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ANALOGUE 
ARCHIVE

My claim is that analogue knowledge must be enacted 
and therefore cannot be documented explicitly, the 
emphasis lies in the process therefore architecture must 
address it in such a way. The architecture lends itself to 
knowledge as a carrier, of both a space for it to enact and 
to embody its processes and output.  The process here is 
associated with craftsmanship, enduring and evolving 
where the craftsperson works to delay the image; they 
do not work to a set goal (the image) but only to further 
their own knowledge and craft, it is essentially a process 
of trial and error that evolves the ‘thing’ it is creating. 
Craft does not hold itself to exquisite products, quite the 
opposite; its focus is not on the thing it has created but 
the idea itself, the iterative act, that is craft.    

When coupled with the practice of analogue knowledge 
a proposition emerges, an architecture that embodies 
and addresses this knowledge as a practice archive. 
A space that pertains to the principals explored in 
theory however introduces a platform for craftspeople 
to inhabit and enact. A space that is not ephemeral, 
where analogue knowledge can endure and evolve as 
a practice. It becomes an archive not as accumulative 
practice, but as engaged or performative practice, the 
performance is the carrier of theory and enactment of 
knowledge.

i. ABSTRACT
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SHIFTING  
DEFINITIONS

In this research I attempt to explore the concept of 
analogue knowledge by using architecture to address it. 
It does so through exploratory text as well as artistic and 
technical illustration. It aims to use practice in a way to 
pierce the wall of theory, entangling fact, fiction, theory 
and application through a narrative. They interdepend 
on one another. When investigating concepts, using 
ambiguities and shifting definitions allows me to 
explore new ways of viewing them, creating new 
opportunities. It is from this unexpectedness that 
new concepts and ideas can emerge. By positing new 
concepts and juxtaposing them with existing ones, is in 
itself generating a methodology of exploring analogue 
knowledge in its own nature of evolving from something 
that already exists. 

ii. CONCEPTS
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SITE
I begin by redefining the term ‘site’, shifting 
the definition from a physicality relating to 
geographical place to a concept, and further, 
a condition. We must expand beyond the 
notion of ‘site’ as this fixed entity that is given 
and further explore how it is constructed.

Site is the specificity of a situation, happening in-situ 
at a given moment, as a result of a multitude of factors. 
It is these factors that create and define that very 
situation be it physical, social, topographical, emotional, 
phenomenological, biographical, institutional, 
dialogical, negotiable, discursive, gendered, colonised 
etc. [01] Therefore sites include spatial elements as well as 
various other sorts. These elements condition how the 
situation, and therefore site, is perceived. Thus we begin 
to distinguish one site from another. Furthermore if site 
is constructed from a range of spatial and non-spatial 
elements it therefore adapts, it too works in analogue. 
Site is temporal and is constantly being rebuilt upon the 
previous, as I move across a room the situation changes; 
the light, air, perspective, vantage, proximity to other 
objects, other people, interaction. So too the ‘site’ has 
changed. This field of elements (spatial, institutional, 
phenomenological etc.) is of crucial importance to the 
signification of each site. 

Site becomes a condition to further test and 
explore architecture. 

I choose to see this expanded notion of site as a 
conditioning factor of how architecture can be used to 
address analogue knowledge.

[01] 
 Alberto Altés 
Arlandis and 
Oren Lieberman, 
Intravention, 
Durations, 
Effects (1st edn, 
Spurbuchverlag 
2013), p. 25.

ii. CONCEPTS
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“..an analogous word or thing; a 
representative in different circumstances 
or situation; something performing a 
corresponding part..” [02]
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ANALOGUE
In order to establish means of curating analogue 
knowledge we must first ascertain what analogue really 
is and how it relates to epistemology. The term analogue 
has several meanings across various disciplines, for 
example it can be seen in direct contrast to digital, if a 
CAD technician represents the digital, the draughtsman 
with their pens and paper fulfils the role of analogue. 
However here we seek to dissect an understanding of 
analogue that can be applied to knowledge. ‘Analogue’ 
as read in the Oxford English Dictionary establishes that 
analogue is representative of something performing a 
mediating task, it performs as a corresponding part and 
has a relation between an object and the attributes of 
which can be pertained to it. This represents a duality in 
the term, the part itself and its relation. If analogue is a 
mediator - acting between objects and their attributes - 
it is occupying a void between actor (object), act (action) 
and actant (another object). 

I argue that analogue is not a fixed entity but 
a condition in relation to a given situation, 
the example situation here between the 
actor, act and actant. 

