting or 
constructing sculptures on a landscape, 
the artist will cultivate a sensitivity to its 
properties that can magnify and alter the 
meaning of whatever is constructed from 
the medium from the artist.35 This creates 
the potential for more in depth concepts 
stemming from this human and landscape 
connection.

35 Hatley, James D. “Techne and Phusis: Wilderness and 
the Aesthetics of the Trace in Andrew Goldsworthy.” Environmental 
Philosophy 2, no. 2 (2005): 6-17. Accessed December 21, 2020. 
http://www.jstor.org/stable/26167923. Pg 7. 

Figure 40. Clay drawing. Graphite on paper. By author.

Drawing the Clay

Preliminary sketches of various elements 
of the site were done as a part of the 
documentation process. This process was 
important in order to try to investigate the 
site’s materials in a visual manner. Drawing 
the clay was challenging and revealed 
its material complexities. The calcareous 
material reflects a muted light which is 
challenging to draw. In addition, its organic 
curved forms produce a variation of shadow 
densities. These findings reveal a potential 
design exploration with clay and light.  

The First Intervention 

This series documents the first intervention 
as the designer on the landscape. This 
interaction with the clay left a handprint that 
lasted 40 minutes under the water. 

Figure 41. ‘First Intervention,’ photographic series. By 
author. 
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Drawing In Clay 

Ripples in the clay had formed under the 
water along the shoreline. This is caused 
by wind blowing over the water creating 
capillary waves over the loose sedimentary 
material.36 They move in the direction 
of the prevailing winds over time. They 
do not result from some predetermined 
pattern, but rather from the dynamics 
of individual grains in motion across the 
surface.37 These ephemeral shapes were 
photographed. Then, with a stick, lines were 
drawn within this clay, tracing the ripples. 
A series of curves and shapes were made 
under the water that were similar to the 
shapes created by the prolonged interaction 
with the clay and water. This process was 
documented along the shoreline. Overall, 
this revealed a series of organic shapes 
and drawings designed by nature itself 
which were further amplified by a human 
intervention. The forms explored will be used 
in part of a parti diagram series, investigating 
conceptual building forms.

36 Robert S. Anderson, Daniel M. Hanes, “Why do regular, 
wavelike shapes form when the wind blows over the sand on 
the beach for a long time? And what determines the spacing 
(frequency) of these waves?” Scientific American, A Division of 
Springer Nature America, Inc. Last modified October 21, 1999. 
Accessed December 15, 2020. https://www.scientificamerican.com/
article/why-do-regular-wavelike-s/
37 Anderson, Daniel M. Hanes, “Why do regular, wavelike 
shapes form when the wind blows over the sand on the beach for a 
long time? And what determines the spacing (frequency) of these 
waves?”

Figure 42. ‘Ripples Along the Shore,’ photographic series. By 
author. 

Figure 43. ‘Drawing in Clay,’ Photographic series. By author. 
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Forming the Clay

My hope to visit the site was that I would get 
there before the snow came but it snowed 
the day that I arrived at the site. Not having 
gloves, I began to dig in the snow with my 
bare hands to get to the clay on the land, 
leaving temporary impressions of handprints 
and boot tracks all over the site. The cold 
late-November weather resulted in the clay 
being firm under a layer of snow. With the 
warmth of my hands, I was able to shape it 
and mold it, forming a ball. I made several 
of these and started to place them along the 
shoreline. This was to reflect, in a sense, that 
the clay was coming out of the water and 
onto the land. I put many of these pieces 
in a large container that I would later bring 
back to the ruins site and eventually back to 
Sudbury. 

Figure 44. ‘Forming the Clay,’ Photographic series. By author. 
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Figure 45. ‘Placing the Clay,’ Photographic series. By author. 
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Drawing With Clay 

These clay spheres were then dunked in 
near-by puddles formed by boot tracks. 
Small snow drifts were observed along the 
site’s shoreline. This natural phenomenon 
is created in a very similar manner to the 
clay ripples under the water observed 
previously. The clay was then smeared onto 
the snow, outlining the snow drifts with 
a series of curves. This resulted in similar 
forms and designs that were drawn when 
drawing in the clay. These two spontaneous 
interventions lead to a visual realization, 
connecting the two interventions from the 
water to the land. I was constantly forming 
the clay, placing it in the snow and then 
washing my hands in the cold lake water 
in order to set up my tripod and self timer 
on my old film camera. It became a very 
long repetitive process that was almost 
meditative.

