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Abstract

The Mittagong Maltings is located in the Southern Highlands region of  New South 
Wales, Australia. Established in 1899, the Maltings at its peak seamlessly worked three 
functioning Malthouses into a successful brewing operation. A series of  crippling 
fires, financial issues and ageing technology led to its demise in 1980. Four decades 
of  limbo would ensue. During its dormancy, the Maltings became (and still is) cultur-
ally significant to a distinct feral demographic. Such environments exude character-
istics that can be considered conducive to fostering creativity. It is unfortunate that, 
so often, these characteristics are under-valued. Fortunately, however, contemporary 
conservation practice has moved beyond simply conserving the built fabric, to also 
take careful account of  the intangible realm.

This research project is a response to the Mittagong Maltings’ limbo state. Limbo is 
not traditionally used to describe the state of  affairs of  a derelict building but is be-
fitting for any environment with an uncertain future. A place in a state of  limbo will, 
over time, acquire several inimitable qualities which, for the most part, are perceived 
negatively. It is not uncommon for individuals or groups to find value in what others 
may consider worthless, odd and imperfect. 

Several adaptive re-use precedents have influenced design decisions, as have the 
design informants of  Wabi-Sabi, Kintsugi and the broader theory of  beauty in 
imperfection. The Australia ICOMOS Burra Charter and “The Potential Role of  the 
Physical Environment in Fostering Creativity” journal were influential texts.

The Maltings is deteriorating fast, and in a recent turn of  events, it has been pur-
chased by a deep-pocketed property developer eager to restore it and sell off  the 
land. Its reintegration process has begun.
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Research Question

How can the inherited qualities of  a derelict place be retained in its rehabilitation?

Key Terms 

Limbo: is a Middle English noun used to describe a person, place or period in time. It 
has derived from the Latin word “limbus” which means edge/border and the Latin 
Phrase “In Limbo”.1 

Limbo has three definitions:

“In Roman Catholic theology, the place between heaven and hell where dwell those souls who, 
though not condemned to punishment, are deprived of  the joy of  eternal existence with God 
in heaven.” 2  

“A place or state of  oblivion to which persons or things are regarded as being relegated when 
cast aside, forgotten, past or out of  date.” 3

“An uncertain period of  awaiting a decision or resolution; an intermediate state or condi-
tion.” 4

Cultural significance: means; aesthetic, historical, scientific, social or spiritual value for 
the past, present or future generations. Cultural significance embodied in the place 
itself, its fabric, setting, use, associations, meanings, records, related places and related 
objects. Places may have a range of  values for different individuals or groups. Cultur-
al significance may change over time and with use.5

1    Etymonline, “limbo”, accessed July 23, 2018, https://www.etymonline.com/word/limbo.
2    Encyclopaedia Britannica, “Limbo”, accessed July 23, 2018, https://www.britannica.com/topic/limbo-Roman-Catholic-theology.
3    Dictionary.com, “limbo”, accessed July 23, 2018, http://www.dictionary.com/browse/limbo
4    Oxford University Press, “limbo”, accessed July 23, 2018, https://en.oxforddictionaries.com/definition/limbo.
5    Australia ICOMOS, The Burra Charter: The Australia ICOMOS Charter for Places of  Cultural Significance 2013, (Burwood: Australia 
ICOMOS, 2013), 2.

Place: refers to a geographically defined area. It may include elements, objects, spaces 
and views. The place may have tangible and intangible dimensions.6

Compatible Use: means a use which respects the cultural significance of  a place, such 
uses involved minimal, or no impacts on the cultural significance of  a place.7

Malt: A grain, typically barley, that has been left in water until it starts to grow and is 
then dried. It is used in the making of  alcoholic drinks such as beer and whisky.8

Malthouse: An industrial building from which malt is prepared and stored.9

Feral: Existing in a natural state, as animals or plants; not domesticated or cultivated; 
wild. 

Alternatively,

Having reverted to the wild state, as from domestication.10

ICOMOS: International Council on Monuments & Sites

BDHFDS: Berrima District Historical & Family History Society.

6    Australia ICOMOS, The Burra Charter: The Australia ICOMOS Charter for Places of  Cultural Significance 2013, 2.
7    Australia ICOMOS, 3.
8    Cambridge Dictionary, “malt,” accessed July 23, 2018, https://dictionary.cambridge.org/dictionary/english/malt.
9    English Oxford Living Dictionaries, “malthouse,” accessed July 23, 2018, https://en.oxforddictionaries.com/definition/malthouse.
10    Dictionary.com, “feral,” accessed May 22, 1019, https://www.dictionary.com/browse/feral.
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Aims and Objectives

The overarching aim of  this research project is to retain realistic aspects of  the Mit-
tagong Maltings newly identified cultural significance, derived from its limbo period. 
The intervention will require several conservation strategies and will, therefore, be 
guided by the ICOMOS Burra Charter.

The intervention at the Maltings will include the following objectives:

-Provide an architectural solution to the Maltings existing condition.

-Identify, acknowledge and retain the realistic aspects of  the Maltings newly
identified cultural significance.

-Implement a compatible use that is receptive to the Maltings newly identified
cultural significance, while simultaneously fulfilling a need within Mittagong
and its neighbouring suburbs.

Methodology 

Investigation: The existing environment heavily influences the research. Three trips 
over a year established the groundwork for this project. An in-depth analysis of  the 
Maltings Precinct concluded with the necessary dimensions to replicate a digital 
model, as well as a vast photographic library for reference. Off-site investigation of  
the Mittagong and the Southern Highlands were undertaken on location and in New 
Zealand.

Literature: Limbo is not recognised in literature in the manner that it is being used for 
in this research project. Instead, research will be conducted in the area of  conserva-
tion theory. The ICOMOS Burra Charter will be used as a guideline in the research 
projects intervention. McCoy and Evans research on the physical environment’s role 
in fostering creativity aided in the selection of  a compatible programme, and also 
material strategies for design intervention.

Design: Common with adaptive reuse project, limitations were brought about by the 
existing fabric. Most early concepts were debunked merely because they could not 
work within the actual framework of  the existing fabric. The process of  trial and 
error was considered too demanding and as such much design stemmed from visual-
ising concepts within the 3d model.

Precedents/Informants: Architectural precedents will provide insight into the adaptive 
reuse approach. Many adaptive reuse projects demand a conservative approach. The 
Mill City Museum and Selexyz Dominicanen Bookstore provide expertise in inter-
vening with an existing building, while simultaneously respecting the existing fabric 
and condition of  the site. Design informants beyond the built environment have 
been used as reasoning behind certain design decisions. Japanese philosophy and arts 
have provided insight into potential strategies. 

The Maltings limbo period has been a key reason for its emergence as an attraction. 
There is substantial evidence suggesting they are becoming increasingly popular 
with creatives. Research also indicates creatives are receptive to the physical and 
innate qualities of  limbo found in a derelict industrial environment. The Maltings 
limbo state has become culturally significant to the creative demographic. According 
to ICOMOS’s Burra Charter, the aim of  conservation is to retain the cultural 
significance of  a place.11 

11    Australia ICOMOS, The Burra Charter: The Australia ICOMOS Charter for Places of  Cultural Significance 2013, 3.

Project Outline 

The research project is based within the derelict Mittagong Maltings precinct located 
in Mittagong, New South Wales, Australia. The result of  this project will be a reinte-
gration of  derelict malthouses and surrounding grounds. This will include the reten-
tion of  limbo aspects. Programmatically, the environment will be repurposed into a 
Fine Arts college. Albeit, designated areas will remain in limbo, the existing userbase 
will be encouraged to continue using these designated areas.  The intervention will 
bring together feral and formal creatives. Malthouse One & Two and their surround-
ing grounds will be stabilised but ultimately will be accepted as artefacts of  the limbo.

This research project is a hypothetical response to the Mittagong Maltings cur-
rent condition and society’s ignorance towards its value. The Maltings precinct has 
acquired a cultural significance that if  repurposed in the current climate would be re-
moved without hesitation. Many aspects of  limbo have already been destroyed, since 
its recent purchase. This project is a countermeasure to the ignorance that plagues 
these environments and will endeavour to identify, acknowledge and retain the realis-
tic culturally significant aspects of  limbo presents at the Maltings.

The Mittagong Maltings has a rich history. The competitive brewing trade combined 
with several catastrophic fires led to the demise of  one of  Australia’s oldest malting 
operations in the early 1980s. Without a purpose, the Maltings precinct was moth-
balled in the hopes that it could be rehabilitated in the distant future. Several decades, 
owners and bright ideas later, the former Tooth & Co site remains in limbo. In a sur-
prise turn of  events, the Maltings Precinct was purchased in April 2019 by a property 
developer. Its cultural significance limbo aspects are in the process of  being removed.
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Existing Knowledge
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Anti-Restoration: The appearances of  many buildings were altered as a 
consequence of  stylistic restoration. Art critic John Ruskin led the repercussion 
movement. Initially criticism, it later formed into an approach centred around the 
maintenance and the conservative repair of  old buildings.8 Ruskin recognised the 
significance and value of  historic monuments more clearly than his predecessors, 
thus constructing a platform for his understudy William Morris and the Society for 
the Protection of  Ancient Buildings (SPAB) to extend upon. 

Ruskin thought of  monuments as documents of  historical memory and advocated 
for their right to decay into remnants of  their former glory. In his iconic essay, The 
Seven Lamps of  Architecture, he states:

 “For, indeed, the greatest glory of  a building is not in its stones, or in its gold. Its glory is in its 
Age...” 9

Ruskin vehemently denounced restoration and was convinced it was by far the worst 
outcome. Author Miles Glendinning contested this notion with his own subjective 
opinion, querying whether it was a worse fate than demolition.10

8    Jokilehto, A History of  Architectural Conservation, 174.
9    John Ruskin, The Seven Lamps of  Architecture (London: Smith, Elder & Co., 1816), 155.
10    Glendinning, The Conservation Movement: A History of  Architectural Preservation, 121.

1.1.1. Conservation Theory & Practice

Introduction
Uncovering the growing recognition and acceptance for places in limbo begins with 
understanding the evolution conservation theory has undertaken in the past few 
centuries. Conservation is a concerted, modern phenomenon that first emerged in 
the late 18th century thanks to the political, social and economic modernisations 
occurring in Europe.1 Several theorists have influenced the methods and means of  
which modern western society perceives and acts upon places of  cultural significance. 
What now qualifies for conservation has broadened beyond the built fabric to include 
intangible aspects. 

According to the Getty Institute of  Conservation, the aim of  conservation is no 
longer simply about the conservation of  the built fabric but, rather, maintaining the 
values embodied in our cultural heritage.2 Products of  culture are subjective and can 
hold varying importance for individuals and communities. The benefit of  assigning 
value to something can further clarify its significance and differentiate it over other 
objects. The future holds undiscovered value waiting to be acknowledged.

The following chapter includes an overview of  conservation’s two most notable 
19th-century theorists, Eugène Emmanuel Viollet-le-Duc and John Ruskin. It discuss-
es Alois Riegl involvement as an advocate for a value-based conservation system and 
the International Council on Monuments and Sites (ICOMOS) Burra Charter. Final-
ly, this section will conclude with a literature review on adaptive reuse, this research 
projects chosen intervention strategy for the Mittagong Maltings. 

1    Miles Glendinning, The Conservation Movement: A History of  Architectural Preservation (New York: Routledge, 2013), 2
2    Erica C. Avrami, Randall Mason and Marta De la Torre, Values and Heritage Conservation: Research Report (Los Angeles: Getty Conser-
vation Institute, 2000), 7, http://hdl.handle.net/10020/gci_pubs/values_heritage_research_report.

Lost Heritage
Restoration: Viollet-le-Duc became a figurehead in the 19th century for the resto-
ration movement in Europe. Originally, his restoration attempts revolved around 
returning a building to its original state, rejecting additions and modifications.3 
The death of  his colleague Jean-Baptiste Antoine Lassus marked the turn in Vi-
ollet-le-Duc’s creative restraint, thus resulting in work that blended historical fact 
and creative modification. Consequently, the quest of  returning a monument to its 
original state evolved into returning them to the designer’s first conceived idea. In 
Viollet-le-Duc’s words:

 “To restore a building is not to preserve it, to repair, or rebuild it; it is to reinstate it in a condition 
of  completeness which may never have existed at any given time.” 4 

Viollet-le-Duc’s approach later led to an arbitrary renewal and reconstruction of  
historic fabric. It would influence many of  his followers and would later be referred 
to as “stylistic restoration”.5

Viollet-le-Duc’s stylistic restoration can be seen in the Cathedral of  Notre-Dame. 
Lasuss’s death enabled him the freedom to decorate the Cathedrals more than the 
historical evidence warranted. Viollet-le-Duc is in making the spire more imposing: 
it was altered, making it more ornate than the original.6  The lower portals received 
added attention through ornamentation, sculptures from other cathedrals of  the 
same period were copied and added to the facade.7 

3    Jukka Jokilehto, A History of  Architectural Conservation (Oxford: Butterworth-Heinemann, 1999) 152
4    Glendinning, The Conservation Movement: A History of  Architectural Preservation, 77.
5    Jokilehto, A History of  Architectural Conservation, 174.
6    Daniel D. Reiff, “Viollet le Duc and Historic Restoration: The West Portals of  Notre-Dame,” Journal of  the Society of  Architectural 
Historians, vol. 30, no. 1 (1971): 30, http://dx.doi.org/10.2307/988670.
7    Reiff, “Viollet le Duc and Historic Restoration: The West Portals of  Notre-Dame,” 18

Fig.1: Before stylistic restoration. 

Fig.2: After stylistic restoration. 
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ICOMOS
ICOMOS describes itself  as an “International non-governmental organisation, con-
sisting of  heritage professionals that engage in the conservation of  places of  cultural 
heritage value and are dedicated to the conservation of  the world’s historical monu-
ments and sites.”15 Its founding document the Charter of  Venice is largely considered 
one of  the 20th centuries most influential texts on conservation.

In 1978, the fifth ICOMOS General Assembly took place in Moscow. Following a 
disagreement, the revised version of  the Charter of  Venice was rejected.16 In 1979, 
the subsequent gap was bridged by Australia’s Burra Charter. Before the Burra Char-
ter, Australia was dealing with a distinct polarisation between its European culture 
and the intangible values of  the Australian indigenous people. Aboriginal culture 
differed because it could find value in the mundane and often less valued; Devil’s 
Pool and Black Mountain are two prominent examples. These places could embody 
symbolic meanings passed down in Dreamtime stories or be simply the location of  
an event or burial. Subsequently, they lacked the built fabric required under the old 
conservation umbrella.

The Burra Charter solved this issue by placing cultural diversity at the top of  its 
agenda. It introduced the concept of  ‘place’ instead of  ‘monument and site’.17 As a 
result, the document moved beyond placing value solely on the artistic and historical 
importance of  the built environment. It offered what the Charter of  Venice yearned 
for, the acknowledgement of  intangible value.

15    “Welcome to ICOMOS,” ICOMOS International Council on Monuments and Sites, accessed October 29, 2018, https://icomos.
org.nz/.
16    Glendinning, The Conservation Movement: A History of  Architectural Preservation, 2.
17    Jokilehto, A History of  Architectural Conservation, 289.

Values: In 1903, art historian Alois Riegl’s pivotal work “Der modern Denkmalkultus” 
theorised a conservation approach based on the value of  an item. The text explored 
and speculated how each value leads to varying conservation outcomes. Albeit, Riegl 
developed a matrix consisting of  two main categories, memory and present-day 
value.11 Additionally, both categories contained sub-categories.

For Riegl, a “monument” was not just a building; rather, it could be an artefact that 
retains, intentionally or unintentionally, an element of  the past.12 This reasoning 
allowed anything that existed or still exists to be classified as a monument. Riegl’s ap-
proach preached subjectivity, and it enabled conservators the power to attribute dif-
ferent values to the same object, sparking confusion as to what approach is benefited 
the item the most.13 It became apparent towards the end of  the 19th century when 
age value became increasingly popular. Historical value trumped age value in cases 
of  stylistic restoration, resulting in the removal of  alteration works and the signs of  
decay in order to re-establish monuments to their perceived ideal form.14

11    Jokilehto, A History of  Architectural Conservation, 216.
12    Sebastiano Barassi, “The Modern Cult of  Replicas: A Rieglian Analysis of  Values in Replication,” Tate Papers Autumn, no. 8 
(2007): 1, https://www.tate.org.uk/research/publications/tate-papers/08/the-modern-cult-of-replicas-a-rieglian-analysis-of-val-
ues-in-replication (accessed August 10, 2018).
13    Sebastiano Barassi, “The Modern Cult of  Replicas: A Rieglian Analysis of  Values in Replication,” 2.
14    Jokilehto, A History of  Architectural Conservation, 217.

Memory Value:

Age-Value – Visual appreciation of  age, regardless of  historical or cultural 
significance. Often rejecting conservation and celebrating the process of  decay.

Historical-Value – Documenting an aspect or precise moment in history 
through a restorative and preservative approach.

Intentional Commemorative-Value – Recognises an important event or deed in 
time. Items would preferably be maintained in their ideal state, advocating for 
restoration, preservation and then maintenance.

Present Day Value:

Use-Value – The value of  its functionality and everyday use. Requires a certain 
level of  maintenance and care.

Art-Value – Divided into two categories.

Newness-Value – Appreciation for ingenuity, technology and triumph. 
Requires a certain level of  maintenance and care.

Relative Art-Value – Aesthetic appreciation of  the monument. Invokes 
all levels of  conservation.

Fig.3: Black Mountain.

Fig.4: Devil’s Pool.
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Adaptive Reuse

Adaptive reuse in literature is also referred to as “adaption”20, “repurposing”21 and 
“creative re-use.22 Bullen et al. definition of  adaptive reuse involves converting a 
building to undertake a change of  use.23 Derrick Latham describes it as a process that 
retains as many aspects of  the original building while upgrading the performance to 
suit new user requirements.24 James Douglas defines adaptive reuse as overcoming 
obsolescence and redundancy in a building by converting its use into one that is more 
effective and efficient.25 The Heritage Council Victoria expands on this definition to 
include sites and precincts.26 Bullen et al. work has identified two extremes of  adap-
tive reuse. High levels of  intervention can lead to major internal space reorganisation, 
whereas, low levels of  intervention can include minor restoration work with the only 
change being in the form of  new use.27 Sarah Wilkinson acknowledges that technical 
issues can arise due to the physical characteristics of  older buildings.28 In particular, 
Malthouses are known for having issues with low floor heights, which limits the num-
ber of  compatible uses without drastic change.29 The consensus from literature is that 
adaptive reuse involves a modification of  something within the built environment 
with the bare minimum resulting only in a change in use. In some definitions, the 
scope of  the intervention has been broadened to include site, precinct and place. 

20    Australia ICOMOS, The Burra Charter: The Australia ICOMOS Charter for Places of  Cultural Significance 2013, 7.
21    James K. Elrod and John L. Fortenberry Jr., “Adaptive reuse in the healthcare industry: repurposing abandoned buildings to serve 
medical missions,” BMC Health Services Research 2017 (2017): 6, http://dx.doi.org/10.1186/s12913-017-2339-4.
22    Derek Latham, ed., Creative Re-use of  Buildings (Shaftesbury: Donhead, 2000) 1:xi.
23    Peter A. Bullen and Peter E.D. Love, “Adaptive reuse of  heritage buildings,” Structural Survey, vol. 29 issue: 5, (2011): 412, 
https://doi.org/10.1108/02630801111182439.
24    Derek Latham, ed., Creative Re-use of  Buildings, xi.  
25    James Douglas, Building Adaption, rev. ed. (Oxford: Elsevier Butterworth-Heinemann, 2006), 146.
26    Heritage Council of  Victoria, Adaptive Reuse of  Industrial Heritage: Opportunities & Challenges (Melbourne: Heritage Council of  
Victoria, 2013), 3.
27    Bullen and Love, “Adaptive reuse of  heritage buildings,” 412.
28    Sara J. Wilkinson, Kimberley James, Richard Reed, “Using building adaptation to deliver sustainability in Australia”, Structural 
Survey, vol. 27 issue: 1 (2009): 50, https://doi.org/10.1108/02630800910941683.
29    Derek Latham, ed., Creative Re-use of  Buildings (Shaftesbury: Donhead, 2000) 2:46.