Analogue is therefore a condition that can be applied to 
a situation, even a condition that can create immediate 
situation, or site. As I have proposed site itself is not 
given, it is made up of a set of parameters and conditions 
of which influence what act occurs in that situ (situ 
being the production of site in location), analogue is 
one of these conditions that is always happening in 
the present. The creation of this situation relates to 
its duration and effect, it does not just disappear in an 
instant, the next action is influenced by the previous 
and the continuing set of conditions pertained to it, 
it evolves. From this an analogue object can be seen 
as something that evolves over time according to the 
situation it is set in.

ii. CONCEPTS
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ANALOGUE
KNOWLEDGE

Analogue knowledge is a rather more complex concept 
to strictly define. For analogue to inhabit knowledge 
it must pay reference to a history and is tied to prior 
experiences, its evolution according to the situation 
it is set in. These past experiences are built upon and 
evolved, rather than invention, it is the past and present 
that is continually working in a direction to create 
something new albeit unknown. Italian architect Aldo 
Rossi suggests that the ‘material of the past’ could 
be a condition for new architecture [03], it pertains its 
influences as a conditioning quality. This ‘material 
of the past’ suggests the same sense of analogue as 
referencing a prior form, being, performance or act. 

In language analogy is the process of creating something 
new from some part of the language you already know, 
it stems from what already exists. Therefore analogy as 
analogue is a quality of something that will only evolve 
from a situation that one already knows. If its inventing 
quality is just the reproduction or reinterpretation 
of the old or existing situation so too must it be with 
knowledge. 

Then analogue knowledge can be understood 
as the process of knowledge occurring within 
the situation that itself is evolving as a result 
of reproduction of its previous state.

In order to familiarise with the term it can be thought 
of as the application of knowledge in the form of an act 
(the process), evolving, otherwise known as trial and 
error.

ANALOGUE ARCHIVE
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States: Project 
Freerange, 2013) 
p.4.



“Analogy then, is the process of inventing a 
new element in conformity with some part 
of the language system that you already 
know.” [04]

ii. CONCEPTS
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Barber, Charles§, 
John Beal, and 
Philip Shaw, 
The English 
Language, 2nd, 
Revised edn 
([n.p.]: Cambridge 
University Press, 
2012) p.47.



“If I know how to ride a bicycle…, this 
does not mean that I can tell how I manage 
to keep my balance on a bicycle… . I may 
not have the slightest idea of how I do 
this, or even and entirely wrong or grossly 
imperfect idea of it, and yet go on cycling … 
merrily. Nor can it be said that I know how 
to bicycle… and yet do not know how to co-
ordinate the complex pattern of muscular 
acts by which I do my cycling… . I both 
know how to carry out (this performance) 
as a whole and also know how to carry out 
the elementary acts which constitute (it), 
although I cannot tell what these acts 
are” [05]

ANALOGUE ARCHIVE
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[05]
Harry M 
Collins, Tacit 
And Explicit 
Knowledge 
(1st edn, The 
University of 
Chicago Press 
2013), p.101.



TACIT
KNOWLEDGE

Tacit knowledge can be seen as knowledge 
that cannot be expressed explicitly or that 
which has not yet been articulated. 

It is a type of knowledge that cannot be captured by our 
current means of language or science, as such it can 
only be seen by its actions, through a means of doing. 
Certain knowledge is clearly explicit, it can be written, 
transferred or understood by a recipient, however this 
is not always the case. For example the ability to speak 
a language, play an instrument or operate complex 
machinery and equipment requires an entire new 
dimension of knowledge, even expert practitioners – 
the craftsmen as Sennett refers – cannot express or 
transfer this knowledge to another. Michael Polanyi, 
a chemical engineer turned philosopher of science, 
scrutinises ‘tacit knowledge’ across a range of written 
works. He argues from a philosophical point of view 
enquiring into the justification of scientific knowledge. 
It seems rather ironic to explore such a topic through the 
medium of written language however he ascertains that 
‘tacit knowledge’ does conform to the above summary. 

From the outset his philosophical argument was that, 
“we know more than we can tell” [06]. Alluding that we 
all have a trove of this knowledge, and we know that we 
do, however rather ironically it cannot be put into words, 
therefore not necessarily understood.  

Polanyi explains tacit knowledge through the example 
of ones ability to ride a bicycle, it uncovers several levels 
of complexity in a skill that one is otherwise unaware 
of. The riding of a bicycle is therefore an embodied 
skill (as with Sennett’s ideas of skilling), not explicitly 
articulating knowledge. Analogue knowledge embraces 
ones embodied skill and performs it through enactment. 

ii. CONCEPTS
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Michael Polanyi 
and Amartya 
Kumar Sen, The 
Tacit Dimension 
(1st edn, The 
University of 
Chicago Press 
2013), p.10.