Figure 46. ‘Drawing with Clay,’ Photographic series. By 
author. 
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Drawings On the Clay as a Medium 

I brought clay back with me to Sudbury to 
use as a design process tool and could be 
used for modeling as well. I began by adding 
different amounts of water and spreading 
the clay out on a table. I tried to make 
drawings in the clay, and played with this 
hydration and dispersion from it. Over time 
the clay disperses the water and it becomes 
hard and very chalky. Everytime it got to 
this point I would rehydrate the clay and 
start the process over again with different 
experiments. Because this is a natural clay 
there is organic material in it. The cracks 
would sometimes form around these 
materials. These cracks, to me, are pathways 
for water dispersion. In this example, I 
used one of the shells I found to press 
pathways that I observed on site. These two 
photographs show the clay after 4 hours. 
The cracks in a way reflected to me that 
this land and material is very versatile and 
ever-changing.  In relation to Goldsworthy, 
sculpture would be something that was 
created by adding collected materials 
together. With Matta-Clark, sculpture is 
created by subtracting the cut ‘sculptural’ 
piece from the deteriorating building. 
Through these investigations I came to the 
realisation that clay can be used in both 

Figure 47. ‘Molding Clay,’ Photographic series. By author.
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additive and subtractive ways.
Painting With Clay

Another way I tried to explore this material 
was to paint with the clay. I dried it out and 
shaved it down to a fine powder and began 
to mix different amounts of natural charcoal 
into it to create a gradient and natural paint 
pallet. In this photo series, in the middle, 
I used an additive and subtractive process 
were I would place pieces of masking tape 
down, and paint on top of it. I would remove 
the tape and experiment with these various 
forms and shapes that I was working with. 
This process is something I continued to do 
in order to create potential parti drawings 
and conceptual programming drawings 

Figure 48. ‘Painting with Clay,’ Photographic series. By 
author.
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throughout my research.
Marking With Clay

My previous observation at the site was that 
there was a tangle of pathways in order to 
get to the site. I wanted to leave forms of 
this clay on the site that I could later return 
to and photograph. I placed a series of these 
clay forms along a main pathway that I took 
to the site. I would locate them in places that 
were open to the elements and some that 
were more hidden. I did this with a series 
of clay handprints that I made on some of 
the larger brick buildings. These acted as 

Figure 49. ‘Marking with Clay,’ Photographic series. By 
author.
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Intervention: Wood Sculpture

A one kilometer span exists between the 
clay site and the ruins site. This part of the 
landscape is very marshy and contains a 
large amount of clay soil and white cedar 
trees. There is a relationship between the 
roots intertwining with the materials on the 
ruins site and the clay cracks and ripples 
formed on the clay site. There is a sense of 
connectedness to the earth and themes of 
growth and transition between the roots 
and cracks. I returned to the site for a visit 
on the 19th of February to explore the 
landscape. Due to the large amounts of 
snowfall in January and early February there 
was around four feet of snow all across the 
site. The easiest way to navigate through the 
landscape was to walk on the frozen lake. I 
was drawn to a cluster of trees that gave a 
bit of shelter within the vast landscape. Dead 
dry branches were tangled in the trunks. 
I took these branches, bent them slightly 
and began placing them in the tree cluster. 
The branches are held into the tree with 
a specific amount of tension. I bent them 
towards my body and away from my body to 
create an oval like shape with two branches. 
I continued this pattern all the way down the 

trees. Because the branches were dead and 
very dry this process took a lot of planning 
and patience. This intervention allowed me 
to understand the wood in a tactile way. 
The branches had fallen out of the tree 
because they were coming to the end of 
their life cycle. Through the intervention I 
was able to create a visual representation of 
ephemerality. The  dead branches were given 
new life within the trees. The bent branches 
look as though they are roots reaching up 
through the trees and reflect a sense of 
growth and emergence. 