Economic factors play a major role in determining whether a building is reused, 
salvaged or demolished. Shipley et al. state that any development project has to 
show the promise of  making money.30 Wilkinson et al. 31, and Aigwi et al.32 consider 
the adaptive reuse as a faster and cheaper alternative to demolition. Wilkinson et 
al. have uncovered that building adaption can increase property value.33 Aigwi et al. 
believe the adaption of  historical buildings should benefit its users economically, 
and that its new use will have the potential offset its future maintenance.34 Bullen35 
and Douglas36 are mindful of  the economic benefits adaptive reuse can pose but 
recognise the uncertainty of  maintenance costs. Their scepticism is largely due to the 
original materials having a shorter life expectancy, which can unexpectantly balloon 
maintenance costs in the long term. Aigwi et al. concede adaptive reuse scenarios 
that require structural reconstruction can sometimes exceed the cost of  demolition. 
37 Shipley’s studies suggest that the cost of  adaptive reuse can surpass that of  new 
builds in circumstances where the original building is highly complex or subjected 
to strict legislation.38 Douglas has established that the adaptive reuse of  industrial 
buildings is considerably less than commercial and residential.39

30    Robert Shipley, Steve Utz and Michael Parsons. “Does Adaptive Reuse Pay? A Study of  the Business of  Build-
ing Renovation in Ontario, Canada”, International Journal of  Heritage Studies, vol. 12 issue: 6 (2006): 513, https://doi.
org/10.1080/13527250600940181.
31    Wilkinson, James and Reed, “Using building adaptation to deliver sustainability in Australia”, 49. 
32    Ester Aigwi, Temitope Egbelakin and Jason Ingham, “Efficacy of  adaptive reuse for the redevelopment of  underutilised historical 
buildings: Towards the regeneration of  New Zealand’s provincial town centres”, Redevelopment of  historical buildings (2018): 6.
33    Wilkinson, James and Reed, “Using building adaptation to deliver sustainability in Australia”, 49. 
34    Aigwi, Egbelakin and Ingham, “Efficacy of  adaptive reuse for the redevelopment of  underutilised historical buildings: Towards 
the regeneration of  New Zealand’s provincial town centres”, 6.
35    Peter A. Bullen, “Adaptive reuse and sustainability of  commercial buildings”, Facilities, vol. 25 issue: 1/2 (2007): 23, https://doi.
org/10.1108/02632770710716911.
36    Douglas, Building Adaption, 17.
37    Aigwi, Egbelakin and Ingham, “Efficacy of  adaptive reuse for the redevelopment of  underutilised historical buildings: Towards 
the regeneration of  New Zealand’s provincial town centres”, 6.
38    Shipley, Utz and Parsons. “Does Adaptive Reuse Pay? A Study of  the Business of  Building Renovation in Ontario, Canada”, 518.
39    Douglas, Building Adaption, 169.

Burra Charter
The Burra Charter has been revised four times, with its latest revision occurring in 
October 2013. It guides all parties on the conservation and management of  places 
of  cultural significance.18 The charter has since influenced the framework of  many 
organisations and charters, including the Getty Conservation Institute (USA), the 
ICOMOS Appleton Charter (Canada), and the ICOMOS New Zealand Charter.

The Burra Charters guidance takes a cautious approach to the conservation and 
management of  places with cultural significance. It acknowledges the balance be-
tween making a place usable and changing as little as possible to retain its cultural 
significance.19 The Burra Charter offers several intervention strategies with varying 
outcomes. 

18    Australia ICOMOS, The Burra Charter: The Australia ICOMOS Charter for Places of  Cultural Significance 2013 (Burwood: Australia 
ICOMOS, 2013), 1.
19    Australia ICOMOS, The Burra Charter: The Australia ICOMOS Charter for Places of  Cultural Significance 2013, 1.

Maintenance: Aggregates the protective care of  a place and its setting. Maintenance 
constitutes the built fabric of  a place and should be undertaken when the fabric is of  
cultural significance.

Preservation: Encompasses upholding a place in its existing state, while impeding the 
deterioration process. Preservation is appropriate when the existing state of  the fab-
ric or its condition shows evidence of  cultural significance.

Reconstruction: Involvers returning a place to a known earlier state with the use of  new 
materials. Reconstruction is appropriate where there is sufficient evidence to replicate 
an earlier state and should reveal culturally significant aspects of  the place.

Restoration: Involves returning a place to its original state, removing accretions and not 
introducing new materials. Restoration is appropriate when there is sufficient evi-
dence of  an earlier state and should reveal culturally significant aspects of  the place.

Adaption: Changing a place to suit the existing use or proposed use. Adaption is ac-
ceptable only where the adaption has minimal impact on the cultural significance of  
the place. 
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Cramer has identified a fascination for industrial spaces, as they are converted 
or subdivided easily with comparatively little expenditure.55 Kiroff ’s research has 
identified that the redevelopment and upgrade of  derelict industrial buildings in 
urban areas can transform places into fashionable districts 56 and that industrial 
buildings tend to attract creative professionals thanks to their aesthetic qualities and 
unique ambience.57 The Heritage Council of  Victoria recognises that the aesthetic 
of  industrial places are often readily compatible with arts uses and therefore be 
retained.58 James Douglas notes that sensitive adaption of  abandoned industrial 
buildings can bring life back to rundown areas.59 Within New Zealand, Kiroff  
explains that adaptive reuse has been discovered as an effective alternative for 
urban regeneration campaigns because they can create unique and attractive work 
environments.60 On the other hand, Douglas argues that abandoned buildings, in 
general, are likely to be in a poor state of  repair or dilapidated.61 

55    Cramer and Breitling, Architecture is Existing Fabric, 120.
56    Kiroff  and Tan, “Adaptive reuse of  industrial buildings in a new precinct in Auckland’s CBD”, 1.
57    Kiroff  and Tan, 2.
58    Heritage Council of  Victoria, Adaptive Reuse of  Industrial Heritage: Opportunities & Challenges, 6.
59    Douglas, Building Adaption, 16.
60    Kiroff  and Tan, “Adaptive reuse of  industrial buildings in a new precinct in Auckland’s CBD”, 10.
61    Douglas, Building Adaption, 543.

The economic, environmental and sociocultural factors point in favour of  adaptive 
reuse. Bullen argues that members within the construction industry prefer to build 
new buildings as the process is easier and often use cost as a scapegoat.62 Bullen also 
asserts that the adaption of  existing buildings is frequently considered less creative 
by architects and therefore, limits potential rewards.63 Although, many argue that 
adaptive reuse does not contain the same creative element of  a new building, Aigwi 
et al. state that creativity is found in fitting contemporary needs into the existing 
fabric.64

62    Bullen, “Adaptive reuse and sustainability of  commercial buildings”, 29.
63    Bullen, 29.
64    Aigwi, Egbelakin and Ingham, “Efficacy of  adaptive reuse for the redevelopment of  underutilised historical buildings: Towards 
the regeneration of  New Zealand’s provincial town centres”, 8.

One common preconception about adaptive reuse is its alignment with sustainability. 
Aigwi et al. suggest that changing a building’s use is an efficient alternative, one which 
poses little harm to the environment.40 Bullen et al. have identified building adaption 
can prolong a building’s life cycle, making it a sustainable practice.41 Kramer, Breitling 
and Douglas, share this sentiment.42 Wilkinson et al. recognise that adaptation 
by nature is sustainable due to it involving less material, transport energy, energy 
consumption, and produces less pollution during construction.43 Adaption is also 
a chance to implement sustainability into the building, which may be outdated and 
underperforming.44 Bullen and Love note that building adaption reduces the extent 
of  environmental disturbances which may arise in the form of  hazardous materials, 
ground contamination and dust from the redevelopment or demolition of  older 
buildings.45 Lydia Kiroff  and Xiaotian Tan assert that by retaining the existing fabric, 
the embodied energy in the existing materials is saved.46 Consequently, the energy 
required in the procurement of  new materials is no longer needed. According to the 
Department of  the Environment and Heritage, adaptive reuse can save roughly 95 
per cent of  a building’s embodied energy.47 

40    Aigwi, Egbelakin and Ingham, “Efficacy of  adaptive reuse for the redevelopment of  underutilised historical buildings: Towards 
the regeneration of  New Zealand’s provincial town centres”, 8.
41    Peter A. Bullen, “Sustainable adaptive reuse of  the existing building stock in Western Australia.”, in ARCOM Conference 2004, 
(Edinburgh: Heriot-Watt University, 2004), 1, accessed September 4, 2018, http://www.arcom.ac.uk/-docs/proceedings/ar2004-1387-
1397_Bullen.pdf.
42    Douglas, Building Adaption, 15.
43    Wilkinson, James and Reed, “Using building adaptation to deliver sustainability in Australia”, 49
44    Wilkinson, James and Reed, 49.
45    Peter A. Bullen and Peter E.D. Love, “The rhetoric of  adaptive reuse or reality of  demolition: Views from the field,” Cities, vol. 
27 issue: 4 (2009): 216, https://doi.org/10.1016/j.cities.2009.12.005.
46    Lydia Kiroff  and Xiaotian Tan, “Adaptive reuse of  industrial buildings in a new precinct in Auckland’s CBD”, in Urban Planning 
and Property Development 2015, (Singapore: GSTF, 2015), 2, accessed September 5, 2018, https://unitec.researchbank.ac.nz/han-
dle/10652/3178.
47    Department of  the Environment and Heritage, Adaptive Reuse: Preserving our past, building our future, (Canberra, ACT: De-
partment of  the Environment and Heritage, 2004), 4, https://www.environment.gov.au/system/files/resources/3845f27a-ad2c-4d40-
8827-18c643c7adcd/files/adaptive-reuse.pdf.

Adaptive reuse enables the retention of  social and cultural capital woven into 
the built fabric or place. Shipley acknowledges that older buildings represent an 
important aesthetic, cultural and economic resource, one that is non-renewable.48 
Kiroff  and Tan’s research indicates that adaptive reuse can help protect existing 
cultural heritage value.49 Cramer and Breitling identify the rising awareness for 
thoughtless demolition of  old buildings as being the eradication of  identity.50 
Identity, according to Bullen and Love, is important because it gives the population 
a better sense of  connection with their local surroundings.51 Aigwi et al. establish 
that historical buildings can serve as collective memory by linking residents to 
their roots.52 Cramer and Breitling have observed the transformations of  the 
post-industrial age resulted in many redundant industrial buildings.53 Wilkinson et 
al. recognise that many industrial buildings have been demolished that would be 
considered having cultural, social and heritage value today.54 

48    Shipley, Utz and Parsons. “Does Adaptive Reuse Pay? A Study of  the Business of  Building Renovation in Ontario, Canada”, 505.
49    Kiroff  and Tan, “Adaptive reuse of  industrial buildings in a new precinct in Auckland’s CBD”, 1.
50    Johannes Cramer and Stefan Breitling, Architecture is Existing Fabric, (Basel: Birkhäuser Verlag, 2007), 119.
51    Bullen and Love, “Adaptive reuse of  heritage buildings,” 419.
52    Aigwi, Egbelakin and Ingham, “Efficacy of  adaptive reuse for the redevelopment of  underutilised historical buildings: Towards 
the regeneration of  New Zealand’s provincial town centres”, 7.
53    Cramer and Breitling, Architecture is Existing Fabric, 120.
54    Wilkinson, James and Reed, “Using building adaptation to deliver sustainability in Australia”, 47.
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Selexyz Dominicanen Bookstore 
Location: Maastricht, Netherlands
Date: 2007
Architect: Merkx-Girod

History: The 700-year-old Catholic church is said to be the earliest gothic church in 
the Netherlands.68 It stands on a small, secluded square in the historical district of  
Maastricht. Consecrated in 1294, the church was built from marlstone on a founda-
tion of  millstone-grit.69 It originally served as a monastery church for the Dominican 
Order until Napoleon disbanded it in 1796.70 From here, the church took on many 
uses. It became stable for Calvary and a warehouse for the fire municipal fire depart-
ment. It hosted parties and boxing matches and also served as bicycle storage.

Design: Merkx-Girod made it a point of  emphasis not to obstruct or disguise the 
church space and retain the sacral atmosphere. The brief  complicated this as the 
requirements of  the programme needed 1000sq m floor area, almost double the ex-
isting coverage. Local preservation restrictions also prohibited any intervention that 
would damage church walls. Any addition had to be built in a way in which could be 
removed if  required, enabling the church to return to its original state.71 Merkx-Girod 
developed a three-level walk-in bookcase that was decentralised to one side. It stands 
freely, built around the churches existing columns. Since the full height of  the nave 
and the view from the entrance to the chancel have been retained; the intervention 
has forfeited little of  the church’s spatial and sacral traits. The intervention provides 
a distinct contrast between new and old. This is seen in its materiality and form. Fine, 
rigid and industrial versus the smooth, organic and hand-crafted elements. 

68    “Bookstore Selexyz Dominicanen,” Archello, accessed May 8, 2019, https://archello.com/project/bookstore-selexyz-domini-
canen.
69    “History of  Bookshop Dominicanen,” Boekhandel Dominicanen, accessed May 8, 2019, https://www.libris.nl/dominicanen/
history-of-bookshop-dominicanen/.
70    Anneke Bokern, “Literature Instead of  Liturgy,” in Old & New: Design Manual for Revitalizing Existing Buildings, ed. Frank Peter Jager 
(Basel: Birkhauser, 2010), 165.
71    Bokern, “Literature Instead of  Liturgy,” 165.

Architectural Precedents

Mill City Museum
Location: Minneapolis, MN, USA
Date: 2003
Architect: Tom Meyer

History: The original Mill opened its doors to begin processing flour in 1874. Four 
years later an explosion claimed 18 lives, levelled the mill and destroyed much of  the 
riverfront business area in the process.65 Subsequently, a more advanced mill was built 
in its place formed from limestone exterior walls. By the 1960s, changes in transpor-
tation and tariff  rates combined with old technology forced the industry to move 
out of  Minneapolis. The mill and the surrounding area fell into disuse.66 In February 
1991, fire once again decimated the mill leaving only the concrete of  the interior 
and its crumbling exterior limestone walls. In the mid-1990s the city of  Minneapolis 
cleaned up the rubble, stabilising the exterior walls in the process. The old mill was 
adapted into a milling museum and education centre with the capabilities of  holding 
seasonal events within its ruins.67

Design: Tom Meyer developed a concept that merged the historical integrity of  the 
mill structures with modern components. There is a distinct contrast in the material 
elements of  the new architecture to the existing fabric, thus making the two easily 
identifiable. Many features of  the original mill, including flour bins and milling ma-
chinery, were retained or reimagined. The new design also acknowledged its current 
state, consistently working within the context of  the mill’s devolved condition. A 
prominent example of  this is the exterior courtyard. Rather than restoring the build-
ing to its former self, the void has been left an elevated platform and walkways direct 
users through the ruins. The courtyard space can easily be adapted into a function 
space. 

65    https://www.mnhs.org/millcity/learn/history/building
66    “Building History,” Minnesota Historical Society, accessed May 8, 2019, https://www.mnhs.org/millcity/learn/history/building.
67    “Architecture and Art,” Minnesota Historical Society, accessed May 8, 2019, https://www.mnhs.org/millcity/learn/architec-
ture-and-art.

Fig 7: Selexyz Dominicanen bookstore nave.

Fig.8: Top level of  bookcase.

Fig.5: Mill City Museum. 

Fig.6: Courtyard space.
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The Southern Highlands 

Introduction
The Mittagong Maltings is located in the Southern Highlands region of  New South 
Wales, Australia. The Southern Highlands centres around the historical towns of  
Bowral, Mittagong and Moss Vale, forming the basis of  the Wingecarribee Shire. It 
is located inland roughly halfway between the major cities of  Canberra and Sydney. 
The Illawarra escarpment separates the Southern Highlands from the sea and also 
Wollongong, the closest urban centre. Geologically, the region rests on a plateau ap-
proximately 700m above sea level. It is part of  the third longest land-based mountain 
range in the world, the Great Dividing Range.1

Originally, the Southern Highlands landscape was dominated with dense bush, easing 
into grassland around the Wingecarribee River.2 Although the region has been inhab-
ited for some time, it has retained most of  its natural qualities. However, the early 
settlers introduced many English style gardens, trees, shrubs and flowers throughout 
the district; as a result, the central towns have become distinct for their colourful 
change in seasons. Nowadays, people visit in Spring and Autumn to view the many 
private gardens that are open to the public for a small fee.3

The Southern Highlands is also renowned for having a robust community of  artists, 
actors, musicians, writers, filmmakers, photographers and all-around entertainers.4 It 
is believed they are drawn to its fresh air, natural beauty and lifestyle, which acts as 
the ideal environment to inspire creativity.5 Every November an annual Arts Festival 
enables the public to interact with the artisans from around the region. Artists are 
lauded for opening their studio doors and revealing their creative habits in the South-
ern Highland Arts Studio Trail.6

1    “Geography of  the Highlands,” The Southern Highlands of  NSW, accessed June 4, 2018, https://www.highlandsnsw.com.au/
past_present/geography.html.
2    The Southern Highlands of  NSW, “Geography of  the Highlands.”
3    Jen Seligmann, “Things to Do in The Southern Highlands,” The Trusted Traveller, April 28, 2015, accessed January 23, 2019, https://
thetrustedtraveller.com/things-to-do-in-the-southern-highlands/.
4    “Arts,” Southern Highlands, accessed January 22, 2019, https://www.southern-highlands.com.au/visitors/see-and-do?key-
words=&location=&category=arts&wedding-category=&conference-category=#results.
5    Southern Highlands, “Arts.”
6    Southern Highlands, “Arts.” Can
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Fig 9: English style garden.

Fig.10: The effects of  early settlers.
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Access 
Mittagong has great infrastructure and is within proximity to its nearby larger cities. 
The Hume Highway creates a direct connection between Sydney and Canberra but 
bypasses Mittagong and Bowral on the northern side of  Mt. Alexandria. Off-ramps 
have been strategically placed either side of  the mountain enabling access to the Old 
Hume Highway. The estimated driving time by car from Sydney to Mittagong is one 
hour and a half, while travel time from Canberra to Mittagong is a little longer at one 
hour and fifty minutes. The northern suburbs of  Wollongong have the option of  
looping onto the Hume Highway from the North, with an estimated drive of  around 
fifty minutes. Alternatively, Mittagong and Bowral are accessed from the East via 
the Illawarra Highway. This route is regarded as a scenic drive and ventures over the 
Illawarra escarpment via Macquarie Pass and takes around one hour. 

The Southern Highlands railway line connects the Sydney suburb of  Campbelltown 
with Goulbourn. Mittagong and Bowral are the tenth and eleventh stops respectively, 
with the trip lasting approximately two and a half  hours. The southern highlanders 
working in Sydney find it more convenient to drive and park at Campbelltown sta-
tion, proceeding then to catch the train into Sydney’s CBD. The process can reduce 
travel time to an hour.

Mittagong and Bowral are separated only by Mt Gibraltar. Mittagong Road diverts 
around the mountain connecting the two suburbs. The partly double lane road 
struggles to service the towns during peak traffic hours, often bottlenecking in areas 
where the road reduces to a single lane. Without traffic, the trip is approximately 5-8 
minutes by car.

Bowral

Wollongong

Cambelltown

Mittagong
Sydney

HighwayRailway 0km 10kmFig.15: Access to the Southern Highlands.

Fig 12: Hume Highway from Sydney.

Fig.13: Railway from Ferguson Crescent bridge. Fig.14: Mittagong train station.
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Climate 
Most places in Australia can reach temperatures well above 30°c, and the Southern 
Highlands is no exception. Despite this, its high-altitude results in an overall cooler 
climate and although uncommon, it can snow at times. Mittagong is situated in a 
valley between Mt Alexandria and Mt. Gibraltar often resulting in chilly and dewy 
mornings. However, the area quickly heats up before noon.

Summers in Mittagong average around 25°c during the day and 14°c at night, with 
daylight lasting for approximately 14 hours. Summer is the towns wettest time of  the 
year raining an average of  eight days per month.

Mittagong’s Winters average around 13°c during the day and 3°c at night, with day-
light reducing to approximately 10 hours of  the day. Winter is the driest period with 
rain occurring an average of  6 days per month.

Demographic 
In recent years, Mittagong’s population has increased dramatically. People seeking 
cheaper housing, lower rent prices and a less hectic lifestyle have found Mittagong 
and its neighbouring suburbs the ideal location. According to the Australian Bureau 
of  Statistics, Mittagong and its sister suburb, Bowral has increased in population by 
43% and 48% between 2006 and 2016, respectively.7 The 2016 census revealed the 
suburbs were close to surpassing twenty thousand inhabitants. It is likely to have 
been superseded as several housing estates have been completed in recent years. 

7    “Census,” Australian Bureau of  Statistics, accessed June 4, 2018, http://www.abs.gov.au/websitedbs/D3310114.nsf/Home/Cen-
sus?OpenDocument&ref=topBar.

Fig 19: Newly established “The Forge”, Mittagong.

Fig 20: New housing development, “Nattai Ponds”.

Fig 16: Snow in Mittagong.