Further attempting to understand tacit knowledge, 
Harry Collins and Martin Kusch explore the differences 
in what humans and machines can and cannot do. They 
ascribe what they call “the shape of things” to explore 
tacit knowledge as it becomes a concrete factor in what 
in principal can be made explicit thus be performed by 
machines. They begin to make a distinction between 
polymorphic and mimeorphic actions. Mimeorphic 
actions being actions which we are content with 
carrying out in the same way regardless of situation 
or behaviour. The outcome is still very much similar 
or controlled, as with David Pye’s term workmanship 
of certainty. Polimorphic actions are distinct because 
the behaviour becomes a varying factor in relation 
to a situation. As Collins and Kusch state, it “takes its 
shape from society” (the shape of actions). For example 
a comedian telling a joke is a polymorphic action, the 
expectation of this action is different on each occasion 
and at each location it is being told.

Collins and Kusch adopt Polanyi’s reference of riding a 
bicycle, a distinct example of tacit knowledge and break 
it down into the two forms of action. The mimeorphic 
action, ‘bike balancing’ is behaviourally indifferent to 
how the action is carried out once the roads and traffic 
are removed. Riding a bicycle with the roads and traffic 
becomes a polimorphic action because it is acting 
within the situation of which it finds itself embedded. 
Ultimately learning how to ride a bicycle is achieved 
through action, learning by doing.

“(e)ven if the formula for bike balancing is 
already known to engineers, our brains are 
not fast enough to cope with learning to 
bike balance by applying the formula” [07]
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[07]
Martin Kusch 
and H. M Collins, 
Shape Of Actions: 
What Humans 
And Machines 
Can Do (1st edn, 
MIT Press 1998), 
p.87.



“(W)e could build a bike balancing 
simulator – something like an aircraft 
simulator – and learn to balance a bike 
without ever having sat on one. It just 
happens that no one thinks this is a 
worthwhile thing to do” [07]

ii. CONCEPTS
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CRAFTSMANSHIP
The concept of analogue knowledge in this thesis is 
similar to how Richard Sennet dissects human skill 
and proposes the concept of ‘craftsmanship’, a skill 
that is not learned but is akin to human impulse and 
therefore implies it is second nature. There is far more 
attentiveness to the thing or process itself rather than 
learning how to achieve that thing or process. 

It is a matter of procedure from the part of the craftsman, 
the application of their knowledge is therefore in 
analogue form; in practice it is comparable to trial 
and error where by referencing prior experience, the 
craftsman begins to naturally identify what is correct 
and what is wrong. 

“Craftsmanship names an enduring, basic 
human impulse, the desire to do a job well 
for its own sake. Craftsmanship cuts a far 
wider swath than skilled manual labor; 
it serves the computer programmer, the 
doctor, and the artist; parenting improves 
when it is practiced as a skilled craft, as 
does citizenship. In all these domains, 
craftsmanship focuses on objective 
standards, on the thing in itself.” [08] 

“Through trial and error, he may learn how 
to squeeze them closer, yet still no solution 
will be in sight. He may have held his hand 
at a right angle to the fingerboard. Perhaps 
now he should try sloping the palm to one 
side, up towards the pegs; this helps. But 
this new position makes a hash of the lateral 
problem he thought he had solved. And on 
it goes. Every new issue of playing in tune 
causes him to rethink solutions arrived at 
before.” [09]
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[08]
Richard Sennett, 
The Craftsman 
(1st edn, Penguin 
Books 2009), p.9.

[09]
Sennett, Richard, 
‘Labours of love’, 
The Guardian, 2 
February 2008.



Through gradual adjustments, successes and failures, 
they eventually progress and through time develop the 
ability of their craft without having ‘learnt’ it. Here the 
craftsman, a boy learning an instrument, has acquired 
the skill through an analogue process, by focusing on 
applying himself to the instrument itself. He develops 
a much deeper understanding than if he had learnt a 
specific tune. 

The craft itself can be seen as the action of or 
embodiment of analogue knowledge. 

ii. CONCEPTS
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“Design is what, for practical purposes, 
can be conveyed in words and drawing: 
workmanship is what, for practical purposes, 
can not.” [10]

WORKMANSHIP
Workmanship, a term that seems to ring true with 
craftsmanship at face value, the effort or work 
that has been applied to something can be seen as 
workmanship. This then starts to develop a scale by 
which we rate quality, is it good or bad workmanship. 
As with craftsmanship, workmanship must be explored 
not purely attributed to design. As David Pye explains 
the qualities of which workmanship applies to our 
environment are almost always attributed to design 
however this is not because of a distinction between the 
two terms that is limited to terminology. 