Figure 50. Site map of Dry Lake. Referenced Google 
Maps. By author. Figure 51. ‘Wood Sculpture,’ Photographic series. By author.
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temporal pathway markers.
Architectural Program

The architectural program for the site was 
developed from my personal experiences 
and reflections while observing and acting 
upon the landscape.
Clay Site Findings
The clay site is a place that is playful 
and tactile due to the engaging natural 
materiality of the clay. I experienced and 
engaged in action on this site and was 
compelled to be very hands-on and therefore 
sparked much more creative thinking and 
exploring. My material explorations were 
done through forming, marking, drawing and 
tracing. This is a place that sparks creation. 
While making these creative works over a 
period of time, I began to notice my body’s 
needs on the landscape. For example, 
after spending 5 hours outside during my 
November visit, I began to get very cold. 
I needed a place for warmth in order to 
continue my interventions. Furthermore, 
while creating and digging around in the 
clay, my hands would become very dirty. In 
order to continue taking process photos of 
my work I would have to wash my hands in 
the cold lake water and repeat this process 
over again. I needed a place to wash. When 
I became very tired from standing for long 
hours, there was nowhere to rest and sit as 
the site was covered in wet clay. I needed 
a place to rest. These findings are from 
direct human response to the actions done 
on the site. In conclusion, the architectural 
programming is a space to warm, to wash 

and to rest.
Ruins Site Findings
The ruins site is intriguing and beautiful 
in its own sense. The ominous nature of 
the abandoned architecture heightens the 
senses as you walk through the site. There 
is a sense of material sensitivity, as the ruins 
are in a state of decay, and mystery that 
surrounds them. Because of this sensitivity 
and danger the site was experienced more 
as an observer. The findings from the ruins 
site were that it was a place for observation 
and isolation. The abandoned buildings have 
become a group of artifacts that encapsulate 
the temporality of the architectural 
condition. Within the ruins I became much 
more aware of my own temporary state. 
The site was explored visually and less of 
interactive place in terms of materiality 
unlike the clay site. While observing at the 
site, I was frequently journaling my feelings 
and thoughts, and drawing. I found myself 
sitting on the damp forest floor for long 
periods of time. I needed a place to draw and 
write. The verticality of the trees and walls 
were significant. I was constantly looking up 
to view them. In addition to this, I would lay 
on the ground for extended periods of time 
to enjoy the view of the trees swaying with 
the wind. Looking up towards the sky was 
the only clear view one could get within the 
ruins and forest. I needed a place to lay.  In 
conclusion, the architectural programming is 
a space to draw, write, and lay. Both of these 
building programs are direct expressions of 
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the site that surrounds it. Both sites are a 
completely different experience yet are less 
than a kilometer apart. 
A space to warm, to wash and to rest 
expresses accomodation for the creative 
activities on the clay site. The space to draw, 
to write and to lay expresses accomodation 
for the isolative and contemplative activities 

Figure 52. Hand drawing diagram. Graphite on paper. By author. 
Figure 53. Site map of Dry Lake. Referenced Google Maps. By 
author.
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Figure 54. ‘Body and Building Temporality,’ Photographic series. By author.

on the ruins site.
Observation and Intervention 
Conclusions:
Through this exploration the architectural 
project becomes more personal. 
Interacting and documenting  the site 
over a span of months results in a sense 
of present realism. The term ‘present 
realism’ meaning the sense of belonging 
spanned and anchored in the past, 
present and the future.38 Through using 
the physical body to analyse the site and 
determining programming is a useful 
tool for the architecture to become more 
meaningful. Our own materiality makes us 
more open and vulnerable to the world.39 

38 Camilla Lewis, and Vanessa May, “Material–Temporal 
Registers of Belonging: Theorising the Interplay between 
Temporality and the Built Environment.” Time & Society 29, no. 1 
(February 2020): 41. https://doi.org/10.1177/0961463X19873801.
39 Wehrle, “Being a body, having a body,” 500.

Body Temporality
A series of experimental film photographs 
were done throughout the ruins site.  The 
decaying building was captured. A second 
exposure was taken afterwards. The 
double exposures with my body within 
the landscape and architecture are to 
represent body and building temporality. 
These are visual representations of 
grounding exercises. Understanding one’s 
own temporality allows for a greater 
understanding and awareness of building 
temporality. Within this ruin I was able to 
contemplate and understand my present 
body within the landscape. We have a 
greater connection to the elements around 
us when we are able to be present through 
meditation. 

Through this we are capable of tactile and 
visual exploration but there is another 
level of feeling and being aware of our 
surroundings.40 This process is subjective, 
however there is a need for this balance 
in meaningful design. The subjective and 
objective analysis of the landscape reflects 
the ‘lived’ and the ‘physical’ aspect of the 
body, both work in harmony. This can be 
related to buildings as well. The designs 
have been brought into fruition through 
being a temporal body and engaging in 
spontaneity, agency and tactile exploration.