Fig.17: Clear skies above. Mt. Alexandra. Fig.18: Late afternoon at Lake Alexandra.
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Mittagong 

Early History
In 1798, the first European led by ex-convict John Wilson passed between Mt Al-
exandria and Mt Gibraltar, the valley which Mittagong occupies.8 Formerly referred 
to as Nattai.9 Mittagong’s name is an adaption for the Aboriginal word “little moun-
tain”, first used by explorer John Oxley to describe the mountain range that extended 
eastward of  Mt. Gibraltar.10 In 1821, William Chalker became the first white settler in 
Mittagong after being granted a permit to graze 93 cattle.11 

The towns initial growth was stifled by changes made to surrounding road layouts. 
Main thoroughfares were diverted away from Mittagong and towards neighbouring 
towns. In 1833, the deviation of  the road to Berrima became the catalyst of  finding 
a local iron deposit. This resulted in the construction of  the Fitzroy Iron Works in 
1848, famous for being the first iron smelting venture in Australia. 

In 1865, the department of  Railways purchased land to construct a railway through 
Mittagong, two years later the railway reached Mittagong, and a station was estab-
lished.12 The railway’s arrival marked a period of  prosperity, particularly for the sub-
urbs of  Bowral and Moss Vale as many wealthy citizens-built country homes to enjoy 
the cooler climate.13 However, Mittagong’s growth was hindered by the existence of  
Fitzroy Iron Works, whose lease controlled most of  the surrounding land. The Mit-
tagong Land Company would acquire the Iron Works in 1884, ending the intolerable 
situation through a land fire sale.14 This event allowed Mittagong to develop into the 
town it is today.

8    John McClogan, The Southern Highlands Story (Adelaide: Digital Print Australia, 2008), 7.
9    Philip Morton, “Highlands history: Precarious existence for early settlers on Mittagong Range,” Southern Highlands News, May 4, 
2015, accessed June 4, 2018,
10    Southern Highlands News, “Highlands history: Precarious existence for early settlers on Mittagong Range.”
11    McClogan, The Southern Highlands Story, 8.
12    McClogan, 67.
13    McClogan, 47.
14    McClogan, 47.

Lost Heritage
Mittagong is embedded with an industrial heritage that is, unfortunately, slipping 
away. The demise of  the Iron Works has led to the Mittagong Maltings becoming 
the towns oldest remaining prominent industrial building. The areas recent influx in 
population will only add to the towns growing detachment to its industrial past. Rap-
id increases in a population can come with added risks. Urbanisation can lead to the 
fragmentation and deterioration of  cultural heritage.15 The conservation of  cultural 
heritage has proven to be beneficial for the development of  communities.16 

An intervention at the Maltings may be the only way to ensure its survival. What is 
left of  the Fitzroy Iron Works can be found forgotten underneath the Mittagong 
shopping mall, an insult for what once was Australia’s first iron smelting works.17 In 
order to save face, its remnants have been cordoned off  behind a fence. Information 
plaques have been placed around the perimeter, promoting its history. Still, the loca-
tion of  the mall’s entrances away from the remains have only further marginalised its 
existence. It has become an afterthought. 

Albeit, not all is lost for Mittagong as the Maltings has increased in popularity largely 
thanks to the arrival of  the social media age. The National Trust of  Australia listed 
the Maltings among its ‘endangered places of  2000’.18 The NSW Government’s Of-
fice of  Environment and Heritage describes the Maltings precinct as: 

15    Athos Agapiou et al., “Impact of  urban sprawl to cultural heritage monuments: The case study of  Paphos area in Cyprus,” Journal 
of  Cultural Heritage, vol. 16 issue: 5 (2015): 1, https://doi.org/10.1016/j.culher.2014.12.006.
16    P.C. Guzmán, A.R. Pereira Roders and B.J.F. Colenbrander, “Measuring links between cultural heritage management and sustain-
able urban development: An overview of  global monitoring tools,” Cities, vol. 60 part: A (2017), 193, https://doi.org/10.1016/j.
cities.2016.09.005.
17    Philip Morton, “Highlands History: Australia’s first ironworks operated at Mittagong from 1848,” Southern Highlands News, July 
21, 2014, accessed June 7, 2018, https://www.southernhighlandnews.com.au/story/2429124/highlands-history-australias-first-iron-
works-operated-at-mittagong-from-1848/.
18    Charli Shield, “Potential for state heritage listing leaves future uncertain for Mittagong Maltings,” Southern Highlands News, 
February 3, 2018, accessed January 22, 2019, https://www.southernhighlandnews.com.au/story/5205350/potential-for-state-heri-
tage-listing-leaves-future-uncertain-for-mittagong-maltings/.

“Large, spectacular and unique example of  late 1900’s industrial architecture which has consid-
erable historical and cultural value and is the only remaining example of  a traditional maltings 

manufacturing facility in Australia.” 19

“The site stands as a reminder of  The Maltings’ early and enduring importance to the commercial 
and social life of  the town of  Mittagong.” 20

The infatuation with the Maltings has made it the most inquired topic at the Berrima 
District Historical and Family History Society, the Southern Highlands largest his-
torical archive. In early 2018, local Phillip Brammer, whose goal is to see the precinct 
restored for public use, took matters into his own hands. Brammer nominated the 
Maltings to be upgraded from local listing to state heritage listing, which council has 
indicated may enable reformation.21 The application has remained “under consider-
ation” during the writing of  this research project.

19    “The Maltings,” Office of  Environment & Heritage, accessed January 22, 2018, https://www.environment.nsw.gov.au/heritage-
app/ViewHeritageItemDetails.aspx?ID=5056030.
20    “Maltings,” Office of  Environment & Heritage, accessed January 22, 2018, https://www.environment.nsw.gov.au/heritageapp/
ViewHeritageItemDetails.aspx?ID=2680103.
21    Shield, “Potential for state heritage listing leaves future uncertain for Mittagong Maltings,” https://www.southernhighlandnews.
com.au/story/5205350/potential-for-state-heritage-listing-leaves-future-uncertain-for-mittagong-maltings/.

Fig 21: The vestige of  the Ironworks.

Fig.22: The vestige of  the Ironworks.
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Maltings Precinct

Early History of  the Maltings
The Maltings Precinct developed on what was once ‘Oakland’s Estate’. In 1887, the 
estate sold to the NSW Mont de Piete Deposit and Investment Co. Ltd, who would, 
in turn, subdivide it into parts. A large untouched section sold to Messrs Augustine 
Betts and Nicholas Phillips in 1888. In 1898, the section was acquired by the Malting 
Company of  NSW. 22

During the 1880s, there were four major Sydney breweries (Marshall’s, Resch’s, 
Toohey’s and Tooth & Co). Initially, for reasons unknown, New South Wales farmers 
rebuffed growing barley, and as a result, the Sydney breweries resorted to interstate 
sources or imported raw material from overseas. Most of  the larger Sydney breweries 
were able to meet their malting requirements in-house. However, specialist contract 
maltsters dominated the industry and the more influential companies were located 
interstate and overseas.23  

Tooth & Co employees Arthur Tooth and W. B. Mitchell established the Malting 
Company of  NSW on the whim that there was a highly lucrative untapped market 
for malt in NSW. The company hoped to stimulate NSW farmers into cultivating 
more barley, negating the industries dependence on expensive imported malts. An 
early company prospectus stated that imports of  malt into NSW equalled nearly 
400,000 bushels (8,709 tonnes) annually, which was enough to persuade investors into 
purchasing all 30,000 £1 shares within the first 24 hours of  them being floated.24

22    “The Maltings (under consideration),” accessed March 20, 2018, https://www.environment.nsw.gov.au/heritageapp/ViewHeri-
tageItemDetails.aspx?ID=5056030.
23    Robert Freestone, “The Mittagong Maltings: History, Cultural Significance and Conservation,” Australian Geographer 22, vol. 2 
(1991): 150, https://doi.org/10.1080/00049189108703042.
24    Freestone, “The Mittagong Maltings: History, Cultural Significance and Conservation,” 150.

Mittagong’s climatic characteristics were similar to the more successful Victorian 
malting operations. Elevated well above sea level between two mountains, albeit 
small, permitted malting for 11 months of  the year. The site also had a water supply 
and adjoined a direct railway link to Sydney. 25

In 1898, the Malting Company of  NSW contracted a Sydney construction company 
known for its large scale commercial and industrial work. Stuart Brothers complet-
ed Malthouse One shortly before the turn of  the century. The Mittagong Maltings 
would become the first large scale purpose-built Malthouse in New South Wales. The 
first few annual reports were disparaging as initial profits are believed to have been 
less than £100. The aforementioned freight reclassifications helped increase earnings 
to an extent. However, in 1905, shareholders were worried to the point that they 
accepted a motion to sell the company’s assets to Tooth & Co for an outright fee 
of  £23,750.26 Tooth & Co would proceed to integrate the Maltings into its brewing 
operation vertically. 27

Before 1901, New South Wales had varying freight prices for beer, malt and barley. 
The cost of  freighting malt was greater than barley. Subsequently, this helped cen-
tralise malt production closer to the intended market. After 1901, barley and malt 
were reclassified into the same freight class. Discounts were also handed to large 
consignments of  malt travelling towards Sydney, thus making a regional malting op-
eration more feasible. There is no evidence to suggest that Tooth and Mitchell knew 
the lenient changes would occur.28

25    Freestone, 151.
26    Freestone, 151.
27    Freestone,” 151-152.
28    Freestone, 150.

By November 1905, Moodie Brothers were employed to start construction on 
Malthouse Two. It was constructed similar to the original but shared the one silo 
building. Delays impeded construction with the Malthouse taking almost three 
years to complete. Once finished, the upgraded operation could produce 140,000 
bushels of  malt, annually. Tooth & Co maintained its predecessor’s philosophy of  
encouraging NSW farmers to grow barley. In 1914, there was enough of  a local 
market to warrant the construction of  the third malthouse. Again, construction 
was hindered by wartime restrictions and a third contractor, Robert Walls and Sons, 
completed the building in 1917. Malthouse Three followed the similar layout of  
its sister malthouses, with only a few superficial tweaks. It was also designed to 
allow for future expansion of  a fourth malthouse. From 1917 to 1942, the Maltings 
consistently produced malt for eleven months a year. It was averaging 190,000 
bushels of  malt annually.29

29    Freestone, 152.

Fig 23: Malthouse Three from across Nattai Creek.

Fig.24: Malthouse One & Two from Memorial Park.
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Calamity, Resilience and Demise
In August 1942, the first major fire to curtail production occurred. Malthouse Two 
burned for more than a day and was attended by fire brigades from around the 
Southern Highlands. The damage was so severe that the entire interior was destroyed. 
Shared facilities with Malthouse One were also damaged, ceasing production for a 
year. The latter would return to functionality after a temporary timber-framed struc-
ture constructed within the original brickwork. For over a decade, material shortages 
due to wartime restrictions hindered the reconstruction of  Malthouse Two. During 
its inactive period, a proposal was made to use a Saladin box system in place of  the 
traditional English floor system. This would have altered the look of  the maltings 
drastically. Ultimately, the cost was deemed too expensive and Malthouse Two was 
rebuilt with modern materials and construction methods in 1953.30

In December 1969, the second of  three major fires crippled Malthouse One. The 
damaged destroyed the roof  of  malt floor building and kiln house. Tooth & Co. 
decided against rebuilding the damaged sections and instead employed a firm to 
dismantle the affected sections. From 1970, Malthouse One has been rendered inac-
tive.31

The 1970s and ’80s were a turbulent decade for the brewing industry. Tooth & Co’s 
financial issues along with the Maltings ageing technology helped paint the idea that 
the end was near. In 1980, a third and final fire destroyed parts of  Malthouse Three. 
The roof  over the silo building and kiln house were destroyed as was the Southey 
Street exterior wall of  the silo building. In one final act, the Maltings was rendered 
with one functioning building. With tradition counting for little in a competitive mar-
ket, Tooth & Co closed down its Mittagong operation.32

30    Freestone, 152-153.
31    Freestone, 153.
32    Freestone, 153-154.

Life after Tooth & Co.
The years following the closure of  the Maltings saw the majority of  its Malting 
equipment sold or sent to the Kent Brewery museum in Sydney, which has since 
closed.33 In 1981, the precinct was sold to a group of  Sydney businessman that 
hoped to turn the Maltings into a tourist attraction consisting of  a theatre, museum 
and cultural centre.34 In 1987, a Sydney consortium bought the precinct with the idea 
of  turning it into a resort hotel.35 In 1991, two local businessmen with the backing of  
Sheraton Hotels attempted to turn the precinct into a hotel of  international calibre. 
Sheraton envisioned over two hundred rooms, accompanied by a conference centre, 
boutique brewery, malthouse museum and retail shops.36 In 1997, plans were released 
to the public showcasing the idea of  turning the Maltings into the Southern High-
lands Institute of  the Performing arts.37 In 2000, a local businessman formulated 
plans to turn the precinct into an antique marketplace, hotel, eatery, winery and brew-
ery.38 Recently, father and son developer duo, Roy and Anthony Medich purchased 
the property in April 2019.39 Currently, there are no plans as to what the developers 
have in store for the Maltings. However, Ironbuilt construction company began the 
process of  sealing and removing hazardous substances in May 2019. 

On the surface, each owner has brought forth a desire to reinvigorate the precinct, 
which is part of  why it has remained in limbo for so long. The inability to act has 
generally come down to placing business interests above the interest of  the Maltings. 
The common theme seems to be the desire to subdivide the land, something the 
Wingecarribee council is unwilling to allow as it is evident the precinct is more than 
just its built fabric. Only time will tell if  the new owners can solve the mystery of  the 
Maltings; history suggests this will not be the case. 

33    Freestone, 154.
34    Freestone, 154.
35    “Tourist Development for Maltings Site,” Southern Highlands News, October 14, 1987.
36    “Sheraton to operate Maltings,” Southern Highlands Post, May 28, 1991.
37    “Multi-million dollar Mittagong base for SHIPA,” Southern Highlands Post, February 19, 1997.
38    “Big plan for malt factory.” Southern Highlands News, July 9, 2001.
39    “Maltings sell for $6.05 million,” Highlands Post News, May 2, 2019.

Fig 27: Making the news. The Maltings over the past four decades.

Fig 25: Fire at Malthouse Two in 1942.

Fig.26: Fire at Malthouse One in 1969.
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The Maltings Site
The Maltings precinct is roughly 6.5 hectares, consisting of  three malthouses, two of  
which are joined. Its boundaries are defined by the Southern Railway line, the historic 
Fitzroy Inn and a wealth of  residential houses, many that have surfaced in the last 
decade. Nattai Creek flows from the south-west corner to the northeast point of  the 
precinct, dividing it into two distinct sections. 

The precinct is accessed from three locations, two of  which can still be used. The 
first point of  entry is made by exiting off  the Old Hume Highway and onto Fergu-
son Crescent. The Maltings turnoff  requires a sharp turn onto a hidden driveway that 
is easily missed. It is possible to reach the doorstep of  the first two malthouses by 
manoeuvring past a broken gate and down a beaten path. The precincts original entry 
can be found off  Colo Street, detached from the rest of  the site its dense overgrowth 
hides the malthouses from view. It is possible to but impractical to traverse the 
terrain by foot. The entrance’s isolation from the precinct leads it to not being used; 
its existence reserved for locals. The precincts popular entry is located off  Southey 
Street. A locked gate prevents vehicle access to the public; however, pedestrian entry 
is as easy as walking between the pine trees and down a slight berm.  

Nattai Creek was once a bucolic setting lined with many willow trees. The willow 
trees remain; however, the dense overgrowth has detached the creek from reasonable 
use. Dammed on opposite ends of  the site, the creek is crossable from two bridges. 
The western bridge is the more popular and safer of  the two formerly used a tack for 
grain carts. The eastern bridge was a former pedestrian route between malthouses 
and is suffering from decay and is overrun by overgrowth.

0m 100m

Fig 32: Southwest bridge.

Fig 29: Ferguson Crescent entrance. Fig 30: Colo Street entrance Fig 31: Southey Street Entrance.

Fig 33: Northeast bridge. Fig 34: Nattai Creek’s north weir.

Fig 28: The Maltings Precinct has three main access points.
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The Malthouses
Malthouses One and Two located in the section between the Southern Railway line 
and Nattai Creek. Pine trees run along the boundary closest to the railway keeping 
the majority of  the Maltings out of  site. A brief  opening allows the shared silo build-
ing to be seen from Memorial Park and the Old Hume Highway. There is a good 
case for arguing that Maltings would be more popular if  it were more easily sighted 
from the town’s main thoroughfare. On the opposite side of  Nattai Creek, Malthouse 
Three lies isolated in a grass field. The landscape rises towards Southey Street where 
pine trees again create a visual barrier, restricting direct sight lines into the precinct.

The spatial arrangement of  the malthouses follows the same pattern: a malt floor 
building, followed by a kiln house that adjoins a silo building. Construction materials 
remain consistent; however, subtle differences occur as each malthouse was designed 
and built by a different construction company in different decades. Nevertheless, 
the malthouse’s brick exterior walls remain constant, distinguishable by their solid 
English brick bond with no cavity. From the exterior, it is easy to assume the Victori-
an style Malthouses were once replicas of  each other. However, individuality is found 
within.

The ensuing detailed description of  Malthouse Three derives from site visits that 
took place during the writing of  this research project. There is limited documentation 
that depicts the buildings in their original form, let alone their current state. This de-
scription, therefore, endeavours to explain the layout of  Malthouse Three as it stood 
at the time of  the visits. For further detailed descriptions on Malthouses One and 
Two, refer to Appendix 2.

1
3

2

Fig 36: The malthouses in their limbo state.
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1
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0m 50mFig 35: The Maltings Precinct consists of  three malthouses.
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Malthouse Three 
Exterior: Malthouse Three stands alone isolated in a field south of  Nattai Creek. A 
six-foot retaining wall allows the building to rest within the slope of  the land. Part of  
the retaining wall lies demolished next to the silo building. The Malthouses industrial 
nature has resulted in there being no dominant or notable entry point. In its current 
state, accessing the malthouse can be achieved through any of  its exterior door loca-
tions as only weathered architraves remain. The silo courtyard is accessible from its 
Southey Street end. The once lone timber exterior wall burnt down in the precincts 
last great fire. 

The exterior of  Malthouse Three has a few subtle differences in comparison to its 
sister malthouses. The Tooth & Co Logo is found imprinted onto the exterior wall 
of  the Kiln House, the precincts last remaining signage. The malthouse uses an 
ornamental brick as a decorative band between pilasters of  its malt floor building, 
and kiln house made distinct by its darker coloured brick. Door and window lintels 
display a soldier course, creating a flat arch as opposed to the segmented arches seen 
on the other malthouses. Malthouse Three’s windows are also constructed with sill 
bricks, similar to modern-day techniques, whereas earlier malthouses contain recessed 
brick sills. Asbestos tiles are the predominant roof  cladding and date as the precincts 
oldest roofing material. On the northeast end of  the malt floor building, a circular 
window adds character to the exterior wall but is purely aesthetic. 

Malthouse Three’s isolation has resulted in the inclusion of  its grain shaft room and 
loading dock. Located on its Nattai Creek end, the grain shaft extends to the upper 
level of  the malt floor building. Its combination with its gable roof  has made it a 
prominent feature. The loading dock spans from the south-east silo wall to the grain 
shaft room. The dock is raised above the exterior ground level resting on brick piles. 
Its overall condition is shoddy with many broken and unsafe areas. Wild vegetation 
has grown up from underneath the dock, creeping its way on to the front portion 
and blocking access to the silo building and kiln house.
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Fig.39: Malthouse Three has three distinct parts.Fig.38: Malthouse Three from the east. 

Fig.37: Malthouse Three from the north. 
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Interior: The Malthouse that once produced and stored malted barley is no more. 
Its internal spaces have evolved physically and superficially. Absorbed by limbo, the 
building is a maze to any first-time visitor with its vast open spaces and tall vertical 
chasms. For clarity purposes, the following description divides Malthouse Three 
into zones that cover the unique layout of  the building. Since limbo is an ongoing 
process, the description will endeavour to explain Malthouse Three in the condition 
it appeared during the first series of  visits in May 2018. Superficial changes (graffiti, 
clutter) have been undisclosed for the walkthrough.

Zone Zero: Ground floor of  Malthouse, including silo building, kiln house and malt 
floor building.

Zone One: First floor of  the malt floor building and first floor of  Kiln House

Zone Two: Loft floor and staging area of  the malt floor building

Zone Three: Mezzanine level of  the malt floor building and the kiln house’s internal 
courtyard.

Zone Four: Conveyor floor and walkway of  the malt floor Building

Zone Five: Attic of  the malt floor building and area above the silo building.
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All measurements in mm.Fig.42: Long-section of  Malthouse Three.Fig.41: The vertical chasms of  the silo building.