Therefore workmanship adheres to my 
proposed concept of analogue knowledge, 
the implementation of a knowledge as 
process that cannot otherwise be expressed.

Pye further describes that in practice a designer may 
hope for the workmanship to be good however the 
workman themselves decides if it will be good or not. 
Their decision further depends on the quality of the 
environment, its ‘site’, a further set of conditions. 
Drawing the analogy of an orchestra, the conductor 
can insist on the correct notes being played in the right 
order, however they cannot make a bad orchestra play 
well, they are limited to a score [10]. The score much like 
with site is a set of conditions that if altered will adapt 
the process of the workmanship and therefore guide 
them towards the desired end result, it cannot however 
be instructed explicitly.

David Pye, unlike many other theorists of art, design and 
craft, was himself a maker of things [11], therefore was in 

ii. CONCEPTS

25

[10]
David Pye, The 
Nature And Art 
Of Workmanship 
(1st edn, The 
Herbert Press 
2010), p.17.

[11]
David Pye, The 
Nature And Art 
Of Workmanship 
(1st edn, The 
Herbert Press 
2010), p.13.



tune with the process as well as the product. A conflict 
arises when Richard Sennett’s ‘craftsmanship’ is played 
against David Pye’s ‘workmanship; 

He acknowledges a likeness to craftsmanship by 
ascribing his own meaning as simply: 

He refers to this type of workmanship as ‘workmanship 
of risk’ [12] as it is the idea itself (analogue knowledge) 
or quality of the result that is continually at risk during 
its process of making. Perhaps then in architecture, 
the architecture itself, as a process can be seen as an 
apparatus of which pertains technique to workmanship. 
This can be seen as craftsmanship which is much 
more exposed to risk in its process of making therefore 
connecting it to Pye’s association of ‘workmanship of 
risk’. In contrast he poses the term ‘workmanship of 
certainty’ [12] that which is produced by limiting the risk 
to as minimal as possible, such that it can be reproduced 
again and again; quantity production. If workmanship 
of risk is writing with a pen then workmanship of 
certainty is the use of modern printing. Workmanship of 
certainty still entails a process and utilising of tools, all 
of which had to be made by workmanship of risk, after 
all the printer itself had to be made from prototypes, 
tools etc. In the middle sits an intermediate form, that of 
limited risk. Typewriting provides the chance to make 
a mistake however the characters will still be legible, 
that is the mistakes are limited. So the introduction of 
tools, jigs and other apparatuses to limit risk represents 

“Workmanship of the better sort is called, in 
an horrific way, craftsmanship.” [12]

“..workmanship using any kind of technique 
or apparatus, in which the quality of the 
result is not predetermined, but depends on 
the judgement, dexterity and care which the 
maker exercises as he works.” [12]

ANALOGUE ARCHIVE

26

[12]
David Pye, The 
Nature And Art 
Of Workmanship 
(1st edn, The 
Herbert Press 
2010), p.20.



intermediary workmanship. [13]

By coining architecture as an apparatus it 
therefore becomes a tool to help limit risk 
as well as that to encourage craftsmanship 
or workmanship of risk. The architecture is 
needed but should not control, it is there to 
choreograph.

ii. CONCEPTS
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ARCHIVE
ACCUMULATIVE PRACTICE

Conventional archives define themselves through the 
quantitative accumulation of matter, the storing of 
objects or information in its original printed or created 
form. This form of archiving as accumulative practice 
has long been established and has changed very little 
through its entire history, the principals are still the 
same; they are constructed to store and preserve so that 
we can read and analyse past events that have been the 
result of knowledge being translated into text or object. 
For example the library model still retains the same 
method of storing books upon rows and rows of shelves, 
it is only the categorising and management that has 
been modernised. It is very much a fixed framework 
for information to be stored. It must be printed material 
generally in the form of a book. Of course this has 
expanded to the use of digital media however similar 
restrictions still apply. The museum model is a similar 
platform however its intent is generally more nostalgic 
than the level of informing associated with the Library. 
The traditional archive is therefore a space of conflict 
for many forms of knowledge, a space that is typically 
thought of as a representative source of quality 
information. The accumulative archive conforms 
to much of the knowledge that circulates our lives 
however analogue knowledge elicits a tacit character; 
it cannot be expressed explicitly such as in a book or 
verbal communication, it can be understood or implied 
without being stated however must be enacted to do so. 
It is an action, the process itself that embodies analogue 
knowledge, it cannot be expressed in another way, nor 
can it be ‘taught’. 