40 Wehrle, “Being a body, having a body,” 500.

Figure 55. ‘Hand Drawing Diagram,’ Graphite on paper. By 
author.
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Figure 56. ‘The Largest Ruin,’ photograph by author.
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Site Selection - Clay Site 
The site was chosen for its accessibility 
to the water and in particular water that 
contained the best consistency of white 
clay along the shore. It is slightly north 
from a small patch of vegetation, keeping it 
slightly hidden from the road on the south 
side of the lake. 

Conceptual Approach - Clay Site
During the intervention process the clay 
was drawn out of the water, the clay was 
being formed by the water, and the clay 
eventually returned back to the water due 
to natural erosion. These are abstracted 
ideas of the clay’s ‘lifecycle’. The intention 
is that the design would reflect fluidity and 
transformation. These conclusions have 
derived from the clay interventions.
A series of paintings were done using 
the natural clay from Dry Lake mixed 
with various amounts of charcoal. These 

Figure 57. Site map indicating the location of the clay 
site cabin. Referenced Google Maps. By author.

paintings are an expression of the clay, its 
fluidity and ever-changing forms within 
the selected site. The paintings depict the 
abstracted shoreline of the selected site in 
plan view. The shoreline was traced and 
from there, a series of lines and forms were 
drawn. The drawing began to replicate 
the ripples observed in the clay under the 
water. This was an iterative process that 
informed the curved shape of the building 
form. 

Figure 58. Conceptual parti drawing series. Clay and 
charcoal on paper. By author.
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Building Description
The building is intended for a single 
occupant. The program is a direct 
extension of the activities that took place 
on the site. It is a space to create and 
engage with the natural materiality of the 
site. Within the landscape, clay mounds 
arise as you approach the building. The 
entire west wall of the building is made 
of clay. The wall is to be built up directly 
from the earth below. The clay allows 
for ephemeral sculpture and constant 
experimentation. The render below 
depicts the south side of the clay wall 
being used to dry pottery. Overtime, the 
wall can be changed to allow for other 

architectural programming. The clay’s 
ephemerality is revealed at this larger 
scale. Raising the elevation of the clay to a 
human scale highlights the material within 
its condition. Placing the raw unprocessed 
clay within the architectural context 
confronts the viewer with its ephemerality.  
The rest of the building consists of light 
wood framing and is slightly raised on 
helical screw piles. The curved building 
form was designed to give a sense of 
fluidity and motion - previously witnessed 
in the interactions between clay and water. 

1

1. A clay pottery kiln nestled in a small mound of clay 
2. An outdoor work table for processing clay materials
3. Curved wood deck
4. Washing space and indoor work space

2

3

4

5

6

7

Floor Plan
5. Wood stove 
6. Sleeping bunk
7. Living room 
8. Outhouse

8

Figure 59. Exterior render of the ‘clay site’ cabin. Digital render.

Exterior Render

Figure 60. Floor plan of the ‘clay site’ cabin. Digital render.

Figure 61. ‘Conceptul Hand Drawing,’ Clay and charcoal on paper. By author.
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The interior contains two spaces. Within 
the entrance is a washing space that also 
works as an additional work space. This 
becomes a space for one to wash up after a 
long day of being outdoors and an indoor 
working space during the winter months 
or poor weather conditions. A window 
is placed in the southeast corner of this 
room for natural light to enter the space. 
A handmade clay wash basin is mounted 
onto the exposed clay wall. They consist 
of the same material, and are formed 
by human intervention yet express the 
limitless forms that clay and water can 

hold. The second room contains a sleeping 
bunk, a wood stove and viewing windows. 
The sleeping bunk is nestled closely to 
the wood stove on the north side of the 
building. The north side of the building 
contains one arched window with a framed 
view. The window is positioned directly 
where the butterfly roof rainwater scupper 
is located. When it rains, the water is 
channeled to pour onto a large clay mound 
directly outside the window and is a direct 
visual connection to the site’s materiality. 
The rainwater is in a continuous state of 
sculpting. 

Interior Render

Interior Render
Figure 63. Interior render of the ‘clay site’ cabin. Digital render.

Figure 62. The washing space. Digital render.
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East Elevation

The east side of the room contains a large 
curved window that faces the lake for 
optimal views and sunlight. On the east 
side of the building,  a clay pottery kiln is 
nestled in the landscape. On the south side 
there is an outdoor working table. This 
mound makes the building seem as though 
it is emerging from the clay - an extension 
of the clay formations. 
Heightenning the experiences of the 
site is a way of taking into account the 
smaller details of yourself and your scale 
in relation to nature and to the built 
environment. This is what I was trying to 
convey through the clay site design.