Fig.40: The vast spaces of  the malt floor building.
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Zone Zero
The silo building consists of  two unique spaces. The larger space has transitioned 
into an interior courtyard as it is uncovered and exposed on its Southey Street end. 
The smaller spaces chequered history has seen it evolve into one monumental room.

Within the silo courtyard, eight concrete silos remain intact. It is possible to walk 
underneath them as their bottom hoppers have been removed. A weathered timber 
structure engages the area between the silo and kiln house at its lower levels. The 
vestige of  the removed and damaged structure is visible in the above gap. Bricks have 
been whitewashed from would have been classified as the first floor up. Internal walls 
see little sunlight and as a result, foster moss across their surfaces. Small weeds pock-
et the crevices of  the above walls. 

The silo room once comprised of  five levels. These floors were removed to make 
way for two steel silos, which have since been discarded. The silo room now rests as a 
monumental void measuring 17.5m from the ground to the underside of  its concrete 
ceiling. The ground floor contains several channels chiselled out of  the floor slab. In-
dustrial scars and the remnants of  past floors are visible above. In the afternoon sun 
lights up the above space thanks to the large windows positioned on the exterior wall 
facing Nattai Creek. The internal walls are whitewashed, starting from what would 
have been on the second floor.

The original kiln houses ground floor was once accessible from all sides of  the build-
ing’s exterior. The addition of  an interior partition wall divides the kiln house into 
two rooms at ground level. The partition wall extends one level high, is made from 
a different brick and it contains uncovered arched cubicles on its larger room. The 
smaller room is located on the malthouses Southey Street end and can be reached 
from the exterior or via a doorway leading from the malt floor building. The larger 
room has retained its external access and multiple circulation points between malt 
floor and silo rooms. The internal wall shared with the malt floor building has been 
partly demolished and is accompanied by an excavated portion of  the concrete slab, 
exposing earth. The excavation drops half  a metre aligning with the ground level of  
the malt floor building. 
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Fig.45: Zone zero silo building & kiln house.Fig.44: Silo room.

Fig.43: Underside of  concrete silos.
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The ground level of  the malt floor building is missing its concrete slab. As a result, 
the floor level is slightly lower than the exterior ground. The current floor is a gravel 
aggregate, broken up by the brick footings of  the malt floors columns. The precincts 
three malthouses each follow the same twelve by four column layouts differing only 
in materiality. In this instance, columns are rolled steel, riveted and bolted together. 
They connect to concrete encased steel beams that support the above level. Grass 
has managed to creep into the interior, specifically in locations that no longer contain 
doors. The ground floor has inherited many alterations. Two internal stairwells are 
located in the corners of  the north-east wing; both are empty and only accessible at 
ground level from the exterior. There is a brick partition wall creating a single office 
room towards the Southey Street exterior wall. The room takes up a total of  six-
cells and runs between columns, stopping one brick short of  the ceiling. The quality 
is subpar in comparison to the original walls. Towards the Nattai Creek side of  the 
south-west wing, a further six-cells are missing from the above concrete floor slab. 
The vestige of  the floor is visible around the perimeter walls. A staircase with missing 
treads fills one cell, rising one level. In comparison to the other malthouses, the 
ground floor receives considerably more sunlight.
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Fig.48: Zone zero malt floor.Fig.47: Malt floor building ground floor.

Fig.46: Large kiln room.
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Zone One
The first floor of  the malt floor building is accessible by climbing up and along the 
stringers of  the below staircase. The Maltings users have constructed a makeshift 
staircase, complete with landing and treads made from materials found in and around 
the precinct. The surface of  the concrete slab has degraded badly and shows strong 
signs of  wear. Vandalism and decay have resulted in the appearance of  many holes 
in the slab, particularly around the perimeter of  the building. Across the long axis 
of  the building, there is a line of  rectangular grain chutes, most have retained their 
steel covers. These chutes were used to funnel grain between floors. Steel columns 
are used; however, in this instance, they attached to exposed steel beams supporting 
timber floor joists of  the level above. The joists are deep enough that herringbone 
struts have been included to prevent them from tilting. Windows dominate the 
exterior walls in all but two locations. The Southey Street exterior wall contains two 
larger door size breaches. The more significant breach appears centrally and spans 
between two pilasters. Office partitions re-occur in the same cells as the level below 
but include internal walls. The first floor teases with views of  the kiln house though 
no longer provides access.

In the above area of  the kiln house, a network of  steel beams and floor joists remain 
in good condition missing only their floorboards. Starting at the former first floor, 
interior wall faces are rendered in concrete. This finish continues to the underside of  
the ceiling. The ceiling contains two square openings, which once housed the ventila-
tion systems for the kilns. These voids now act as giant skylights.
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Fig.51: Zone oneFig.50: Floor joists of  the Kiln houses former level.

Fig.49: Malt floor building first floor.
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Zone Two
The second level of  the malt floor building comprises of  a loft floor and staging area. 
The two spaces are open plan, formerly defined by their use. The loft floor encom-
passes nine of  malt floor buildings twelve rows of  columns, while the staging area 
makes use of  the remaining three rows. 

The loft floor takes advantage of  the pitched roof  as no walls are running along its 
long axis due to the roof ’s rafters connecting directly to a top plate at floor level. 
This creates dead zones around the perimeter of  the building where the height of  the 
roof  is too low to walk. Albeit, these zones are not as noticeable as one would think 
largely thanks to the high occurrence of  missing or vandalised roof  tiles, leaving 
them to feel open. The floorboards are predominantly suffering from water damage 
and colour disfiguration. The columns and beams of  the loft floor are made from 
Douglas Fir and show little signs of  weathering or compromise. The complex struc-
ture supports the conveyor walkway 5m above. A single grain chute runs along the 
central axis of  the building and aligning with the chutes below. Floor joists between 
the staircases in the northeast wing are exposed. The exposed joists restrict access 
to a large door-sized opening. Above the exposed joists, the underside of  two barley 
hoppers are visible (one of  the few remaining industrial items at the Maltings). 

The staging area begins abruptly. The crossover between the two spaces starts at the 
third row of  columns, or where the pitched roof  meets a timber-framed wall cut at 
the same angle. In the staging area, columns transition back to rolled steel, similar 
to the below levels. Towards the south-west wall, there is a steel staircase that leads 
to the mezzanine landing. The floorboards below the mezzanine are replaced with 
a fibrous sheet, most of  which have been damaged or vandalised. The Nattai Creek 
exterior wall of  the staging area is A steel partition wall separates the spaces with 
grain shaft room. The wall hides the grain shafts opening and also an entrance to one 
of  this missing kiln house floors.
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Fig.54: Zone two.Fig.53: Loft floor.

Fig.52: Staging area.
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Zone Three
Accessing the mezzanine requires the Maltings users to climb up the steel staircase in 
the below staging area. The mezzanine landing is missing its floorboards, but its ex-
posed joists remain in good condition and are deep enough to walk across safely. The 
mezzanine provides entry to the kiln house via two door voids located at either end.

The original third floor of  the kiln house is technically now it is first — the uncov-
ered area functions as two internal courtyards divided by a single interior wall. The 
courtyards most prominent feature is its two large floor openings. Currently, neither 
is sealed and as a result, circulation is directed towards the perimeter walls. Surround-
ing the openings, six of  the eight steel columns from the below levels penetrate the 
floor slab. They have been cut roughly one metre off  the floor. The internal wall 
provides access between the two courtyards via a door void located towards its silo 
building end. The vestige of  past floor joists and roof  trusses are noticeable along 
with the courtyards interior wall faces. Vegetation has crept its way around the pe-
rimeter walls and cracks within the concrete floor slab. The Maltings users make the 
most of  the missing bricks in the wall shared with the malt floor building. Crevices 
are used as the necessary footholds to reach the above conveyor floor level and walk-
way. 
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Fig.57: Zone three.Fig.56: One of  two internal courtyards.

Fig.55: Mezzanine level.
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Zone Four
The conveyor floor and mezzanine walkway can be accessed only by climbing a wall 
in the kiln house courtyard. Large sections of  roofing tiles are missing over the con-
veyor floor. The conveyor floor is currently unsafe to walk on due to large sections 
of  its timber veneer missing, decayed or fire damaged. Reaching the mezzanine 
walkway requires users to tightrope across the damaged floor joists. Columns transi-
tion into steel circular hollow sections that support an attic space above. Towards the 
Nattai Creek end, the final opening of  the grain shaft can be found.

The mezzanine walkway is in much better condition as the roof  tiles that protect it 
remain intact. Along the walkway, there are several purposely cut hatches now uncov-
ered. Five dormer windows mirror each other on the walkway. They remain in good 
condition and allow light to enter the top part of  the malt floor building. The final 
two dormers are larger and intertwine with the inactive grain steeps. The northeast 
exterior wall encases the Maltings iconic circular window. The window marks the 
end of  the journey and has become a pinnacle for most of  the Maltings users as its 
backdrop provides for great photo opportunities.

59
58

Convey
or W

alk
wayIndustr

ial
 H

opper

Convey
or F

loor

Fig.60: Zone four.Fig.59: Conveyor floor walkway.

Fig.58: Conveyor floor.
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Zone Five
The staircase providing access to the attic on the conveyor floor is no longer usable. 
The attic space is confined by timber-framed walls that terminate at the roof ’s rafters. 
Missing roof  tiles have left the attic highly exposed to the elements. The attics floor 
joists are intact, however, floorboards appear only in the south-east wing.

The top part of  the silo building is no longer accessible. The brick parapet of  the silo 
room and its window opening suggests the space was never in use. Several trees have 
managed to nest themselves in this location, a place that has been inaccessible to the 
precinct’s users for almost forty years. A ladder leads to on top of  the concrete silos 
but is no longer accessible.
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Fig.63: Zone five.Fig.62: Inaccessible concrete silo roof.

Fig.61: Inaccessible attic space.
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The Elements of  Limbo

Introduction
Limbo entails many things; it is a mixture of  the physical and intangible. It can be 
an obstacle, a view or even an emotion. Elements of  limbo change over time as the 
place continues to devolve and accumulate. Unfortunately, not all aspects of  limbo 
are culturally significant, and it is unrealistic to think every element is retainable. Sev-
eral aspects within the Maltings precinct require removal or at the very least attention. 
The necessary approach if  the intent is to inhabit the Maltings on a more permanent 
basis. 

The many elements that require attention relate to the health and safety of  the place. 
Still, water, the breeding ground for sickness and disease can be found pooling 
throughout the ground floor. Clutter, animal waste, rusted sharp objects and illegal 
paraphernalia readily scattered around the precinct. Malthouse Three is riddled with 
asbestos, a hazardous building material banned in Australia and New Zealand. 

Limbo manifests itself  in copious ways, most of  which are realistically retainable. The 
following highlights some of  these aspects found within Malthouse Three. 

Circulation
Malthouse Threes circulation significantly impacts the limbo experience. The longer 
the interlude, the greater likelihood the original means of  movement no longer exist. 
Fortunately, the intrigue of  exploring these environments often results in news mea-
sures of  circulation forming. It is somewhat of  an unwritten rule for users to pre-
serve the makeshift circulation crafted by others. This augmented method of  travel 
comes with added dangers but often elevates the experience into a memorable one.

Malthouse Three’s interlude has seen the disbandment of  its original circulation. 
There are remnants of  steel staircases and the voids of  past stairwells. However, 
these are no longer usable in the traditional sense. In order to navigate the Malthous-
es floors, users are required to be creative, often tested emotionally and physically. 
Ascending levels requires users to use all four limbs. An example is rising from the 
ground level to the first floor of  the malt floor building. Here, users need to walk 
up along the stringer of  the existing staircase while simultaneously holding onto the 
railing as no treads or landing remain.

The devolution of  Malthouse Three has left many areas inaccessible or unsafe. These 
points of  interest force users to be aware of  the environment and incite all levels of  
emotion. Whether it be a missing floorboard, a hole in the floor or dead-end drop, 
the Maltings users are required to stay alert.

Fig.68: Missing stair treads. Fig.69: Isolated areas.

Fig.70: New circulation.Fig.66: Human contribution.

Fig.64: Asbestos waste.

Fig.67: Animal contribution.

Fig.65: Destruction.
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Natural Light
Light is an influential aspect of  any limbo environment and has been a key aspect in 
making the Maltings attractive to many. There is beauty knowing that light contin-
uously finds new ways of  occupying internal spaces, none of  which were intended 
in the original design. With every missing roof  tile and broken brick, the Maltings is 
experienced changes, however subtle that might be.

Regarding Malthouse Three, the evolution of  natural light has affected no space 
more than its malt floor building. The English floor system method of  malting re-
quired a controlled temperature reflective in the Malthouses original design. The low-
er level openings once contained timber shutters capable of  controlling the amount 
of  light and ventilation entering the space. Limbo has since removed these shutters, 
allowing light to enter the once artificial lit floors freely. The loft level has inherited 
a similar fate; only the effect is tenfold. Photographer Ruth Spitzer explained in her 
blog, the experience ascending to the loft as metaphorically stepping into heaven.40 
The triple height space originally enclosed relied on artificial light and the minimal 
natural light passing through the above dormer windows. Thousands of  roofing tiles 
have fallen through, exposing the loft floor to all-day light. 

The silo room also benefits from natural light. The orientation of  the rooms exterior 
windows restricts light from entering up until around midday, before this, the room is 
subjected to darkness. Natural light instinctively turns the space in one of  the Malt-
ings more significant environments and pending good weather emphasises the rooms 
sheer size and intricate detail.

40    Ruth Spitzer, “Mittagong Maltings Brewery – 30 Years of  Decay Stands Proud,” accessed April 22, 2019. https://ruthspitzer.
com/2015/06/21/tooth-co-abandoned-maltings-factory-in-mittagong-australia-2/.

Unpredictability
What draws users to these environments more than anything is the unknown. The 
adventure of  what awaits can be intriguing and unpredictable; each place provides a 
unique experience. The information age has helped uncover many hidden gems of  
limbo, though the Maltings sheer size makes it one of  the harder environments to 
grasp without visiting it first-hand. There is an argument for suggesting the intrigue 
wears off  after the first visit, but these places are often only visited once or twice. 
Nonetheless, limbo naturally imposes change. Visiting the precinct at a different time 
of  the day is enough to invoke a new experience.

A malthouse is not a common building. Unsurprisingly, the Mittagong Maltings are 
often referred to as a brewery. Unless viewed online, most users would have little 
knowledge of  what to expect, adding an entirely new layer of  unpredictability to the 
precinct. When approaching Malthouse Three, the main thoroughfare directs users 
towards the silo building. If  approaching from Southey Street, one might be able 
to interpret there being multiple silos, any other direction and they are revealed in 
surprise. Unless one is standing underneath the silos, there is no evidence suggesting 
they are bottomless and that it is possible to stare twenty metres up into each silo’s 
dark abyss. 

The kiln house’s interior courtyard is another unexpected space. Until one ascends to 
a higher level, no signals are suggesting they exist. Exterior walls extend far beyond 
the floor slab, making it impossible to view from the outside. The square voids dic-
tate both courtyards in the floor slab, and the cuts reveal the shallowness of  the slab. 
It becomes almost impossible not to question its integrity. The danger easily trans-
lates into a feeling of  heavy legs, and each step feels like it could be the last. 

Fig.75: Unique surprises. 

Fig.74: Unusual findings.

Fig.76: Memorable spaces.Fig.72: Exposure.

Fig.71: Natural light.

Fig.73: Ambient light.
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Nature
Environments in limbo over time will undoubtedly become affected by nature. The 
Maltings post-apocalyptic vibe is every part of  its draw. Its once bucolic grounds 
have run wild, creating a unique environment. The banks of  Nattai Creek are no 
longer accessible, and the wild brush accompanied by the many willow trees visual-
ly block the views between the Malthouses. Even so, desire lines have been etched 
throughout the grounds and have become crucial in helping users navigate the un-
kempt environments. 

The wild overgrowth is by no means not restricted to the Maltings grounds. Vege-
tation has eased its way into the interiors of  the buildings. Grass has found its way 
into the ground floor of  the malt floor building; the occurrence blurs the threshold 
between outside and inside. The grass is not restricted to the ground and has found 
its way into the interior courtyard of  the kiln house.  
One of  Malthouse Three’s more interesting traits is the presence of  a tree on top of  
the concrete silos, a location that has been inaccessible for the better part of  40 years.

When inside Malthouse Three, nature is never too far away. The many unsealed 
openings provide a connection to the outside and remind users that the physical envi-
ronment is more ruin than building. When it is windy, one can feel and hear it. When 
it rains, rain droplets fall through cracks and pass through the openings and in some 
areas pool. 

Change
Limbo encourages change to a place. The rate of  development can be either gradual 
or abrupt an is dependent on the accessibility, construction, environment, users and 
overall popularity with the public. 

Malthouse Three’s most significant interior changes arose by design. At the onset of  
its inactiveness, certain floors and stairwells were demolished, and unfixed industrial 
equipment removed. The result engineered a completely new set of  areas, exposing 
structural elements and untreated materials.

The constant arrival of  users will always possess the opportunity for change, many 
people visit the precinct for the experience alone, others endeavour to destroy what-
ever they see fit, and although may seem detrimental to the environment it is very 
much part of  what it is. Lastly, graffiti is synonymous with limbo environments, and 
with each visit, there is a good chance of  finding a new aesthetic. 

Fig.81: Circular window May 2018. Fig.82: Circular window May 2019.

Fig.83: Imposed damage. Fig.82: Demolition.Fig.79: Picture frame views.

Fig.77: Encroaching grass.

Fig.78: Courtyard garden.

Fig.80: Silo roof  garden.
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Arts and Crafts

Introduction
What does the future hold for the Maltings? The current owner’s financial and legal 
issues accompanied with Mittagong’s history of  building on top of  historically 
significant sites suggests the future is bleak. If  the Maltings remains neglected, it 
will eventually fall too far into disrepair, subsequently losing various current aspects 
of  its cultural significance. This scenario would be detrimental to the precinct, its 
current user base and Mittagong’s identity. It would also be a disservice for the future 
generations of  the Southern Highlands. It is fortunate that the Maltings current state 
is salvageable and as unrealistic as it may sound, there is a precedent for retaining and 
or finding value in what many consider worthless, odd and imperfect. 

The Burra Charter stresses that when a new use is implemented into a place of  
cultural significance, it must be compatible. Where the use of  a place is of  cultural sig-
nificance, it should be retained.1 The research project will implement a new use, while 
simultaneously retaining areas for the Maltings existing use. 

By implementing a programme compatible with the Maltings current state, there is 
a greater chance the intervention will succeed. The Maltings has an established feral 
creative class, consistently present. A new programme that is compatible or similar 
to the Maltings existing uses will increase the chances of  the two coexisting. Rather 
than doubling up on the regions existing resources, the following mapping exercise 
investigates the current creative amenities in proximity to the Maltings. The objective 
is to recognise and fill a need within the creative sector.

1    Australia ICOMOS, The Burra Charter: The Australia ICOMOS Charter for Places of  Cultural Significance 2013, 3.

The Southern Highlands covers a vast area, and because of  this, the mapping 
investigation will use a redefined region, centred around Mittagong. Luckily, the 
Maltings precinct is situated within the heart of  the Southern Highlands. The new 
region includes the neighbouring suburbs of  Balaclava, Braemar, Renwick, Welby and 
Willow Vale. Since Burradoo seamlessly integrates as part of  Bowral, it is included.

Mittagong, Bowral and its localities according to the 2016 Australian census have a 
population of  21,394.2 This significant urban centre fuels the region with its strong 
tourist industry. It contains the majority of  the highland’s amenities and is relied on 
by the regional and less developed suburbs of  the Southern Highlands. 

2    Census, “Australian Bureau of  Statistics,” accessed June 4, 2018, http://www.abs.gov.au/websitedbs/D3310114.nsf/Home/Cen-
sus?OpenDocument&ref=topBar.
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0km 1kmFig.85: Redefined region.
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Creative Amenities
The adjacent map depicts the creative amenities found within the redefined region. 
Fields are categorised into the following: Arts & Crafts, Education, Music & Theatre 
and Visual Media. For further details on amenities refer to appendix 1.

Arts & Crafts: Entails artist studios, galleries and exhibition spaces. Fifteen of  the 
forty studios in the Southern Highlands Studio Art Trail are found in the redefined 
region. Including seven galleries and two exhibition spaces. The data depicts a cluster 
of  Arts & Crafts amenities within Bowral’s town centre. The amenities fall in line 
with the tourist nature of  the town as it attracts many weekend visitors from the 
larger urban cities. 