So how can one use architecture as 
an apparatus to facilitate the ongoing 
development and retention of analogue 
knowledge through enactment?

ii. CONCEPTS
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ENGAGED PRACTICE

Non-traditional archives such as the Sitterwerk, St. 
Gallen , Switzerland introduce archiving as engaged 
practice. It introduces an enacted means of archiving, 
a productive archive rather than the idle accumulation 
of material. The Sitterwerk Art Library is continuously 
expanding and the books and artefacts have no fixed 
location on the shelves, it is more dynamic where users 
are free to rearrange the books as they wish again and 
again. Radio frequency technology means that they can 
still be found however it gives a new dimension to the 
organisation of knowledge and its interaction with the 
user. [14]

The user (or reader) becomes the archivist.

“In the case of the productive archive, the 
archivist is understood as an active sparring 
partner and enabler of new relationships 
rather than a collector or consensual 
mediator.” [15]

(Studio Miessen)

[14]
‘Sitterwerk 
:: Mission 
Statement :: 
Sitterwerk.Ch’ 
(Sitterwerk.ch, 
2017) <http://
www.sitterwerk.
ch/en/sitterwerk/
mission-
statement.html> 
accessed 19 April 
2017.

[15]
‘Archival Practice 
Research | 
Studio Miessen’ 
(Studiomiessen.
com, 2017) 
<http://www.
studiomiessen.
com/the-archive-
as-a-productive-
space-of-
conflict/> 
accessed 19 April 
2017.
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PERFORMATIVE PRACTICE

I further propose a mode of archiving as performative 
practice. 

Archiving as performance goes beyond 
engaging in the categorising or formalising of 
the information and material that is hosted, it 
engages with the formulation of said material 
therefore giving direct interaction with its 
production.

It allows for the archiving of not only material objects 
but also the non-physical, action and thought. A much 
deeper resource for epistemology to grow. In this 
sense the archive is purely a vessel that allows for the 
production of knowledge to freely act as it will. The 
user being the one creating the knowledge (such as 
the craftsman) and the one choosing to engage with 
it from the outside, they are both able to engage and 
perform to the tune of that knowledge. It conforms to 
the requirements needed for a platform that can host 
analogue knowledge.
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IDENTIFYING THREATS
PUBLIC / PRIVATE DOMAIN

Knowledge has a dilemma, its control is 
contested between public and private 
domains due to the shift towards digitisation 
in our everyday lives. 

This ‘digital by default’ leads to every situation we 
encounter becoming ever increasingly dictated by some 
form of digital media that controls the way we engage in 
that situation. This can include anything from checking 
the weather to communicating within a workplace, it is 
the digital device that becomes the default means. 

Knowledge is contested because digital by 
default poses a threat to its distribution and 
production. 

Infrastructures such as the internet are resistant to any 
single point of failure and thus continually accelerate 
the flow of information. This can very much be to the 
detriment of the subject the user is attempting to access; 
the access to and distribution of such information or 
knowledge is very much controlled. When search results 
come back on an internet search engine, a million pages 
may appear, but it is the ordering of these results that is 
critical. The earlier a result appears on the list, the more 
convenient it becomes to the everyday task, regardless 
of the information in the remaining 999,999 pages. 

It is convenience that is being served as 
priority, not the distribution of knowledge, 
thus certain information is disregarded and 
falls out of circulation. 

This is in contrast to the more traditional context of 
a library where material is filtered by relevance and 
legitimacy. For example the more academic citations 
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the more valid it may be deemed. It is when the digital 
infiltrates more traditional knowledges that one must 
question its legitimacy. This threat is due to the split 
between public and private domains, the public being 
that of freely flowing information and knowledge. The 
private domain refers to the powers that control the 
interest of the discussed convenience of information, 
powers that can manipulate the way knowledge is 
distributed in order to market and enforce their agenda. 
It is this point of information or knowledge exchange 
that is critically controlled by the private domain; 
authorisation, authenticity, ownership and access 
are controlled. The digital therefore can facilitate 
the restriction and diminishment of knowledge as 
a public domain. The private domain roots itself in 
current infrastructures (Google is a private entity that 
controls a vast swath of access) therefore resulting in a 
shift towards knowledge of convenience, to the power 
structures that control the domain itself. 

It is the current web of distribution 
networks, the carriers of knowledge that are 
a detriment to knowledge itself. That is why 
an alternative means of storing and enduring 
more traditional knowledge, such as analogue 
knowledge, or craft is essential. 