Exterior Render

Figure 64. East elevation of the ‘clay site’ cabin. Digital render.

Figure 65. East elevation of the ‘clay site’ cabin. Digital render. By author.

Figure 66. The ‘clay 
site’ cabin in a state 
of decay. Graphite on 
paper. By author.



88 89     

Site Section
Figure 67. ‘Clay site’ section with sequence of deposits. Digital render. By author.
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Site Section
Figure 68. ‘Clay site’ section. Digital render. By author.
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Figure 69. Buiding remains at the cement factory site. By author.

Figure 70. Site map indicating the location of the ruins 
site cabin. Referenced Google Maps. By author.

Site Selection - Ruins Site
Pathways were a main observation at 
the ruins site. It was challenging to map 
out the ruins as they cannot be seen 
by satellite imagery and only mapping 
documentation of the buildings was from 
1901 so there were no updated plans on 
the many renovations and additions that 
had been going on over the years. I began 
my design process by drawing out from 
memory the pathway I took through the 
forest and the main ruins and landmarks 
I could remember. By comparing them to 
the old site map and given measurements I 
was able to create a site plan with the most 
prominent and relevant ruins on the site 
today. 
The ruins are located on the northwest 
side of dry lake which was where the old 
railway bed for the factory was located. 
Selecting a site for the building was very 
difficult due to the density of the forest and 
the amount of concrete foundation walls 
and material all over the site. The intention 
was to pick a site where there was already 
a small clearing and to design around 
larger trees. 
A major factor taken into consideration 
was the lighting conditions. 
The dense foliage creates large areas that 
are heavily shaded almost all day long. The 
camera was used strategically in places on 
the site that had the most light and larger 
foliage openings in order to capture clear 

photos. The need for natural light was 
really important for photography but also 
for this space for drawing, writing and 
laying. 
The cabin site is located on the west side 
of the largest ruin because of the natural 
clearing, as well as access from the clay 
site (south).

Figure 71. Film photographs taken in 
poor lighting conditions. By author.
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Conceptual Approach - Ruins Site
The ruins site contains a wide range 
of materials, natural and unnatural, all 
ageing at different rates. At first, the ruins 
might be viewed as being ‘taken over’ by 
overgrowth. The reality is that they are 
always connected. They are poetically 
and literally intertwined. The factory 
was created to extract and process the 
site’s materials but now the site’s natural 
materials are slowly processing and 
deconstructing the buildings materials. 
This mix of materials in the site began to 
inform the conceptual drawings. 
Conceptual Drawings
The first image depicts a very abstracted 
drawing of a mix of tree roots flowing 
over rocks. The second image is a slightly 
more refined version. There are a mix of 
rocks and bricks all intertwined within the 
conceptual drawing in a form of fragments. 
In the third drawing, the tree and its roots 
can be identified, there is now a connection 
to the landscape form. These materials are 
emerging and nestled within the earth. The 
fourth conceptual drawing reads more as 
a section. This begins to give conceptual 
form to the building. The root is wrapped 
around the stone and brick materials. 
Their connectedness is represented 
through their interconnectedness with 
each other and within the landscape itself.   

Figure 72. Conceptual parti drawing series. Graphite on 
paper. By author. South Elevation

1

1. Front entrance located at the south
2. Large drawing desk with a view towards the ruin
3. Wood stove 

Floor Plan 

2

3

4

4. Resting bunk
5. Gardening space
6. Wood pile

56

Figure 73. ‘Ruins site’ floor plan with context. Digital render. By author.

Figure 74. Ruins site elevation. Digital render. By author.
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Building Description
The building is intended for a single 
occupant. The program is a direct 
extension of the activities that took place 
on the site. When approaching the site 
from the south side, there is a brick wall 
that ascends toward the ruin, revealing an 
archway to enter. The grey bricks separate 
in certain points revealing another 
material. This sculptural brick wall 
envelopes the building, slowly revealing 
the wood cladding behind it. The front 
door is revealed once you enter through 
the brick opening. This was intended to 
express a sense of discovery - the same 
feeling that I had when exploring this site. 
Walking into the cabin uncovers a writing 
desk and leads to a double heighted space
Because it is a cabin intended for writing 

Exterior Render

and drawing, I wanted to make sure that 
there was a large desk with a framed view 
of the main building ruin. 
A key observation was that the large 
openings were windows and doors used to 
be in the cement plant create framed views 
that allow you to look into the buildings 
but there was also a sense that the building 
was framing you as the observer. The 
windows on the east side of the building 
directly lineup with the window openings 
of the ruin - allowing for natural light to 
enter the drawing space and also creating 
direct visual connections. The layering 
reveals layered temporal states of the site 
and represent a layering of time. 