Education: Includes the locations where creative skills are learnt from the secondary 
level onwards. The regions secondary level education in creative arts is strong, with 
courses on drama, music, visual arts, graphics and design technology. There are cur-
rently 4 secondary schools and two special learning schools that incorporate creative 
arts in their curriculum. The Southern Highlands School of  Performing arts, Bowral 
& District Art Society and the Sturt Craft Centre provide extracurricular classes for 
all ages. Tertiary level education is non-existent outside of  Sturt’s Furniture Design 
and Technology certificate. Locals seeking tertiary education in the arts are required 
to travel to either Canberra, Sydney or Wollongong.

Music & Theatre: Highlights the private and public amenities for showcasing musical 
and theatrical events. The Mittagong RSL is the area’s largest venue capable of  
seating 500 people. Medium sized venues include the Mittagong Playhouse Empire 
Theatre and the Bowral Civic Hall. Oxley College, Chevalier College and the SHSPA 
have their private theatres. Moss Vale falls outside the redefined region but contains 
the areas only recording studio open to the public. 

Visual Media: Includes amenities with relation to photography, videography and 
graphic design. Overall, the amenities in the field are lacking. Photography and Vide-
ography are limited to free-lance work. Most people in the field advertise themselves 
as event photographers as the area is a popular wedding destination. Currently, there 
are no rentable spaces or dedicated studios available to the public to hire. Lastly, the 
local council organises an annual film festival and Instagram picture competition, 
which is included in the Southern Highlands Arts Festival.

Education

Visual Media Music & Theater

Arts & Craft

0km 1kmFig.86: Redefined region amenity map.
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Feral Creatives at the Maltings
Once considered vandalism purely, graffiti has evolved to where a highly skilled piece 
can contribute to the identity of  a place. The diverse styles left behind are represen-
tative of  the varying levels of  creative minds that pass through these places regularly. 
Furthermore, for every graffiti artist, dozens of  other creative types explore the en-
vironments daily, often leaving unnoticed. Photographers, videographers, musicians 
and designers all find ways to use the Maltings unsung environment. 

The most prolific form of  graffiti found at the Maltings coincides with the low 
end of  creativity. Defacement graffiti occupies every accessible surface imaginable. 
These works are quick, easy to produce and often have little meaning. Adding to 
their notoriety, they can be illegible and contain offensive language or imagery. Most 
would argue for their removal. Unappealing on first glance, defacement graffiti can 
evolve over the interlude period into colourful representations. What may start with 
a scribble, followed by a tag and another scribble, over time can lead to layers upon 
layers of  ideas coexisting on a single surface. The result is arguably graffiti’s version 
of  abstract expressionist painting but without the acclaim. There is value in the 
process as it is an inimitable collaboration of  artists brought about by limbo. Later in 
this chapter, research suggests that environments with multiple surface finishes and 
textures are conducive of  creativity.  

Sturt Craft Centre
The Sturt Craft Centre is one such amenity available to the region. Established in 
Mittagong in 1941, Sturt has embedded creative tendencies within many of  the 
residing southern highlanders. Attracting more than 50,000 visitors annually, Sturt 
is recognised as being Australia’s oldest craft centre.3 Containing a variety of  work-
shops, the institution also includes a gallery, exhibition space and shop which display 
select student and local artists works.

Priding itself  as a centre for excellence, Sturt promotes and teaches Australian con-
temporary craft and design. Courses cater to people of  all ages and skill levels in full-
time, part-time and short course formats. Up to 12 students per year study Furniture 
Design and Technology full-time. Part-time courses are provided in ceramics, jewel-
lery, weaving and woodwork and attract over 100 people weekly. Summer and Winter 
classes are attended by more than 400 people annually, and there are also weekend 
and day classes.4 Adjacent to the craft centre is the Frensham Girls boarding school. 
Frensham students use Sturt’s facilities in the curriculum area of  Design & Technolo-
gy, and for extra-curricular classes in finer arts.

3    “About Sturt,” Sturt, accessed February 16, 2019, http://www.sturt.nsw.edu.au/about-sturt.
4    Sturt, “About Sturt.” Fig.92: Feral creative in action.

Fig.90: Prominent piece in staging area.

Fig.91: Work from Sydney street artist Capiche.

Fig.93: Prominent piece behind staging wall.Fig.89: Punu Living Wood exhibition at Sturt Craft Centre gallery.

Fig.87: Student chair design. Fig.88: Student woven basket.



77

Urban explorers like Patman have been beneficiaries of  the social media movement. 
However, there is a long list of  creatives that also make use of  the Maltings. Resident 
Natalie Miller is a non-practising registered architect who recently found fame as an 
internationally recognised textile artist. Learning her trade at the Sturt Craft Centre, 
Natalie often uses Malthouse Three’s loft floor as a backdrop to promote her online 
brand. In a brief  conversation, Natalie explains why she chooses to photograph her 
art at the Maltings in an Instagram conversation on February 3, 2019: 

“The Maltings has raw solid beauty. It is an intact architectural masterpiece with incredible struc-
ture. Its physical environment works well with colourful textiles.” 

Limbo environments naturally resonate as a sort after backdrop for music videos 
and photo shoots. Sydney based Snapshot Imagery used the Maltings as the location 
for a “The Walking Dead” inspired photoshoot. While, Sydney alternative rock band 
Holy Forest recorded their debut music video within Malthouse Three, scheduled for 
release in June 2019.

Most urban explorers are also avid photographers. Unsurprisingly, the first person 
I met on location, was an aspiring local photographer. Visiting the Maltings for the 
first time since childhood, the man recently enrolled in a diploma of  photography 
in Sydney. Practising in the silo courtyard, I queried him as to why he chose to 
photograph the Maltings; he responded “It has always seemed interesting. The 
mixture of  large, small, light and dark spaces is unique to Mittagong and great to 
practice on.” 

There is a unique style to photographing these environments. Two recently graduated 
high school students photographing the Maltings revealed that the process is not as 
straightforward as it seems. There is a substantial amount of  photo editing involved. 
Viewing their finalised content online, the difference was obvious. The edited image 
intensified the many details and emotions felt in the space, thus making the envi-
ronment feel even more surreal and alien. Brett Patman, urban explorer, artist and 
founder of  exploration website the Lost Collective explains his process in a Face-
book conversation on November 20, 2018 :

“There is no real one size fits all answer, the most important thing is getting a good quality com-
position straight out of  the camera. A lot of  the pictures I use are HDR, which gives them very 
characteristic look in itself. From here, I take the photo into an editing program. I try to make 

everything as sharp as possible, reducing the colours to bleaken the images. I use pretty much every 
single adjustment to varying degrees depending on the image itself.” 

Higher levels of  creativity at the Maltings appear in the form of  graffiti art or street 
art. This standard of  work often occurs in hard to reach or highly visible spaces, 
premeditated to help prolong their existence. The detail and size of  these pieces 
point to them taking considerable time, money and skill to formalise. The Maltings 
allows graffiti artists the opportunity to own their craft, while simultaneously 
promoting their image for free.

Australian street artist Capiche has been commissioned by several Sydney councils to 
produce wheatpaste murals (also referred to as paste-up). Capiche’s reach has extend-
ed into the Maltings with several works finding their way into the precinct. Malthouse 
Three’s grain shaft room has a large mural planted across its internal wall. The Malt-
ings users have shown restraint as the mural remained undisturbed between site visits 
spanning a year. 

Visiting an environment in limbo is commonly referred to as urban exploration, also 
known as urbex. What once was an underground fad shared through stories and po-
laroids has evolved into a trendy past time. The highly photogenic aesthetic of  these 
environments are commonly shared across the many social media platforms. The 
hashtag “Urban exploration” and “urbex” account for over 10 million images on so-
cial media website Instagram. There are more than 1500 posts on the Maltings alone.

Fig.94: Textile artist Natalie Miller promoting her weave.

Fig.95: The walking dead photoshoot. Fig.96: Amateur cosplay photoshoot.
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Positive Elements: The study demonstrated environments high in creativity 
potential were challenging; spatially complex and visually detailed, made use of  
natural materials and views into the natural environment.8 

Spatial complexity was described as a variety of  shapes, particularly within walls and 
ceiling spaces. This can be achieved through visible structure and tectonics,9 which is 
a common feature of  industrial architecture. 

Complexity in visual detail was exhibited in environments that had an assortment of  
surface treatments, particularly with their bounding surfaces.10 This included variation 
in colour and texture. 

Natural materials like wood and stone were considered highly influential. Neverthe-
less, this was not a precedent for environments to be overridden by these elements. 
Small quantities could suffice if  they were made obvious. Natural materials were also 
a great alternative for spaces that lacked an outside connection.11 

Views into the natural environment were a highly rated commodity. Albeit, any view 
was deemed better than no view at all, even if  the view sighted into another internal 
space.12

8    McCoy and Evans, 418.
9    McCoy and Evans, 418.
10    McCoy and Evans, 418.
11    McCoy and Evans, 419.
12    McCoy and Evans, 419.

Creativity in the Physical Environment

Creativity in the physical environment is an elusive concept, difficult to identify 
and tough to measure. The latter is largely because of  its subjectivity. What sparks 
creativity for one individual may have a contrasting effect on another. The above 
research suggests there is constant creative presence passing through the Maltings. Is 
it possible to retain the allure the Maltings currently has once its rehabilitated back 
into working order? The research undertaken by McCoy and Evans gives reason to 
suggest the Maltings current physical environment contains many aspects conducive 
of  creative thinking.

McCoy and Evans attempted to measure creativity in the physical environment 
through photographs and “Q methodology”, also known as a Q sort. A Q sort is the 
systematic study of  participant viewpoints. It investigates the perspectives of  partici-
pants who represent different stances on an issue.5 This technique has proven to be a 
reliable method for rank-ordering subjective responses.6 

McCoy and Evans’s work stems from seven theoretical dimensions, strongly influ-
enced by Teresa Amabile’s research on the organisational qualities that impact creativ-
ity.7 However, McCoy and Evans considered Amabile’s findings were limited by a 
lack of  reference to the physical characteristics of  an environment. They developed 
seven theoretical dimensions they believed to be salient to creativity; these are nature, 
challenge, freedom, support, coherence, threat and status quo. 

5    “Q-methodology,” Better Evaluation, January 14, 2014, accessed November 3, 2018, https://www.betterevaluation.org/en/evalua-
tion-options/qmethodology.
6     Janetta Mitchell McCoy & Gary W. Evans, “The Potential Role of  the Physical Environment in Fostering Creativity,” Creativity 
Research Journal, vol. 14 issue 3-4 (2002): 412, https://doi.org/10.1207/S15326934CRJ1434_11.
7    McCoy and Evans, “The Potential Role of  the Physical Environment in Fostering Creativity,” 412.

Using the seven theoretical dimensions, the authors created a working matrix in 
order to ensure that multiple environments were photographed. Initially, the research 
started with 1200 individual environments, which were scrutinised to include an 
even spread of  what they considered low, medium and high creativity conducing 
environments. After deliberation, the sample size was reduced down to 385. These 
environments were then passed onto an independent group who rated them on a 
three-point checklist that covered each theoretical dimension. The 38 highest scoring 
and 37 lowest scoring environments were chosen to be used in the Q sort test that 
involved sixty participants. The test was based on the following question:

If  you had a very special problem to solve and needed to generate a lot of  new ideas, where would 
you most likely choose to go? 

Participants rated each photo on a scale of  0 to 10, with a higher number coinciding 
with a higher creative potential. The results produced a median score for each envi-
ronment but did not pinpoint the physical elements and their effects. Therefore, in a 
subsequent exercise, the authors relied on creative industry professionals to analyse 
the physical elements of  the ten highest and lowest scoring environments. These ele-
ments were measured in the categories of  spatial form, light, internal organisation of  
objects, characteristics of  bounding surfaces, colour, texture, gloss and transparency.

Fig.98: Exposed structure, multiple bounding surface finishes.

Fig.97: Exposed structure, high presence of  timber.



81

Conclusions: McCoy and Evans research attempted to understand the impact of  the 
physical environment on fostering creative potential. The authors were aware of  the 
subjectivity of  the operation and were mindful of  the limitations to their research. 
At the studies commence, photography had convincing evidence for being a reliable 
tool for evaluating the perception of  exterior environments, while little research 
has been conducted on interior environments. The authors also acknowledged the 
limitations of  using an individual photograph of  each environment. The constraint 
excluded portions of  the space and with-it relevant data that could have impacted 
the results. Other limitations included the decision not to include a human presence 
and the inability to experience temperature, ventilation, odours and noise level of  the 
environments.

Nonetheless, the research conducted by McCoy and Evans will be used as a rule of  
thumb for analysing the physical environment. The ensuing precedents are exam-
ples of  arguably low, medium and high creativity environments based off  the above 
research. It should be noted that buildings can be demonstrative of  many distinct 
environments, and for this reason, the below analysis does not necessarily reflect the 
building in its entirety, but rather the space in question. 

Negative Elements: Elements of  the physical environment found to be detrimental 
to creativity potential included; windowless spaces, composite and manufactured 
materials and cool coloured material finishes.13 

Windowless environments contribute to the perception of  a non-flexible rigid en-
vironment. Internal rooms and walkways, therefore, struggled to be conducive for 
creativity as they often lack a connection to the outside.14 

Composite and manufacture materials include the likes of  polished concrete, un-
painted steel, plasterboard and plastic laminate.15 They are believed to impose rigid 
permanent environments and when exclusively used coincide with spaces that lack 
the preferred spatial and visual complexity.16 However, evidence suggested a tem-
pered mix of  permanence and malleable materials can be conducive of  creative 
potential.17 

Environments with a primarily cool colour temperature were perceived as detrimental 
to creative potential.18 Cool colours were deemed those in the green, blue, or blue-vi-
olet spectrum.

13    McCoy and Evans, 420.
14    McCoy and Evans, 420.
15    McCoy and Evans, 420.
16    McCoy and Evans, 421.
17    McCoy and Evans, 421.
18    McCoy and Evans, 415.

Positive Elements Negative Elements

• Spatial complexity: visual structure

• Visual detail: variation in surface
treatments

• Natural materials: wood, stone, clay etc.

• Views of  Natural environment

• Warm Colours: Red, brown etc.

• Windowless environments

• Composite & Manufactured materials:
steel, plasterboard, polished concrete.

• Cool Colours: Blue, white etc

Fig.101: Summary of  materials.

Fig.99: High presence of  composite materials. Fig.100: Lack of  complexity, no external views.
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Precedents of  Physical Environments

Testone Factory
Architect / Teatum + Teatum
Client / Peter & Paul
Place / Sheffield, United Kingdom
Year / 2018

The Testone Factory is set in a formerly abandoned iron foundry located in the in-
dustrial quarter of  Sheffield’s Kelham Island, London. Architects Teatum + Teatum 
transformed the interior into an office space for design communication firm Peter 
& Paul. The brief  also required an area for rentable coworking spaces for the city’s 
creatives.19 

Peter & Paul label themselves “Idea Makers”.20 The central studio space has been de-
signed to facilitate creativity, discussion and collaboration among tenants. The open 
plan office is surrounded by two service wings and terraces which cantilever over the 
River Don.21

19    Betty Wood, “Teatum+Teatum transforms Sheffield iron foundry into a coworking space,” The Spaces, August 8, 2018, accessed 
February 9, 2019, https://thespaces.com/teatumteatum-sheffield-coworking-space/9/.
20    “What we do,” Peter and Paul, accessed February 9, 2019, http://www.peterandpaul.co.uk/what-we-do/.
21    Stephen Farrell, “New Creative Space in Sheffield,” Insider Media, August 8, 2018, accessed February 9, 2019, https://www.
insidermedia.com/insider/yorkshire/new-creative-space-opens-in-sheffield.

The central office room of  the Testone Factory is the physical environment in 
question. Although this project is lauded for its design, McCoy and Evans’s research 
suggests the physical environments many elements are demonstrative of  poor 
creativity potential.

The office is rectangular; its open plan consists of  a studio area, foyer/flexible area 
and a small lounge that has been segregated by a bookcase. The environment is sim-
ple and unchallenging; it provides no spatial complexity. Ceiling and wall surfaces are 
continuous and hide the structure of  the building. The bounding surfaces are con-
sistent and use neutral colours, and under the right lighting, the internal wall lining 
can emit a cool colour hue. Texture variation is limited to the junction between the 
internal wall lining and column. High-Quality plywood is used as an architrave into 
adjoining spaces as well as the backing board of  the kitchen island. 

The materiality of  the space is made up of  composite and manufactured elements 
with concrete being the dominant material. The ceiling and columns have a rough 
concrete finish showing signs of  past formwork, while the ground surface has a pol-
ished finish. The interior walls are lined with a manufactured translucent plastic sheet 
that has reflective qualities. The custom desk and bookcase are constructed from 
medium density fibreboard, finished with a coloured laminate. 

Views to the external environment are limited to two large storefront windows locat-
ed on either short access of  the space. One opens to the street while the other looks 
over the River Don. However, both are obstructed with fixtures.

Fig.102, 103, 104 & 105: Example of  a physical environment poor in fostering creativity. Fig.103 Fig.105

Fig.104
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Jelly Button Games Studio
Architect / Roy David Architecture
Client / Jelly Button Studios
Place / Tel Aviv, Israel
Year / 2015

Jelly Button Games shares a floor of  a former industrial styled loft building with 
Hamutzim Studios. The same individuals founded the two companies. The brief  
required RDA to design a workspace capable of  providing the two companies with 
functional privacy, but also encourage the sharing of  knowledge and experiences in 
an environment which inspires its inhabitants to dream, imagine and create.22

Jelly Button Games develop mobile game applications. They require the collaboration 
of  many different creative fields, including the likes of  illustrators and animators. The 
company’s studio is separated from Hamutzim Studios by central kitchen area.

22    “Jelly Button Games and Hamutzim Studio / Roy David Studio,” Arch Daily, May 4, 2015, accessed February 10, 2019, https://
www.archdaily.com/625360/jelly-button-games-and-hamutzim-studio-roy-david-studio.

The creative space of  Jelly Button Studios is the physical environment in question. 
Although this project is again lauded for its design, McCoy and Evans’s research 
suggests the physical environments many elements are demonstrative of  average 
creativity potential.

The creative space is rectangular and open plan. It branches off  into management 
and reception areas. There is a small library/leisure space located centrally to the 
main studio. The complexity of  the environment is average. Columns are visible on 
external walls, and concrete-encased beams are visible within the ceiling. However, 
there is no surface complexity as textures have been painted white.

Natural timber plays an important part in the internal layout, breaking from the white 
palette of  the exterior walls and ceiling. Timber is used in conjunction with black 
powder coated steel pipe to create studio desks and the library/leisure spaces book-
shelf. Timber has been used to construct a seat and decorated the above services duct 
which spans between internal columns. In-house artists have personalised the internal 
columns with illustrations. The floor material is polished concrete.

The exterior walls of  the creative space have many windows. The studio is situated 
on a high level of  a large office building. This enables a clear view of  the city but 
comes with the cost of  being disconnected to the street level.

Fig.106, 107 & 108: Example of  a physical environment average in fostering creativity.

Fig.107

Fig.108
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115 Golden Lane
Architect / Amin Taha Architects (Groupwork)
Client / Private/ Now Shedkm Architects
Place / London, United Kingdom
Year / 2012

Built in 1850, 115 Golden Lane is the last of  many industrial warehouses that once 
occupied the lane.23 In the mid-twentieth century, the building was let as offices. Over 
time the user requirements led to its structural elements being covered with plaster, 
cellular partitions, grid ceilings and raised floors.

115 Golden Lanes intervention was initially conducted for a private owner whose 
occupation has been left undisclosed by the architects. Amin Taha Architects pro-
posed the concept of  revealing the buildings hidden structure. The ground floor is 
removed, while the basement floor was lowered, creating a large double height space. 
Shedkm Architects now occupy the double height space, capitalising on the unique 
physical environment as an incubator for creative design.

23    “Golden Lane,” Webb Yates Engineers, accessed February 10, 2019, https://www.webbyates.com/projects/golden-lane/.

The double height studio of  115 Golden Lane building is the physical environment 
in question. This project again has been lauded for its design; McCoy and Evans’s’s 
research suggests the physical environments many elements are demonstrative of  
high creative potential.

The mixture of  removing the ground level, lowering the basement floor and reveal-
ing the past structure has created a complex, challenging physical environment. The 
basement is now used as a studio space, while amenities have been placed behind the 
steel book case underneath the entrance at ground level. Towards the street, buttress 
archways create a small enclosed corridor that runs along the perimeter. Away from 
the street, a double height kitchen area is segregated behind brick columns. Also, 
the above glass meeting room further adds to the complexity of  the environment. 
It should also be noted that the original steel beams are not parallel and are cast at 
varying angles.