The aim is for a setting that operates in the public sphere, 
not tailored to specific practices but opening them up 
to a public common ground that is free to explore, the 
enactments of knowledge make up this sphere.
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“[...] we do not operate in public spaces 
or public places, but in the public sphere. 
The question of site seems to reduce the 
question of the public sphere to special 
designated official physical places (town 
squares, parks, civic buildings and so on) but 
for us the public sphere includes any act of 
publishing or making public, so that means 
it can operate in a pamphlet in your pocket 
or a private commercial gallery. No site is 
more public than another on account of its 
physical qualities or official designation.” [16]
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Freee | Mute’ 
(Metamute.org, 
2017) <http://
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org/editorial/
articles/
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2017.



ANT - CAUGHT IN A SPIDER’S WEB

The fabrication of spaces and the built environment 
is the result of an interconnected set of networks, 
material (road and service infrastructure) or immaterial 
(institutional etc.), or so we thought. Actor Network 
Theory suggests a host of actors that are each connected 
to one another via a relation, an intermediary link,  of 
any size or significance. This much is true, the very 
example of six degrees of separation set out by Frigyes 
Karinthy [17] suggests this, that all living things and 
everything else in the world are only separated by six 
steps or handshakes, a chain of ‘a friend of a friend’ can 
be made to connect any two people in no more than 
these six steps. This is the level of interconnectivity 
suggested in the network of actors. Knowledge however 
requires a transition between actors and therefore its 
focal point is the threshold, the intermediary link. 

Only certain knowledges can be conveyed 
explicitly such that they can be stored and 
archived for later generations of actors to 
consume. 

A mathematician can record their calculations in 
a set of written equations to be picked up and read 
coherently one hundred years in the future.  The point 
is that this intermediary exists in time, in the case of 
the mathematician the information transfer can exist 
almost indefinitely however in the case of analogue 
knowledge it cannot, these are known as tacit knowledge, 
that which cannot be expressed explicitly. Therefore the 
intermediary exists as an exchange between two actors, 
the transfer of knowledge. As Tim Ingold describes it 
is not just a network of connections but an interplay of 
forces that create this knowledge exchange, the result is 
a series of meshwork’s.
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‘Six Degrees Of 
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wikipedia.org, 
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If we imagine this meshwork of knowledge transfer, it 
transverses actors as waypoints as it moves from one 
to the other through various interactions. Each actor 
contributes to their own degree, the knowledge is free 
to circulate as it wishes. Think of an upscaled inter-
personal, inter-disciplinary, inter-everything.. game of 
Chinese whispers. When restrictions are introduced it 
begins to divide actors into domains, those that are in 
control and those that are controlled. As discussed this 
is the point at which the knowledge begins to become 
restricted and impedes the potential for a wide swathe 
of knowledge to endure despite the boundless realm of 
meshworks. 

“My claim, then, is that action is not 
so much the result of an agency that is 
distributed around the network, but 
emerges from the interplay of forces that 
are conducted along the lines of the 
meshwork.”  [18]

(Tim Ingold)
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Archives host physical and digital records 
storing knowledge as deposited information. 
Analogue knowledges are enacted therefore 
cannot be stored in this way and depend on 
an action - individual actors enacting them - 
in order to remain in circulation. 

Is there a way that architecture can embody 
and address these knowledges such that they 
do not become depleted? 
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“The apparatus itself is the network that is 
established between these elements.” [19]

(Giorgio Agamben)
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ARCHITECTURE AS 
APPARATUS

To begin proposing a way that architecture can 
facilitate the retention of these forms of knowledge 
we can ascertain that analogue knowledge is akin to 
craftsmanship, the curating of knowledge so that it 
becomes a ‘craft’. 

Architecture can become an apparatus for 
crafts to flourish and endure. If craft is the 
enactment of an analogue knowledge, it can 
therefore be retained through the process of 
architecture. 

Traditional models of architecture intend to reach a 
destination or goal and are often therefore met with 
urgency resulting in loss of quality and resolve. Rather 
than reach this destination, the aim should be to delay 
the image where each architectural entity (building, 
structure, space etc.) becomes a mechanism to further 
expand and enrich it as a process and therefore those 
that occupy it. As we have established our knowledge is a 
part of the wide public domain and therefore a backbone 
of community and society to ensure a enriched breadth 
of knowledge. To address the challenge that faces 
its distribution within the public domain we should 
focus on analogue knowledge; that which elicits a tacit 
quality, and must be enacted or performed in order to be 
retained. It is important that we understand, critique and 
devise architecture as an apparatus that is enmeshed 
within our network of enactments. We can understand 
in Actor Network Theory that every act has a relation 
within a wider network between all things. Architecture 
as an apparatus for these crafts to be enacted implies 
that it acts as a mediator between the network of ever 
changing crafts and their actions. Giorgio Agamben 
states that the apparatus itself is the network that is 
established inbetween. [19]
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As an apparatus, architecture becomes an extension 
to the craft and the context surrounding it, it can quite 
literally be the production of the space in which it is 
hosted. It is not only a facilitator or producer of space, 
Agamben understands the apparatus as anything which 
can:

With analogue knowledge it can capture the act of the 
craftsperson or their craft, architecture is the vessel that 
can retain and support this knowledge in physical form 
or integrated into further processes. Architecture as the 
apparatus becomes a baton through which analogue 
knowledge can be distributed throughout a wider 
complex network. 