Figure 75. ‘Ruins site’ exterior render. Digital render. By author. 

Section

Site Plan 
Figure 77. Site plan with floor plan. Digital render. By author.

Figure 76. Site section. Digital render. By author. 
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Interior Render 

Behind this drawing desk there is a small 
wood stove that connects the two rooms 
together. The other room consists of a 
small bed and an east facing window 
that is also faced towards the ruin. The 
brick wall is not a part of the building’s 
structure but it is a sculpture used 
to slowly reveal the building’s wood 
cladding as you explore the land around 
it. The curved building form encourages 
movement around its exterior - inspired 
by the series of pathways created by 
concrete foundation walls while I was 
walking around site. The separation in the 
bricks in front of the wood represent the 
decomposition of the site’s architectural 
materials intertwining with the forest 
materials. The ruins cabin is intended for 
day use. One must return to the clay site 

for running water, access to a refrigerator 
and other small amenities. The two 
buildings are different in their design but 
similar in that they attempt to enhance 
temporal elements of their site. They both 
reflect the activities and explorations taken 
place on site.

Figure 78. Ruins site interior render. Digital render. By author.

Figure 79. The ‘ruins site’ exterior render. Digital render. By author.

Exterior Render 

Figure 80. The 
‘ruins site’ cabin 
in a state of 
decay. Graphite 
on paper. By 
author.
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Figure 81. Exterior render of the ‘ruins site’ cabin. Digital render.

Exterior Render 
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Figure 82. ‘Above the Ruins,’ photograph by author.
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There is a perceived idea of building 
permanence within architectural design 
thinking. A methodology was established 
by reflecting upon the works of Andy 
Goldsworthy and Gordon Matta-Clark in 
order to explore the concept of duration 
of temporal and site specific works. Over 
the last 8 months I set out to discover a 
more personal design process that could 
allow me to address the temporality of 
architecture. Firstly the site was explored 
through the temporary lens of a film 
camera. The use of the film camera allowed 
me to take my time exploring the site and 
heightened my awareness as an observer. 
Due to the limited amount of exposures 
and rolls of film, the camera was used 
strategically in order to document my 
observations. This became a new tool of 
site analysis which yielded unexpected 
results and variables as well as the 
expected, intimate visual documentation. 
The process of photography was layered 
with abstract drawings and sketches 
which allowed me to explore more 
subjective aspects of my experiences on 
the site. This layered process combined 
with a new understanding of theory 
allowed me to truly perceive my personal 
scale within that environment. Through 
tactile environmental explorations and 
interventions a design for a creative 
personal work space that responded 
to the environmental factors of both 

Conclusion
sites emerged. Developing multiple 
iterations allowed for final designs to take 
form. The designs embody meditative 
contemplation through programming. The 
clay site building addresses temporality 
by revealing the clay’s ephemerality 
through scale and context. The ruins 
site building addresses temporality by 
creating a framework that highlights 
a layering of temporal states within 
the site. These buildings have come 
into fruition through this spontaneous 
process. Designing from experiences and 
inspiration from the landscape is done 
with the intention of creating meaningful 
architecture. Individual philosophical 
exploration and experimentation have 
allowed this project to become more 
personal overtime. Being able to identify 
one’s needs within a natural landscape, 
and creating architecture based off of 
these needs with the addition of spacial 
and site experiences, can become a way 
to meaningfully address temporality.  
Creating architecture that has the ability 
to reflect and contain shorter life cycles 
actually breathes life into the architecture 
and gives a direct reference to the building 
as a living thing. These buildings are 
intended to create a mindfulness towards 
its transforming landscape and have been 
created through this experimental process.

The process at is core was revealed to be 

more than just a way of designing a site-
sensitive architecture. It is reflective of 
what architecture truly is. An extension of 
ourselves and the true reality of our own 
ephemeral beings. An architectural process 
that embodies a deeper connection 
to its landscape ultimately addresses 
temporality. Freeing ourselves of this 
construct of permanence can allow a 
sergence in creative thinking and design. 
Life-cycles within a building reflect 
acceptance of uncertainty within the 
design process. The architecture is not a 
result of the design process, it is part of a 
continuous process of our relationship to 
the world around us. 
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