The patina of  age is embedded in the building’s structural elements. The cast-iron 
beams show signs of  rust, while each brick has a slight colour disfiguration in its clay, 
typical of  brick manufacture at the time. There are also areas where the old plaster 
finish is visible. In the above space, large timber beams and floor joists are visibly 
showing their herringbone struts and after decades of  obscurity remain in great con-
dition. The intervention of  the space includes a distinct material palate. Rather than 
mimicking the original building, Amin Taha used a combination of  blackened steel 
and laminated timber, distinguishing old from new. 

With the studio space located below ground, there would be a presumption that the 
space lacks views into the external environment. However, this is not the case as the 
removal of  the ground floor has open up sightlines to the many windows that occu-
py the street level. 

Fig.109, 110 & 111: Example of  a physical environment high in fostering creativity.

Fig.110

Fig.111
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Maltings Creative Precinct

This research project will reinvent the Mittagong Maltings into a Creative Precinct. 
The decision is based on the redefined regions current creative amenities, its com-
patibility with precincts existing and future conditions and its readily present feral 
creatives. The objective is to turn Malthouse Three into a tertiary level institution 
specialising in fine arts. The new curriculum will be complementary to the already 
established Sturt Craft Centre and will impose Mittagong as the education hub of  the 
Southern Highlands. The remaining Malthouses will be stabilised but ultimately left 
to remain in limbo. The Creative Precinct will have the option to extend into these 
areas at a later date. 

Malthouse Three will undergo varying degrees of  intervention. Similar to its sister 
malthouses, certain areas will be left to devolve, enabling their continued use by the 
feral creatives. Albeit, the majority of  the Malthouse Three will be adapted to meet 
the requirements of  the new programme. New architecture will be introduced when 
the existing building cannot meet the needs of  the assigned use without causing 
irreparable damage.

In short, the Maltings Creative Precinct will offer courses in photography and video, 
animation and visual effects and illustration. The programme will include designated 
spaces; Library, artist studios, computer and tablet labs, craft studios, dark rooms, 
green room, recording studio, lecture hall and printing and equipment amenities. 
It will also include designated ambiguous spaces; Gallery space, exhibitions space, 
critique space and private learning areas.

Fig.114: Animation students using cintiq tablets.

Fig.113: Photography studio space.Fig.112: Open artist studio.
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Design Informants

Beauty in Imperfection
Flowers have long been symbolic of  beauty. In their ideal state, they are offered as 
gifts, used as decorations and play a part in ceremonial events. When flowers begin to 
wilt, so does its attractiveness and value. Is it possible to find beauty in an imperfect 
flower?

Ikebana is the Japanese art of  flower arrangement. Its name derives from “ikeru” 
and “hana”, which when translated into English mean “to make live” and “flowers”.1 
The many styles of  Ikebana invoke the inner qualities of  flowers, building off  the 
wabi-sabi ideals.2 The transience of  a flowers blossoms, branches, leaves, and stems 
means no two arrangements are the same, even when the ikebana style is dictated by 
strict rule. Ikebana does not rely on the idealistic beauty of  its materials as the perfect 
flower is not enough if  it is not artfully employed to create something of  greater 
beauty.3 

New Zealand photographer Emma Bass has also challenged what constitutes beauty 
in a series of  flower portraits. Labelled the “Imperfect Series”, each flower arrange-
ment is artfully lit and poised in a formal composition. Bass described the experience 
as one that embraced decay, the maligned, blemished and slightly broken.4 Each bou-
quet showcases elements past their often-viewed idealistic state. Whether taken from 
the side of  the road or picked from a neighbour’s garden, each element is revealing 
of  its mortality. Bass captured the imperfection of  a flower in a way that is not obvi-
ous or pitiful, but subtle and seductive.

Architecture can learn a lot from the above reaction to beauty. Limbo may cause an 
environment to devolve from its ideal state, but impermanence is a natural process 
of  its neglect, much like the transience of  a flower. The current decaying state of  the 
Maltings should not be frowned upon if  the intervention can produce something of  
greater or equal beauty.

1    ‘Ikebana Way of  Life,” Tenku-an, accessed March 7, 2019, http://tenku-an.be/ikebana-brussels/.
2    https://www.artsy.net/article/artsy-editorial-thriving-art-ikebana-japanese-tradition-flower-arranging.
3    “What Is Ikebana? The Japanese Art That’s Making a Comeback,” Artsy, accessed March 8, 2019, https://www.artsy.net/article/
artsy-editorial-thriving-art-ikebana-japanese-tradition-flower-arranging.
4    “Imperfect,” Emma Bass, accessed March 9, 2018, https://emmabass.co.nz/pages/imperfect-1.

 Introduction

A place in limbo will, over time, inherit several inimitable qualities. For the most part, 
these acquired traits will be perceived negatively, which is understandable on the 
surface as they all contribute to what many believe to be a controversial environment. 
However, there is more to these environments than most would expect, which are 
identified in the previous chapters.

Firstly, what is the point of  conserving aspects of  limbo? The argument for con-
serving anything starts with its value. If  something has value, there is a motive and 
a reason to conserve it. The limbo period at the Maltings has introduced a new less 
heralded kind of  value, and as farcical as this may sound it is not uncommon for indi-
viduals or groups to find value in what many consider worthless, odd and imperfect. 
The Burra Charter is a recent example of  the changing mindset in the western world; 
However, this mentality has influenced Japanese culture for centuries. The following 
design informants are instances of  the Japanese’s unique way of  thinking. 

Fig.115 & 116: Emma Bass’ Imperfect series.

Fig.117 & 118: The Japanese art of  Ikebana. Fig.118

Fig.116
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Kintsugi
Kintsugi is a manifestation of  wabi-sabi ideals and stands in direct opposition to 
western consumer culture. When translated into English, kintsugi means “gold join-
ery”.9 It is the Japanese practice of  repairing broken or purposely broken ceramics 
using an urushi lacquer and gold.10 The restoration process embellishes the fractures 
and breaks of  a broken ceramic’s past life, enabling it to be used once more.11 

Architecture can learn a lot from Kintsugi. Places like the Maltings are typically seen 
for their blights, although in the Maltings case its Victorian architecture is enough 
to catch one’s eye. Nonetheless, it is hard to look beyond these aspects during their 
rehabilitation, especially since perfection is heavily ingrained in western culture. Kint-
sugi teaches us that it is possible to retain imperfections, embellish their beauty and 
bring them back to a usable state. Many elements within the Maltings can be repaired 
in this manner.

9    “Kintsugi,” The Book of  Life, accessed March 9, 2018, https://www.theschooloflife.com/thebookoflife/kintsugi/.
10    Guy Keulemans, “The Geo-cultural Conditions of  Kintsugi,” The Journal of  Modern Craft 9, vol, 1(2016): 16, doi:10.1080/1749
6772.2016.1183946.
11    “Kintsugi: the Art of  Precious Scars,” LifeGate, accessed March 10. 2019, https://www.lifegate.com/people/lifestyle/kintsugi.

Wabi-Sabi
Wabi-sabi is Japanese philosophy and aesthetic that is sympathetic to the many char-
acteristics found in limbo. The wabi-sabi universe is complex and elusive, making it 
tough to define. Its renown derives from its Zen ideals, often considered the contrast 
to western values and modernism. Philosopher and artist Leonard Koren’s interpreta-
tion of wabi-sabi is: 

“The beauty of things imperfect, impermeant and incomplete.” 5

Renowned Japanese architect Tadao Ando explains wabi-sabi in its purest form as 
being:

“…the art of finding beauty in imperfection and profundity in nature. It is accepting the natural 
cycle of growth, decay, and death.” 6

Wabi-sabi is appreciative of materials that are visibly vulnerable to the effects of 
weathering and human treatment. It celebrates irregularity, oddity and awkwardness.7 
Wabi-sabi has influenced the aesthetic values of many Japanese arts, including ikeba-
na, haiku, kintsugi, Noh theatre and tea ceremony.8

The Maltings has many elements that have devolved into an imperfect, impermeant 
and incomplete state. There is beauty in knowing that this is the result of life. Build-
ings decay, as does flesh and other organic matter. Why should the devolution of t he 
Maltings built fabric be treated any less? 

5    Leonard Koren, “Wabi-sabi for Artists, Designers, Poets & Philosophers,” (Berkeley: Stone Bridge Press, 1994),7.
6    “What is Wabi-Sabi,” Noble Harbour, accessed March 10, 2019, https://nobleharbor.com/tea/chado/WhatIsWabi-Sabi.htm.
7    Koren, “Wabi-sabi for Artists, Designers, Poets & Philosophers,” 62.
8    Andrew Juniper, “Wabi Sabi: The Japanese Art of Impermanence,” (North Clarendon: Tuttle Publishing), 2.  

Fig.122, 123, 124 & 125: The Japanese art of  Kintsugi.

Fig.123

Fig.124 Fig.125

Fig.119: Peeled paint on rusted metal.

Fig.120: Broken timber fence. Fig.121: Abandoned ruin.
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Design Approach
The Maltings Precinct is home to several unique spaces, each diverse in cultural 
significance. Formulating a design approach for each space will begin by identifying 
three key aspects, which will become the design drivers for each space; Limbo, Mate-
rial, and Use. 

Limbo: The present aspects of  cultural significance.

Material: The existing materiality of  the space. 

Use: The designated use.

These drivers have been placed within a Venn Diagram to illustrate their impact on 
the design. The weighting may vary depending spaces existing condition and desig-
nated use. 

Limbo Material

Use

Design

Design Process

Introduction
Early on the in the design process, there was an urge to repurpose the entire pre-
cinct. However, during the research phase, the idea of  leaving areas of  the precinct 
untouched became the more logical solution. In essence, a full intervention was 
considered detrimental as it inadvertently ended its state in limbo. The degree of  the 
intervention was redefined with the conscious decision to leave parts of  the precinct 
untouched. Selective spaces would continue to devolve, becoming richer versions 
of  limbo. Enabling the precincts existing feral creatives, the opportunity to continue 
using the precinct. The decision inevitably adds a new wrinkle into the project, the 
merging of  feral and formal uses. 

Design decisions are guided by the ICOMOS Australia’s Burra Charter and McCoy 
and Evans research on The Potential Role of  the Physical Environment in Fostering Creativity. 
Fortunately, many of  the Maltings existing characteristics are conducive of  fostering 
creativity. 

Fig.127: Design drivers.                   Fig.126: Unfinished intervention of  Malthouse Three.                   
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Materiality: The restoration of  the bridges will use their existing timber. Repair 
work will be conducted with a dissimilar timber. Driving and parking next to the 
Malthouse Three will be made possible from a grasscrete system. Grasscrete enables 
the new surface to blend with existing conditions. Desire line pathways will use 
timber slats, whereas secondary pathways will use a stone pathway. 

Alternate Iteration: The early iteration of  the site included the intervention of  all 
three malthouses. This design iteration included student accommodation and river-
side restaurant and bar. A proposed walkway followed the flow of  Nattai Creek. This 
iteration was axed once it discovered that one Malthouse would be work on. 

Site

Grounds
Limbo 

-Ruins
-Overgrowth
-Desire lines
-Sightlines

Materiality 
-Organic materials
-Concrete
-Timber
-Steel
-Landscape

Use
-Access
-Gathering space
-Feral creative use
-Parking

Design: The original Colo Street entry will be reopened and brought back into use. 
Vehicle access will continue from Ferguson Crescent. Access from Southey Street is 
open to pedestrians only. By formalising the Colo street and Ferguson Crescent as 
the precinct’s primary entrances, it forces users and visitors of  the fine arts school 
to experience the site and the sister malthouses in limbo upon arrival. The new 
intervention will permit vehicle access from the southwest bridge, which will be 
restored into working condition. The northeast bridge will be stabilised but ultimately 
remain in its limbo condition; it will continue its use as a pedestrian bridge.

The lack of  ownership of  the Maltings has led to its grounds transforming from 
bucolic to apocalyptic over four decades. This is particularly noticeable around Nattai 
Creek where willow trees and dense bush obstruct views from either side. Retaining 
this overgrowth and accepting it in its current condition is something wabi-sabi phi-
losophy preaches. This also ensures that Malthouse Three remains a surprise when 
approached by first-time visitors from this direction. 

The field around Malthouse Three has also grown wild but to a lesser extent. None-
theless, the precincts many users over the limbo period have forged a network of  de-
sire lines, distinguished by trampled vegetation and all-around surface wear. These de-
sire lines will be highlighted in the new design. New timber walkways will be elevated 
slightly above the ground. The intensity of  the treads will increase when approaching 
Malthouse Three. This will represent the transition of  limbo to intervention and feral 
to formal. Secondary pathways will give way to the prioritised desire lines and will use 
alternate surface material. 

Parking will be isolated to two areas of  the precinct. The primary carpark is located 
on the floor slab of  Malthouse One’s storage sheds. A small carpark will be provided 
in the vicinity of  the new entry and lecture theatre. 

Fig.129: Exterior render showing desire lines.                   Fig.128: Initial master plan.                   
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form of  the new entry and lecture theatre. The retaining wall will also be used as a 
pad for one of  the roofs loadbearing columns. 

Materiality: The entry’s exterior walls will be a double skin curtain wall; this will 
allow the malthouse’s brick surfaces, decay and graffiti to be viewed from outside of  
the entry. It also has the bonus of  helping to control the temperature. The pitched 
roof  structure will be attached to the exterior wall of  the Malthouse, held up by 
steel columns. The roof  itself  will be a combination of  laminated timber trusses and 
timber cladding which will wrap around the structure but peel away on its underside. 
The overuse of  timber adds a natural element to a backdrop dominated by brick and 
nature.

Alternate Iteration: Concepts of  the new entry appear in the same location. Formal 
approaches were developed off  the malthouses existing form. One concept granted 
access to the library’s levels through the window openings on the silo rooms exterior 
wall. A common issue with this project was translating ideas into a somewhat accu-
rate computer model. This concept was debunked as the model revealed the window 
sizes were oddly sized, which would have created awkward levels, for it to work, the 
concept required unnecessary demolition, something that was opted against.

New Entrance

Entry/Loading dock
Limbo 

-Overgrowth
-Decay
-Demolition
-Graffiti  

Materiality 
-Brick
-Timber 
-Landscape

Use
-Official Entry of  the Fine Arts College
-Foyer & Gallery space
-Admin offices. 

Design: Establishing where to implement the new entry became an early emphasis 
— the decision of  placing it towards the southwest corner of  the silo building 
derived from the following factors.

-Visibility from either bridge across Nattai Creek.
-Offered direct access into the large vertical spaces of  the silo building.
-Provide an aesthetic element to the south-west wall.
-Allows Malthouse Three’s iconic lift shaft and malt floor building to retain 
their original form. 

The new entry is a formal response to Malthouse Three. Rather than imitating the 
rectilinear nature of  the existing building, the new entry breaks away from this mould 
with its one-directional pitched roof  and transparent surfaces. The entry extends be-
yond the exterior wall of  the Malthouse, making it highly visible from either bridge. 
The lone opening of  the silo rooms southwest exterior wall will be widened. The 
demolition will not detract from the unexpectedness of  the silo rooms large open 
void. 

The loading dock’s existing floorboards will be restored. This is one of  the many 
instances where kintsugi art is emulated in the precinct. Missing or badly damaged 
elements will be replaced with a floorboard of  contrasting colour and grain. The 
divergence between the old and new is visible and will bleed into the foyer/gallery 
space of  the new entry. A transparent canopy will run above the dock towards the 
grain shaft room. It will be pinned and hoisted from the exterior walls of  the silo 
building and kiln house.

The retaining wall has devolved over time; its demolished portion will retain its use as 
a desire line to the silo courtyard. Rather than restoring or levelling the wall, the new 
intervention will apply a wabi-sabi approach and accept it for all its blemishes and 
newfound use. Movement through the gap will be encouraged by the positioning and 

Fig.130: New Entry.                   
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Alternate Iteration: A common goal with each silo room design has been to enable 
the continued access of  natural elements to the space, specifically the natural light 
which can incite a unique aura in the late afternoon. Walkways originally lined the 
exterior wall closest to Nattai Creek, which enabled book stacks to be placed between 
windows, protecting them from direct sun. In theory, the idea sounded good, but like 
any project dependant on an existing fabric, the design was subject to the existing 
conditions, which in this case worked against the proposal. It created many awkward 
floor heights since the exterior openings were inconsistent. In one instance, creating 
similar floor heights led to certain walkways passing through at mid window heights. 

Silo Building

Silo Room
Limbo 

-Free roam 
-Natural lighting
-Unexpectedness
-Open air 
-Graffiti
-Decay
-Vestige

Materiality 
-Brick
-Timber
-Concrete 
-Rusted steel 

Use
-Vertical Circulation: Staircase
-Exhibition/Gallery space
-Feral creative use

Design: The silo room is designated for vertical circulation; its secondary use is to 
use it as an exhibition gallery space but will essentially retain its ambiguity of  use. The 
new staircase will be placed in the middle of  the room, offset towards the internal 
wall shared with the silo courtyard. The exterior windows will remain as openings, 
allowing light, wind and rain to continue entering the space. Admittance to the 
staircase is controlled from the first floor. The new staircase will extend to the top 
of  the silo room but will not breach the existing ceiling. The silo room will have five 
internal breaches; the removal of  bricks will improve circulation. Four breaches will 
connect the silo room with the silo courtyard/library, whereas a single breach to the 
shared kiln house wall will help connect the silo room with the kiln house and malt 
floor building. Structurally, the staircase is supported by two additional columns and 
a beam that spans the length of  the room. The uneven floor surface will be repaired 
with clear epoxy, similar to kintsugi; the new work will acknowledge past damage and 
allow its continued use.

Materiality: The staircase treads, landing and railing will be made from timber, 
providing a new natural element to the space. Balustrades will be transparent glass 
enabling continued visual connection to the decayed brick walls. The staircase struc-
ture and stingers will be black powder coated steel; this will become a common trend 
around the precinct as it is a contrast to the malthouses existing rusted steel structure. 
The new floor level landings will be built from a perforated black powder coated steel 
mesh and will be fitted with a tempered glass surface. Thicker tempered glass will be 
used on the landing to emulate the large lower channel located at ground level. The 
channel will be filled in with the concrete stone mix and will blend into the footing 
of  staircase stringer and columns. 

Fig.131: Silo room with veritcle circulation.                   
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off  the exterior walls of  the silo building. A stoned concrete will be used as a footing 
for all new structure. The false floor will be constructed from timber as will the per-
gola itself. Roof  cladding will be a lightweight corrugated sheet. The area above the 
large crevice will be substituted with glass, enabling the light to enter the lower levels.  

Alternate Iteration: The silo building has always been thought of  as a potential 
library space. Initially, all areas of  the silo building were delegated for library use. As 
research progressed and the scale of  the intervention decreased in size, less space is 
deemed necessary. Initially, walkways ran through the large crevice of  the silo court-
yard. This was later considered detrimental to space’s cultural significance. Addition-
ally, vertical circulation was designated to the southeast corner of  the concrete silos, 
which has since been superseded as computer rooms and reading space. The new 
structure that supports these additional areas will not impede the large vertical chasm 
between the concrete silos and the kiln house exterior wall.

Silo Courtyard
Limbo 

-Free Roam 
-Open air
-Ambient lighting
-Graffiti
-Decay
-Demolition
-Organic matter

Materiality 
-Brick 
-Concrete 
-Timber 
-Organic matter

Use
-Concrete Silos: Library, printing amenities, admin, archives and photography 
dark rooms
-New extension: Computer labs and reading areas
-Vertical Circulation: Lift
-Horizontal Circulation: Bridges
-Concrete Rooftop: Relaxation space
-Feral creative use

Design: The silo courtyard will retain its open use at its lower levels. A lift will 
occupy one of  the silos while the remaining seven will be divided into three levels. 
The lower level will comprise of  photography dark rooms, while the upper two levels 
are assigned as library space, archives, admin and printing amenities. Alternatively, 
computer labs and reading areas have been designated outside of  the silos. A new 
external structure will support these. By placing the latter outside of  the concrete 
silos, students are provided with an outside connection, which is conducive of  
creativity, something that is lacking inside the concrete silos. Walkways connecting the 
new amenities to the silo room and kiln house are placed within the courtyard’s small 
crevice. 

The silo intervention will be constructed in a way that it is restorable, similar to that 
of  the Selexyz Dominicanen Bookstore. Circulation between silos will be established 
through a series of  openings. This is a selective compromise to enable the usability 
of  the silos internal space. The removed concrete will be retained and stored off-site. 

The rooftop of  the silos will be converted open-air relaxation and reading space; 
users will be protected from the elements by a lightweight pergola. Instead of  remov-
ing the concrete silos upper hops, a false floor will be built over them, creating a flat 
surface. 