This apparatus, architecture, begins to introduce 
analogue knowledge into practice, thus pertaining a 
transfer or distribution of such knowledge that would 
otherwise not occur. If archives typically host physical 
and digital records storing knowledge as deposited 
information, we are here instead using architecture to 
host the act of analogue knowledge/ craftsmanship, an 
analogue archive. The proposal therefore is more of a 
laboratory than a practice, a space where individuals 
and groups can experiment, work, exhibit and share 
their knowledge in one collaborative environment. This 

“..capture, orientate, determine, intercept, 
model, control, or secure the gestures, 
behaviors, opinions, or discourses of living 
beings.” [20]

“My claim then, is that action is not so much 
the result of an agency that is distributed 
around the network, but emerges from the 
interplay of forces that are conducted along 
the lines of the meshwork.” [18]
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space as a practice environment provides flexibility to 
cater to a multitude of crafts so that they can enact as 
individual carriers of their retrospective knowledge. 
Think of a library but replace the bookshelves with 
studio spaces, the books are the craftspeople, and the 
text is the activity that is read. The difference here is 
that the reader can interact and intervene with the 
knowledge, they begin to acquire the knowledge for 
themselves, furthermore their active participation 
introduces their own experiences, the craft takes 
an unexpected turn and further evolves. Containing 
multiple crafts within one shared space will allow them 
to interact with one another, they then evolve out of 
further opportunities. This will generate unexpected 
results therefore enduring the process indefinitely. The 
space itself becomes an archive through the hosting of 
these analogue knowledges. 

The idea of containing a mixed workforce is not new, 
collaborative workspaces are becoming increasingly 
popular. It was once the norm for companies to provide 
workspaces centred around the individual, we can wince 
at the classic American film setting, legions of cubicles, 
row upon row, identical in every manner. Now however 
collaborative work is winning over individual work [21], 
work process is now more group focused. Workspace 
was once designed for the individual however this has 
grown into more open environments as parts of teams 
and it seems to work. At the extreme end of the scale are 
co-working spaces, these are spaces that accommodate 
freelancers, individuals, groups that simply need a 
desk space to operate from, they can rent this out on a 
flexible timescale. The result is an environment where 
a multiplicity of professionals can work and collaborate 
ideas. These work spaces have been popping up at an 
increasing rate, particularly in urban environments 
across America such as San Francisco, Boston and New 
York [22]. The UK has been the most responsive European 
country to the co-working trend [23], particularly in 
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London. An example is Central Working, with five 
locations across London alone and more across the UK, 
USA, South Africa, Israel and India, they are an exemplar 
to the trend. [24] Furthermore open and diverse office 
spaces can be seen within larger single corporations, 
Google and Pixar both strive to be at the forefront of 
environments that encourage collaboration. They claim 
it increases spontaneous ideas. 

If space that is flexible can support 
spontaneity, thus generating innovation, then 
why do we still segregate work types? 
 
Containing a multitude of crafts within one architectural 
entity shares many principals with a co-working 
environment, the difference being that the architecture 
as an apparatus forms an archive that intends to preserve 
the continuation of the knowledge that is being enacted 
within it, it serves an indefinite time span. Whereas 
the co-working environment serves flexibility so that 
its users can come and go on various timescales. The 
analogue knowledge is enacted as craft, multiple crafts 
are hosted by the architecture, the architect becomes 
enmeshed within the collective of knowledges serving 
to learn, share, exhibit and participate collaboratively 
to maintain their presence. From this environment 
analogue knowledge is retained through its enactment. 
Architecture goes beyond embodying and addressing 
these knowledges, the architect in practice acquires 
knowledge from collaboration and becomes the ‘master 
craftsman’, the sum of all crafts. Crafts being the output 
of analogue knowledge in practice. 