Materiality: Internal components within the silos will be constructed primarily using 
timber. This will, to an extent, counteract the negative effects of  readily present com-
posite material and the limited views of  the external environment. The new external 
structure will be formed from black powder coated steel. This will provide clarity 
between the new material and the existing fabric. The exterior of  the structure will be 
cladded in glass and a timber panel ornament. The walkways between spaces will use 
a perforated steel mesh, lined with tempered transparent glass. This is a design com-
promise for altering the openness of  the small crevice space. The rooftop courtyard 
will be partly a continuation of  the exterior structure. External supports will be built 

Fig.133: New unimpeeded design.                   Fig.132: Old ittteration of  circulation blocking large chasm.                   
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Materiality: The new structural network will again use black powder coated steel, 
providing contrast to the existing structure. The concrete footing encasing the 
new beams will use a similar stone concrete mix to other areas of  the building, 
differentiating itself  from the original concrete floor. Walkways will use a perforated 
black powder coated steel mesh fitted with a tempered glass surface. This will help 
retain a visual connection to the ceiling and allow some natural light to continue 
through to the ground. Study spaces will be given a plywood base insulated to reduce 
noise. The partitions and ceiling will use a sound reducing glass system, which will 
enable continued views throughout the room.

Iteration: The limitations of  the existing structure became obvious early on. Ear-
ly intentions floated the idea of  including a staircase on the ground floor. This is 
deemed unfeasible because the ideal locations blocked the flow between the three 
parts of  the Malthouse. Alternative strategies would require the removal of  structure 
or floor joists. After further research, it was decided that spaces were best suited to 
remain isolated and that vertical circulation in the space was unnecessary. 

Kiln House 

Kiln Room
Limbo 

-Free roam 
-Isolated areas
-Chaotic state
-The vestige of  past floors
-Decay
-Demolition
-Graffiti

Materiality 
-Brick
-Concrete 
-Steel 
-Timber 

Use
-Intermediate space
-Study rooms
-Recording Studio 
-Lavatories
-Feral creative use

Design: The kiln room was a design challenge. Its unique devolvement has created 
a situation where its current chaotic state adds to the experience. Removing or 
impeding its openness would be doing the space a disservice. This accumulated layer 
of  significance would not be considered in a more typical design approach. The 
original internal structure is of  an average state, which has prompted the inclusion 
of  a new structure. A channel within the concrete slab will be removed and replaced 
with a new footing. The additional structure will be cast into the footing, offset from 
the existing beams. The new structure will support the existing floors and beams, 
providing further complexity to the space. 

In order to retain as much visibility and openness of  the space as possible, the large 
kiln room was assigned as an intermediate space, primarily connecting the silo build-
ing and malt floor building. This is achieved through two walkways built upon the 
already existing floor joists. Study rooms will be temperature controlled, transparent 
and placed either side of  the lowest walkway. Walkways will retain their isolation from 
one another, as well as the recording studio located above the lavatories of  the small 
kiln room.

The small kiln room at its lowest level will be transformed into lavatories, accessible 
from the exterior and malt floor building. Above the lavatories, a double height re-
cording studio will be included containing a soundproof  room. The exterior open-
ings will be glazed, allowing for direct views of  the exterior environment.

Fig.134: Kiln house walkway..                
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Materiality: The staircase, treads and railing are timber, accompanied with a glass 
balustrades. The stairs stringer and landing will continue the trend of  using black 
perforated steel, fitted with a tempered glass surface. The new wall opening is 
reinforced with a concrete stone mixture casing that will house an opaque glass 
door. The additional seating in the centre of  the private courtyard will be made from 
timber, adding a further natural element to the space. 

Iteration: Early iterations of  the courtyard included a draw bridge that connected 
the silo building, kiln house and malt floor building. This concept was dropped as it 
was considered to overshadow the form and character of  the Malthouse, something 
the Burra Charter opposes. Other iterations contemplated different locations of  the 
settled-on staircase, which originally passed through the shared silo/kiln brick wall. 
This was deemed detrimental to the lighting of  the silo room. 

Kiln Courtyard
Limbo 

-Free roam 
-Open Air
-The vestige of  past elements
-Wild overgrowth 
-Circulation
-Graffiti

Materiality 
-Brick 
-Concrete 
-Rusted steel 
-Timber
-Organic matter

Use
-Courtyard garden
-Gallery/Exhibition space
-Multi-purpose hireable space

Design: The kiln house courtyard will remain uncovered. The southernmost 
courtyard will become a multipurpose space, hireable for outdoor exhibitions, 
photography shoots, workshop classes. The northernmost courtyard will be private 
for the fine arts school. A single staircase will enable access into the silo building 
through a new breach inline with the small crevice of  the silo courtyard. The existing 
vegetation will remain within the courtyard, as will the vacant exterior openings.

The circulation of  both courtyards is controlled by the square openings within the 
floor slab. When experiencing the space, every step feels like it could be the last, 
approaching the openings is equally as daunting as it incites danger. It becomes sec-
ond nature to want to circulate the space close to the perimeter walls. Retaining this 
movement pattern is a must, retaining some sense of  urgency when near the voids 
has become a priority. 

The ground slab is in poor condition and will need assistance. Rather than applying 
a thickening layer, the slab will be reinforced underneath by a steel grid that links 
into the existing and new structural elements. This enables the slab to remain in its 
current condition, cracks and all. The square openings will be covered with glass, re-
cessed to the level of  the below grid, helping ensure the openings retain their strong 
influence within the space. The transparent surface will allow light to continue enter-
ing the below space. It will also be walkable. Seats will be mounted onto the existing 
steel columns in the fine arts courtyard, focusing towards the square opening.

Fig.135: Silo courtyards entry from Kiln courtyard.                  
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and is sealed around its perimeter. A new landing is cantilevered into the space on 
the malt floor side. The feral creatives will have continued access to a small area of  
the first floor, achievable via the stair structure on the ground level. The remaining 
concrete slab on the first floor has accumulated strong signs of  wear. The blemishes 
infilled with a clear epoxy resin. The goal is to retain the floor existing character while 
simultaneous creating it a usable surface, similar to kintsugi.

Materiality: The new ramp, stairs and platform on the ground floor will be con-
structed from timber. This one addition will add a much-needed natural element to 
the ground floor. The additional staircase and private stairwell will use a perforated 
steel tread and landing. Levels within the new lift room will be timber; floor joists will 
be exposed, revealing their tectonics at the below level. The cladding on the exterior 
of  the additional stairwell will use an earthy stone cladding, coinciding with the warm 
colour spectrum. This material will contrast the existing brick exterior but not detract 
from the malthouses form. All interior walls within the digital labs are divided by 
glass partition walls. Awkward areas between joists are filled with a timber band.  

Iteration: Early iterations of  the first two floors included multiple penetrations to 
the floor slab. It was decided that this was detrimental to the existing fabric and an 
alternative solution retaining all original joists, floor slab and structure would be more 
beneficial to the space. 

Malt Floor Building

Malt Floors
Limbo 

-Free roam 
-Encroaching grass
-Open air
-Demolition
-Decay
-Graffiti

Materiality 
-Brick 
-Timber
-Gravel 
-Concrete 
-Rusted steel 
-Painted steel
-Organic matter

Use
-Feral use
-Multi-purpose hireable space
-Digital Labs
-Vertical circulation (Lift & Stair)

Design: The ground level of  the malt floor building will be left open, enabling its 
continued use from feral creatives. Alternatively, the open floor will be available to 
use as weekend market space, as well as a gallery and exhibition space when required. 
A ramp and staircase will bridge the height difference between the kiln house and 
malt floor building. It will be located within the central bay and will direct users 
through ruins similar to that of  the Mill City Museum. 

The precincts malt floor building will provide two new access points. A new verti-
cal circulation corridor is incorporated outside of  the Malthouse, while a secondary 
entry point will occur in the northeast corner. This new extension will be built at the 
junction between kiln house and malt floor building, making use of  the collapsed 
fire stairwell. The stairwell void is too small to incorporate a lift and a new staircase. 
Therefore, the lift will be contained within the void, while the new staircase is placed 
on the outside. Portions of  the stairwells exterior wall will be removed to enter the 
Malthouse. This demolition is as an alternative to damaging the floor and structure 
of  the malt floor building. The form and scale of  the new addition complement the 
original stairwell; it does not overpower or imitate the existing material. There will be 
a clear distinction of  it being a new addition.

The malt floor building underwent undocumented modification through its journey. 
What has amounted is the destruction of  the original malthouses authenticity. The 
addition imitated the original design with a different brick through a series of  office 
spaces. These were constructed with poor craftsmanship. The design will rectify the 
addition by removing it from the precinct. This provides more floor area for digital 
labs. Modifications have also impacted the shared internal wall with kiln house. The 
damaged area is further strengthened, and its shoddy craftsmanship hidden behind a 
timber casing. 

The first floor will be sealed off  from the ground. Exterior wall openings will be 
glazed. The partial area of  concrete missing in the south-west wing remains as a void 

Fig.136: Design drivers.                   
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Materiality: Since the loft floor has an abundance of  existing natural elements 
and views into the natural environment, composite materials are deemed to have a 
less negative effect. New concrete footings placed on top of  the exterior walls and 
pilasters will use the typical stone concrete mix. New structural rafters will again be 
black powder coated steel. The new floor, hoisted walkway and stair treads will use 
black perforated steel mesh; however, the former two are fitted with a tempered glass 
floor. Studio walls are made from a combination of  glass and plywood; this will add 
variety to the limited number of  bounding surfaces. In instances where floorboards 
require replacing, a perspex tile with similar dimensions has been chosen.

Iteration: Early iterations of  the loft floor building included private studios that 
spanned diagonally. These were debunked when worked into the existing model 
because of  the limitations the existing structure enforced with the heights of  existing 
beams. Vertical circulation was also at one time placed within the malt floor building; 
in this scenario, several areas of  the floor were demolished to make way for proposed 
stairs. This iteration was deemed to cause too much unnecessary destruction to the 
original fabric, something the Burra Charter suggests against where possible. 
 

Loft Floor/Conveyor Floor
Limbo 

-Natural Lighting
-Atmosphere
-Weathered elements
-Decayed elements
-Graffiti

Materiality 
-Brick 
-Asbestos tile
-Timber 
-Steel 
-Rusted steel

Use
-Open studio space
-Private studio
-Photography studio
-Cafe

Design: The two most prominent characteristics of  the loft floor are its natural 
lighting and atmosphere. One of  the few locations in the precinct that remains in 
near original condition it has arguably become better in its current state. Since the 
original roof  material is asbestos, the new design imitates the existing condition with 
a less hazardous panalised cladding. A new structural rafter system will tie into a 
freshly poured concrete footing placed on top of  the exterior walls and pilasters. It 
will support the panalised cladding slightly above the existing timber rafters.

As a measure to retain as much atmosphere as possible, two levels of  private studio 
spaces are offset towards the south-east side of  the loft floor. They will be attached 
to the existing Douglas fir columns and beams. A new walkway is hoisted above the 
existing floor. Original floorboards will be restored. A contrasting timber floorboard 
will replace deteriorated areas. Missing floorboard sections located on either wing of  
the Malthouse will be replaced with a transparent surface. The lone grain chute that 
runs along the length of  the loft floor will be covered transparent panels. This will 
help retain the views between floors that have derived over the limbo period and also 
act as a visual reminder of  the areas once isolated nature. In the lone remaining stair-
well void, a washroom will be constructed for studio users. The staging area is given a 
new staircase which is built off  the original steel structure.

The conveyor floor is turned into a café open to the public. The area is most notable 
for its severely damaged floor. Manoeuvring around the floor incites many emotions, 
and as a measure of  capitalising on its current condition, the existing floor has been 
repaired to useable condition. Missing floorboards are replaced with a transparent 
material. The conveyor floor will also house an open kitchen which will utilise the 
area around the old grain shaft room. Formal and informal seating will occur sporad-
ically around the conveyor floor and walkway. The roof  structure has been repaired 
similarly to the spaces below.

Fig.37: Loft floor private studo circulation.                  
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Lecture Theatre 

Lecture Theatre 
Limbo 

-nill

Materiality 
-nill

Use
-Lecture theatre/conference hall
-Foyer
-Staff  rooms
-Lavatories 

Design: The new lecture theatre building is placed opposite the new entry of  the 
Fine Arts College. It will consist of  a foyer with a mezzanine level filled with staff  
offices. The lecture theatre will contain flexible seating and has been placed to the 
southern side of  the site. The detailed design of  the lecture theatre falls outside of  
the scope of  the project. However, its form and materiality will reflect similarities to 
the previously discussed new entry.

Page left intentionally blank.
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Conclusion

This research project is a hypothetical response to the Mittagong Maltings current 
condition and society’s ignorance towards its newly identified cultural significance. 
The research revealed a receptive programme to the Maltings limbo state, which also 
fulfilled a need in Mittagong and its surrounding suburbs. Further research identi-
fied and acknowledged aspects of  limbo. The architectural response retained many 
of  these aspects and took advantage of  a physical environment which was already 
highly conducive for fostering creativity. What amounted was a Fine Arts College that 
intertwined with the existing feral creative uses. This allowed the cultural significance 
to continue living while bringing new life into the ailing malthouse. Malthouse Three 
was designed in parts, design moves were dictated by three drivers; limbo, materiality 
and use.  

From the onset, the goal was to reintegrate the site in its entirety back into working 
functioning building. During an early critique, the idea was floated that by conduct-
ing a full intervention was, in essence, undermining the authenticity of  limbo. This 
proved to be a critical juncture in the project as it reaffirmed my thinking from one 
that wanted to design everything to one that did only as much as necessary. This 
would also lead to the scale of  the project decreasing from three malthouses to one, 
and from the entire site to the surrounding field and necessary accessways. A lot of  
time and effort was placed into documenting and analysing Malthouses One & Two 
which could have been spent elsewhere.

This biggest issue with the intervention was designing to the existing conditions of  
the site. This was amplified with the intent of  retaining realistic elements of  limbo, 
as its implied further restrictions. Undoubtedly, some areas of  Malthouse Three 
could have been utilised better. There were times where a particular concept was 
more ideal in a practical sense but became more detrimental to limbo. It became a 
battle of  restraint and as the Burra Charter preaches, do as little as possible but as 
much as necessary. To achieve this, compromises were made. In saying that, there 
were instances where there was no other alternative, though in these cases impact on 
cultural significance was minimised.  

The recent purchase of  the precinct further proves the legitimacy of  this project. It 
came as a surprise when I ventured to Mittagong one last time in May of  2019. The 
Maltings had recently been purchased as little as a week prior, and there were already 
signs of  a cleanse in action. To name a few, there was a two-metre barbed wire fence 
around its perimeter to deny access, the grounds had been freshly mowed removing 
all traces of  desire lines, and Nattai Creek no longer had its apocalyptic aura. Albeit, 
the opportunity arose to experience the malthouses in a more controlled state as they 
had been swept clean. This reiterated the realistic possibility of  inhabiting the spaces 
on a more permanent and formal basis. 
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ICOMOS 

ICOMOS (International Council on Monuments 
and Sites) is a non-governmental professional 
organisation formed in 1965, with headquarters in 
Paris. ICOMOS is primarily concerned with the 
philosophy, terminology, methodology and 
techniques of cultural heritage conservation. It is 
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under the World Heritage Convention 1972 as 
UNESCO’s principal adviser on cultural matters 
related to World Heritage. The 11,000 members of 
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The Australian National Committee of ICOMOS 
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participating in decisions of ICOMOS as an 
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significance. Australia ICOMOS members 
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including site visits, training, conferences and 
meetings. 
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The Burra Charter 
(The Australia ICOMOS Charter for Places of Cultural Significance, 2013) 

 

Preamble 
Considering the International Charter for the 
Conservation and Restoration of Monuments and 
Sites (Venice 1964), and the Resolutions of the 5th 
General Assembly of the International Council on 
Monuments and Sites (ICOMOS) (Moscow 1978), 
the Burra Charter was adopted by Australia 
ICOMOS (the Australian National Committee of 
ICOMOS) on 19 August 1979 at Burra, South 
Australia. Revisions were adopted on 23 February 
1981, 23 April 1988, 26 November 1999 and 31 
October 2013. 

The Burra Charter provides guidance for the 
conservation and management of places of cultural 
significance (cultural heritage places), and is based 
on the knowledge and experience of Australia 
ICOMOS members. 

Conservation is an integral part of the management 
of places of cultural significance and is an ongoing 
responsibility. 

Who is the Charter for? 

The Charter sets a standard of practice for those 
who provide advice, make decisions about, or 
undertake works to places of cultural significance, 
including owners, managers and custodians. 

Using the Charter 

The Charter should be read as a whole. Many 
articles are interdependent.  

The Charter consists of: 

• Definitions Article 1 
• Conservation Principles Articles 2–13 
• Conservation Processes Articles 14–25 
• Conservation Practices Articles 26–34 
• The Burra Charter Process flow chart. 

The key concepts are included in the Conservation 
Principles section and these are further developed 
in the Conservation Processes and Conservation 
Practice sections. The flow chart explains the Burra 
Charter Process (Article 6) and is an integral part of 

 

the Charter. Explanatory Notes also form part of 
the Charter. 

The Charter is self-contained, but aspects of its use 
and application are further explained, in a series of 
Australia ICOMOS Practice Notes, in The Illustrated 
Burra Charter, and in other guiding documents 
available from the Australia ICOMOS web site: 
australia.icomos.org.  

What places does the Charter apply to? 

The Charter can be applied to all types of places of 
cultural significance including natural, Indigenous 
and historic places with cultural values. 

The standards of other organisations may also be 
relevant. These include the Australian Natural 
Heritage Charter, Ask First: a guide to respecting 
Indigenous heritage places and values and Significance 
2.0: a guide to assessing the significance of collections.  

National and international charters and other 
doctrine may be relevant. See australia.icomos.org. 

Why conserve? 

Places of cultural significance enrich people’s lives, 
often providing a deep and inspirational sense of 
connection to community and landscape, to the 
past and to lived experiences. They are historical 
records, that are important expressions of 
Australian identity and experience. Places of 
cultural significance reflect the diversity of our 
communities, telling us about who we are and the 
past that has formed us and the Australian 
landscape. They are irreplaceable and precious. 

These places of cultural significance must be 
conserved for present and future generations in 
accordance with the principle of inter-generational 
equity.  

The Burra Charter advocates a cautious approach 
to change: do as much as necessary to care for the 
place and to make it useable, but otherwise change 
it as little as possible so that its cultural significance 
is retained. 

 

2 — Australia ICOMOS Incorporated  The Burra Charter, 2013 
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Article 1.  Definitions   

For the purposes of this Charter:    

1.1 Place means a geographically defined area. It may include 
elements, objects, spaces and views. Place may have tangible 
and intangible dimensions. 

Place  has  a  broad  scope  and  includes  natural  
and  cultural  features.  Place  can  be  large  or  
small:  for  example,  a  memorial,  a  tree,  an  
individual  building  or  group  of  buildings,  the  
location  of  an  historical  event,  an  urban  area  
or  town,  a  cultural  landscape,  a  garden,  an  
industrial  plant,  a  shipwreck,  a  site  with  in  
situ  remains,  a  stone  arrangement,  a  road  or  
travel  route,  a  community  meeting  place,  a  
site  with  spiritual  or  religious  connections.  

1.2 Cultural significance means aesthetic, historic, scientific, social or 
spiritual value for past, present or future generations. 

 Cultural significance is embodied in the place itself, its fabric, 
setting, use, associations, meanings, records, related places and 
related objects. 

 Places may have a range of values for different individuals or 
groups. 

The  term  cultural  significance  is  synonymous  
with  cultural  heritage  significance  and  
cultural  heritage  value.  

Cultural  significance  may  change  over  time  
and  with  use.  

Understanding  of  cultural  significance  may  
change  as  a  result  of  new  information.  

1.3 Fabric means all the physical material of the place including 
elements, fixtures, contents and objects. 

Fabric  includes  building  interiors  and  sub-‐‑
surface  remains,  as  well  as  excavated  material.  

Natural  elements  of  a  place  may  also  
constitute  fabric.  For  example  the  rocks  that  
signify  a  Dreaming  place.  

Fabric  may  define  spaces  and  views  and  these  
may  be  part  of  the  significance  of  the  place.  

1.4 Conservation means all the processes of looking after a place so as 
to retain its cultural significance. 

See  also  Article  14.  

1.5 Maintenance means the continuous protective care of a place, and 
its setting.  

 Maintenance is to be distinguished from repair which involves 
restoration or reconstruction. 

Examples  of  protective  care  include:  
•  maintenance  —  regular  inspection  and  
cleaning  of  a  place,  e.g.  mowing  and  
pruning  in  a  garden;  

•  repair  involving  restoration  —  returning  
dislodged  or  relocated  fabric  to  its  original  
location  e.g.  loose  roof  gutters  on  a  building  
or  displaced  rocks  in  a  stone  bora  ring;  

•  repair  involving  reconstruction  —  replacing  
decayed  fabric  with  new  fabric  

1.6 Preservation means maintaining a place in its existing state and 
retarding deterioration. 

It  is  recognised  that  all  places  and  their  
elements  change  over  time  at  varying  rates.  

1.7 Restoration means returning a place to a known earlier state by 
removing accretions or by reassembling existing elements 
without the introduction of new material. 

  

1.8 Reconstruction means returning a place to a known earlier state 
and is distinguished from restoration by the introduction of new 
material. 

New  material  may  include  recycled  material  
salvaged  from  other  places.  This  should  not  be  
to  the  detriment  of  any  place  of  cultural  
significance.  

1.9 Adaptation means changing a place to suit the existing use or a 
proposed use. 

  

1.10 Use means the functions of a place, including the activities and 
traditional and customary practices that may occur at the place 
or are dependent on the place. 

Use  includes  for  example  cultural  practices  
commonly  associated  with  Indigenous  
peoples  such  as  ceremonies,  hunting  and  
fishing,  and  fulfillment  of  traditional  
obligations.  Exercising  a  right  of  access  may  
be  a  use.  
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1.11 Compatible use means a use which respects the cultural 
significance of a place. Such a use involves no, or minimal, impact 
on cultural significance. 

  

1.12 Setting means the immediate and extended environment of a 
place that is part of or contributes to its cultural significance and 
distinctive character. 

Setting  may  include:  structures,  spaces,  land,  
water  and  sky;  the  visual  setting  including  
views  to  and  from  the  place,  and  along  a  
cultural  route;  and  other  sensory  aspects  of  
the  setting  such  as  smells  and  sounds.  Setting  
may  also  include  historical  and  contemporary  
relationships,  such  as  use  and  activities,  social  
and  spiritual  practices,  and  relationships  with  
other  places,  both  tangible  and  intangible.  

1.13 Related place means a place that contributes to the cultural 
significance of another place. 

  

1.14 Related object means an object that contributes to the cultural 
significance of a place but is not at the place. 

Objects  at  a  place  are  encompassed  by  the  
definition  of  place,  and  may  or  may  not  
contribute  to  its  cultural  significance.  

  

1.15 Associations mean the connections that exist between people and 
a place. 

Associations  may  include  social  or  spiritual  
values  and  cultural  responsibilities  for  a  place.  

1.16 Meanings denote what a place signifies, indicates, evokes or 
expresses to people. 

Meanings  generally  relate  to  intangible  
dimensions  such  as  symbolic  qualities  and  
memories.  

1.17 Interpretation means all the ways of presenting the cultural 
significance of a place. 

Interpretation  may  be  a  combination  of  the  
treatment  of  the  fabric  (e.g.  maintenance,  
restoration,  reconstruction);  the  use  of  and  
activities  at  the  place;  and  the  use  of  
introduced  explanatory  material.  

Conservation Principles 
  

Article 2.  Conservation and management   

2.1 Places of cultural significance should be conserved.   

2.2 The aim of conservation is to retain the cultural significance of a 
place. 

  

2.3 Conservation is an integral part of good management of places of 
cultural significance. 

  

2.4 Places of cultural significance should be safeguarded and not put 
at risk or left in a vulnerable state. 

  

Article 3.  Cautious approach   

3.1 Conservation is based on a respect for the existing fabric, use, 
associations and meanings. It requires a cautious approach of 
changing as much as necessary but as little as possible. 

The  traces  of  additions,  alterations  and  earlier  
treatments  to  the  fabric  of  a  place  are  evidence  
of  its  history  and  uses  which  may  be  part  of  its  
significance.  Conservation  action  should  assist  
and  not  impede  their  understanding.  

3.2 Changes to a place should not distort the physical or other 
evidence it provides, nor be based on conjecture. 

  

Article 4.  Knowledge, skills and techniques   

4.1 Conservation should make use of all the knowledge, skills and 
disciplines which can contribute to the study and care of the 
place. 
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4.2 Traditional techniques and materials are preferred for the 
conservation of significant fabric. In some circumstances modern 
techniques and materials which offer substantial conservation 
benefits may be appropriate. 

The  use  of  modern  materials  and  techniques  
must  be  supported  by  firm  scientific  evidence  
or  by  a  body  of  experience.  

Article 5.  Values   

5.1 Conservation of a place should identify and take into 
consideration all aspects of cultural and natural significance 
without unwarranted emphasis on any one value at the expense 
of others. 

Conservation  of  places  with  natural  
significance  is  explained  in  the  Australian  
Natural  Heritage  Charter.  This  Charter  
defines  natural  significance  to  mean  the  
importance  of  ecosystems,  biodiversity  and  
geodiversity  for  their  existence  value  or  for  
present  or  future  generations,  in  terms  of  their  
scientific,  social,  aesthetic  and  life-‐‑support  
value.  

In  some  cultures,  natural  and  cultural  values  
are  indivisible.  

5.2 Relative degrees of cultural significance may lead to different 
conservation actions at a place. 

A  cautious  approach  is  needed,  as  
understanding  of  cultural  significance  may  
change.  This  article  should  not  be  used  to  
justify  actions  which  do  not  retain  cultural  
significance.  

Article 6.  Burra Charter Process   

6.1 The cultural significance of a place and other issues affecting its 
future are best understood by a sequence of collecting and 
analysing information before making decisions. Understanding 
cultural significance comes first, then development of policy 
and finally management of the place in accordance with the 
policy. This is the Burra Charter Process. 

6.2 Policy for managing a place must be based on an understanding 
of its cultural significance. 

6.3 Policy development should also include consideration of other 
factors affecting the future of a place such as the owner’s needs, 
resources, external constraints and its physical condition. 

The  Burra  Charter  Process,  or  sequence  of  
investigations,  decisions  and  actions,  is  
illustrated  below  and  in  more  detail  in  the  
accompanying  flow  chart  which  forms  part  of  
the  Charter.  
  

  
Understand  Significance  

  

ê  
  

Develop  Policy  
  

ê  
  

Manage  in  Accordance  with  Policy  
  

  

6.4 In developing an effective policy, different ways to retain 
cultural significance and address other factors may need to be 
explored. 

6.5 Changes in circumstances, or new information or perspectives, 
may require reiteration of part or all of the Burra Charter 
Process. 

Options  considered  may  include  a  range  of  
uses  and  changes  (e.g.  adaptation)  to  a  place.  

Article 7.  Use   

7.1 Where the use of a place is of cultural significance it should be 
retained. 

  

7.2 A place should have a compatible use. The  policy  should  identify  a  use  or  
combination  of  uses  or  constraints  on  uses  
that  retain  the  cultural  significance  of  the  
place.  New  use  of  a  place  should  involve  
minimal  change  to  significant  fabric  and  use;  
should  respect  associations  and  meanings;  
and  where  appropriate  should  provide  for  
continuation  of  activities  and  practices  which  
contribute  to  the  cultural  significance  of  the  
place.  
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Article 8.  Setting   

Conservation requires the retention of an appropriate setting. This 
includes retention of the visual and sensory setting, as well as the 
retention of spiritual and other cultural relationships that contribute 
to the cultural significance of the place. 

New construction, demolition, intrusions or other changes which 
would adversely affect the setting or relationships are not 
appropriate. 

Setting  is  explained  in  Article  1.12.  

  

Article 9.  Location   

9.1 The physical location of a place is part of its cultural significance. 
A building, work or other element of a place should remain in 
its historical location. Relocation is generally unacceptable 
unless this is the sole practical means of ensuring its survival. 

  

9.2 Some buildings, works or other elements of places were 
designed to be readily removable or already have a history of 
relocation. Provided such buildings, works or other elements do 
not have significant links with their present location, removal 
may be appropriate. 

  

9.3 If any building, work or other element is moved, it should be 
moved to an appropriate location and given an appropriate use. 
Such action should not be to the detriment of any place of 
cultural significance. 

  

Article 10.  Contents   

Contents, fixtures and objects which contribute to the cultural 
significance of a place should be retained at that place. Their removal 
is unacceptable unless it is: the sole means of ensuring their security 
and preservation; on a temporary basis for treatment or exhibition; for 
cultural reasons; for health and safety; or to protect the place. Such 
contents, fixtures and objects should be returned where 
circumstances permit and it is culturally appropriate. 

For  example,  the  repatriation  (returning)  of  an  
object  or  element  to  a  place  may  be  important  
to  Indigenous  cultures,  and  may  be  essential  
to  the  retention  of  its  cultural  significance.  

Article  28  covers  the  circumstances  where  
significant  fabric  might  be  disturbed,  for  
example,  during  archaeological  excavation.  

Article  33  deals  with  significant  fabric  that  has  
been  removed  from  a  place.  

Article 11.  Related places and objects   

The contribution which related places and related objects make to the 
cultural significance of the place should be retained. 

  

Article 12.  Participation   

Conservation, interpretation and management of a place should 
provide for the participation of people for whom the place has 
significant associations and meanings, or who have social, spiritual or 
other cultural responsibilities for the place. 

  

Article 13.  Co-existence of cultural values   

Co-existence of cultural values should always be recognised, 
respected and encouraged. This is especially important in cases 
where they conflict. 

 

For  some  places,  conflicting  cultural  values  
may  affect  policy  development  and  
management  decisions.  In  Article  13,  the  term  
cultural  values  refers  to  those  beliefs  which  
are  important  to  a  cultural  group,  including  
but  not  limited  to  political,  religious,  spiritual  
and  moral  beliefs.  This  is  broader  than  values  
associated  with  cultural  significance.  
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Conservation Processes 
  

Article 14.  Conservation processes   

Conservation may, according to circumstance, include the processes 
of: retention or reintroduction of a use; retention of associations and 
meanings; maintenance, preservation, restoration, reconstruction, 
adaptation and interpretation; and will commonly include a 
combination of more than one of these. Conservation may also 
include retention of the contribution that related places and related 
objects make to the cultural significance of a place. 

Conservation  normally  seeks  to  slow  
deterioration  unless  the  significance  of  the  
place  dictates  otherwise.  There  may  be  
circumstances  where  no  action  is  required  to  
achieve  conservation.    

  

Article 15.  Change   

15.1 Change may be necessary to retain cultural significance, but is 
undesirable where it reduces cultural significance. The amount 
of change to a place and its use should be guided by the cultural 
significance of the place and its appropriate interpretation. 

When  change  is  being  considered,  including  
for  a  temporary  use,  a  range  of  options  should  
be  explored  to  seek  the  option  which  
minimises  any  reduction  to  its  cultural  
significance.  

It  may  be  appropriate  to  change  a  place  where  
this  reflects  a  change  in  cultural  meanings  or  
practices  at  the  place,  but  the  significance  of  
the  place  should  always  be  respected.  

15.2 Changes which reduce cultural significance should be reversible, 
and be reversed when circumstances permit. 

Reversible  changes  should  be  considered  
temporary.  Non-‐‑reversible  change  should  
only  be  used  as  a  last  resort  and  should  not  
prevent  future  conservation  action.  

15.3 Demolition of significant fabric of a place is generally not 
acceptable. However, in some cases minor demolition may be 
appropriate as part of conservation. Removed significant fabric 
should be reinstated when circumstances permit. 

  

15.4 The contributions of all aspects of cultural significance of a place 
should be respected. If a place includes fabric, uses, associations or 
meanings of different periods, or different aspects of cultural 
significance, emphasising or interpreting one period or aspect at 
the expense of another can only be justified when what is left 
out, removed or diminished is of slight cultural significance and 
that which is emphasised or interpreted is of much greater 
cultural significance. 

  

Article 16.  Maintenance   

Maintenance is fundamental to conservation. Maintenance should be 
undertaken where fabric is of cultural significance and its maintenance 
is necessary to retain that cultural significance. 

Maintaining  a  place  may  be  important  to  the  
fulfilment  of  traditional  laws  and  customs  in  
some  Indigenous  communities  and  other  
cultural  groups.  

Article 17.  Preservation   

Preservation is appropriate where the existing fabric or its condition 
constitutes evidence of cultural significance, or where insufficient 
evidence is available to allow other conservation processes to be 
carried out. 

Preservation  protects  fabric  without  obscuring  
evidence  of  its  construction  and  use.  The  
process  should  always  be  applied:  
•  where  the  evidence  of  the  fabric  is  of  such  
significance  that  it  should  not  be  altered;  or  

•  where  insufficient  investigation  has  been  
carried  out  to  permit  policy  decisions  to  be  
taken  in  accord  with  Articles  26  to  28.  

New  work  (e.g.  stabilisation)  may  be  carried  
out  in  association  with  preservation  when  its  
purpose  is  the  physical  protection  of  the  fabric  
and  when  it  is  consistent  with  Article  22.  
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Article 18.  Restoration and reconstruction   

Restoration and reconstruction should reveal culturally significant 
aspects of the place. 

  

Article 19.  Restoration   

Restoration is appropriate only if there is sufficient evidence of an 
earlier state of the fabric.   

Article 20.  Reconstruction   

20.1 Reconstruction is appropriate only where a place is incomplete 
through damage or alteration, and only where there is sufficient 
evidence to reproduce an earlier state of the fabric. In some 
cases, reconstruction may also be appropriate as part of a use or 
practice that retains the cultural significance of the place. 

Places  with  social  or  spiritual  value  may  
warrant  reconstruction,  even  though  very  
little  may  remain  (e.g.  only  building  footings  
or  tree  stumps  following  fire,  flood  or  storm).  
The  requirement  for  sufficient  evidence  to  
reproduce  an  earlier  state  still  applies.  

20.2 Reconstruction should be identifiable on close inspection or 
through additional interpretation. 

  

Article 21.  Adaptation   

21.1 Adaptation is acceptable only where the adaptation has minimal 
impact on the cultural significance of the place. 

Adaptation  may  involve  additions  to  the  
place,  the  introduction  of  new  services,  or  a  
new  use,  or  changes  to  safeguard  the  place.  
Adaptation  of  a  place  for  a  new  use  is  often  
referred  to  as  ‘adaptive  re-‐‑use’  and  should  be  
consistent  with  Article  7.2.  

21.2 Adaptation should involve minimal change to significant fabric, 
achieved only after considering alternatives. 

  

Article 22.  New work   

22.1 New work such as additions or other changes to the place may 
be acceptable where it respects and does not distort or obscure 
the cultural significance of the place, or detract from its 
interpretation and appreciation. 

New  work  should  respect  the  significance  of  a  
place  through  consideration  of  its  siting,  bulk,  
form,  scale,  character,  colour,  texture  and  
material.  Imitation  should  generally  be  
avoided.  

22.2 New work should be readily identifiable as such, but must 
respect and have minimal impact on the cultural significance of 
the place. 

New  work  should  be  consistent  with  Articles  
3,  5,  8,  15,  21  and  22.1.  

Article 23.  Retaining or reintroducing use   

Retaining, modifying or reintroducing a significant use may be 
appropriate and preferred forms of conservation. 

These  may  require  changes  to  significant  
fabric  but  they  should  be  minimised.  In  some  
cases,  continuing  a  significant  use,  activity  or  
practice  may  involve  substantial  new  work.  

Article 24.  Retaining associations and meanings   

24.1 Significant associations between people and a place should be 
respected, retained and not obscured. Opportunities for the 
interpretation, commemoration and celebration of these 
associations should be investigated and implemented. 

For  many  places  associations  will  be  linked  to  
aspects  of  use,  including  activities  and  
practices.    

Some  associations  and  meanings  may  not  be  
apparent  and  will  require  research.  

24.2 Significant meanings, including spiritual values, of a place should 
be respected. Opportunities for the continuation or revival of 
these meanings should be investigated and implemented. 
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Article 25.  Interpretation 

The cultural significance of many places is not readily apparent, and 
should be explained by interpretation. Interpretation should enhance 
understanding and engagement, and be culturally appropriate. 

In  some  circumstances  any  form  of  
interpretation  may  be  culturally  
inappropriate.    

Conservation Practice 
  

Article 26.  Applying the Burra Charter Process   

26.1 Work on a place should be preceded by studies to understand 
the place which should include analysis of physical, 
documentary, oral and other evidence, drawing on appropriate 
knowledge, skills and disciplines. 

The  results  of  studies  should  be  kept  up  to  
date,  regularly  reviewed  and  revised  as  
necessary.  

26.2 Written statements of cultural significance and policy for the place 
should be prepared, justified and accompanied by supporting 
evidence. The statements of significance and policy should be 
incorporated into a management plan for the place. 

Policy  should  address  all  relevant  issues,  e.g.  
use,  interpretation,  management  and  change.    

A  management  plan  is  a  useful  document  for  
recording  the  Burra  Charter  Process,  i.e.  the  
steps  in  planning  for  and  managing  a  place  of  
cultural  significance  (Article  6.1  and  flow  
chart).  Such  plans  are  often  called  
conservation  management  plans  and  
sometimes  have  other  names.  

The  management  plan  may  deal  with  other  
matters  related  to  the  management  of  the  
place.  

26.3 Groups and individuals with associations with the place as well 
as those involved in its management should be provided with 
opportunities to contribute to and participate in identifying and 
understanding the cultural significance of the place. Where 
appropriate they should also have opportunities to participate 
in its conservation and management. 

  

26.4 Statements of cultural significance and policy for the place should 
be periodically reviewed, and actions and their consequences 
monitored to ensure continuing appropriateness and 
effectiveness. 

Monitor  actions  taken  in  case  there  are  also  
unintended  consequences.  

Article 27.  Managing change   

27.1 The impact of proposed changes, including incremental 
changes, on the cultural significance of a place should be assessed 
with reference to the statement of significance and the policy for 
managing the place. It may be necessary to modify proposed 
changes to better retain cultural significance. 

  

27.2 Existing fabric, use, associations and meanings should be 
adequately recorded before and after any changes are made to 
the place. 

  

Article 28.  Disturbance of fabric   

28.1 Disturbance of significant fabric for study, or to obtain evidence, 
should be minimised. Study of a place by any disturbance of the 
fabric, including archaeological excavation, should only be 
undertaken to provide data essential for decisions on the 
conservation of the place, or to obtain important evidence about 
to be lost or made inaccessible. 
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28.2 Investigation of a place which requires disturbance of the fabric, 
apart from that necessary to make decisions, may be 
appropriate provided that it is consistent with the policy for the 
place. Such investigation should be based on important research 
questions which have potential to substantially add to 
knowledge, which cannot be answered in other ways and which 
minimises disturbance of significant fabric. 

  

Article 29.  Responsibility   

The organisations and individuals responsible for management and 
decisions should be named and specific responsibility taken for each 
decision. 

  

Article 30.  Direction, supervision and implementation   

Competent direction and supervision should be maintained at all 
stages, and any changes should be implemented by people with 
appropriate knowledge and skills. 

  

Article 31.  Keeping a log   

New evidence may come to light while implementing policy or a 
plan for a place. Other factors may arise and require new decisions. A 
log of new evidence and additional decisions should be kept. 

New  decisions  should  respect  and  have  
minimal  impact  on  the  cultural  significance  of  
the  place.  

Article 32.  Records   

32.1 The records associated with the conservation of a place should be 
placed in a permanent archive and made publicly available, 
subject to requirements of security and privacy, and where this 
is culturally appropriate. 

  

32.2 Records about the history of a place should be protected and 
made publicly available, subject to requirements of security and 
privacy, and where this is culturally appropriate. 

  

Article 33.  Removed fabric   

Significant fabric which has been removed from a place including 
contents, fixtures and objects, should be catalogued, and protected in 
accordance with its cultural significance. 

Where possible and culturally appropriate, removed significant 
fabric including contents, fixtures and objects, should be kept at the 
place. 

  

Article 34.  Resources   

Adequate resources should be provided for conservation. The  best  conservation  often  involves  the  least  
work  and  can  be  inexpensive.  

 

Words in italics are defined in Article 1. 
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The Burra Charter Process 
Steps in planning for and managing a place of cultural significance 

The Burra Charter should be read as a whole. 

Key articles relevant to each step are shown in the boxes. Article 6 summarises the Burra Charter Process. 
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Final Design Drawings
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  Malthouse Three from Nattai Creek  Site Plan   Exploded Axonometric
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  Fine Arts School Entry   Internal Courtyard
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  Vertical Circulation   Kiln House/Maltfloor Building Threshold   
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  Top of  Silos (Unfinished Render)   Loft Floor (Unfinished Render)
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  Existing Condition   Finished Intervention
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  Long Section One   Long Section Two
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  Long Section Three   Long Section Four
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  Finished Intervention   Cross Section One
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  Cross Section Two   Cross Section Three
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  Cross Section Four   Cross Section Five          
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  Cross Section Six   Presentation