The architecture hosts both the physical 
activity and methodology for analogue 
knowledge to endure.
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SCORE
CHOREOGRAPHY

BRICOLAGE
The intent for the analogue archive revolves around the 
design process, a process that comprises not purely a 
preconception of the architectural entity but an ongoing 
embodiment of the activity that it intends to host. This 
embodied knowledge encapsulates all hosted analogue 
knowledges, as crafts, of which the architect, myself ties 
together to generate the overall proposition. This process 
is a step towards integrating the role of the architect 
much deeper across all fields that come together to form 
the built environment. 

Here I seek to fulfil the role of the master 
craftsman, not to dictate, rather coordinate 
a multitude of analogue knowledges (or 
crafts) to produce a highly considered piece 
of architecture. An architecture that not 
only embodies knowledge in its built form 
however also in its ability to host and further 
encourage the distribution of said knowledge.

Each knowledge that is embraced can be seen as an 
element and the coming together of different crafts 
can be seen as a bricolage. This bricolage of elements 
are explored as a ‘score’, they each contribute to an 
overall indicative way of moving forwards in design, 
construction and occupation. Much as with a dance 
score, the notations describe the dance providing an 
idea or intent for it to unfold. However it does not do so 
explicitly, nor does it explain how to achieve it. Together 
the elements of knowledge suggest how the archive can 
move forward, continue to expand and further evolve. As 
the master craftsman, the architect can write this score, 
a set of protocols or a framework of which the archive 
should operate within, it does not define the limits of the 
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design rather it provides a set of base guidelines. 

Here the architect sets a ‘score’ that 
‘choreographs’ a ‘bricolage’ of analogue 
knowledge (or craft). Architecture is the 
vessel of containment and developing process 
itself. 

The architecture is therefore a ‘choreographic object’, a 
constant process, it is in movement.
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“Every- body knows—and especially 
architects, of course—that a building is
not a static object but a moving project, and 
that even once it is has been built, it ages, it 
is transformed by its users, modified by all 
of what hap- pens inside and outside, and 
that it will pass or be renovated, adulterated 
and transformed beyond recognition. We 
know this, but the problem is that we have 
no equivalent of Marey’s photographic gun: 
when we picture a building, it is always 
as a fixed, stolid structure that is there in 
four col- ors in the glossy magazines that 
customers flip through in architects’ wait- 
ing rooms.” [25]

[25]
Latour, B., 
Yaneva, AIn: R. 
Geiser, editor(s). 
Explorations in 
Architecture: 
Teaching, Design, 
Research. Basel: 
Birkhäuser; 2008, 
p.80.
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WALMER YARD

Walmer Yard is a residential scheme in West London, 
conceived by British architect and academic Peter 
Salter. The scheme revolves around four finely crafted 
houses that have emerged after a period of over 13 years 
from conception to completion. Salters approach is 
towards the design of spaces for living. The structure 
and material however show the finely crafted intention 
of the project. Materials have been chosen to meet 
their intended purpose rather than convenience, cost 
or ease of construction. This has resulted in a crafted 
approach, attentive to bringing through the purity of 
the idea and realising it. The materials and techniques 
employed required exacting craftsmanship. Elements 
that have been introduced requiring a demanding level 
of craftsmanship include a series of irregular copper 
domes, each with uniquely created seams. These three 
dimensional curved forms covered in copper sheathing 
had to be realised on site, their irregularity meant that 
the detailing could only be decided by working in situ 
with the material. The workers, or craftspeople, had to 
bring their experience and skill which is then trusted 
to create details that have not necessarily been done 
before. [26] 

The entity as a result presents an architecture 
that embodies the craft and knowledge that 
has been poured into not only a space to 
dwell but to inquire and explore. 

It truly does adhere to Pye’s ‘workmanship of risk’, 
exposing itself over such a long period of time. Few 
projects are able to maintain such steady traction, 
Walmer Yard has been fortunate to have financial 
backing to support and realise Salters process. 
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“The joinery shop at furniture school is 
where craftsmanship is first learned and 
then developed through the mind’s eye 
of the apprentice. Endless timber joints 
are constructed and judged for their 
appropriateness and precision by the 
hand worker. Entering the workshop, the 
smell of toil, timber and glue reaffirms 
the necessary discipline needed to make 
perfectly constructed timber. Like a batsman 
going to the crease, an obsessive gesture 
is necessary to face the opposition and to 
make a successful innings. It is the iterative 
process whereby one learns from others 
the ‘way of the road’. One finds one’s own 
gestures, perhaps a way of standing, or a 
particular pair of shoes, a grip of the hand 
saw, or a ‘friendly ‘ tool trusted to be used 
over and over again. The craftsman’s tools 
are not sentimental trinkets or charms, but 
honed pieces of equipment that enable 
the craftsman to reproduce detail with 
precision; they are never lent or borrowed. 
On site, the craftsman always has his own 
tools.” [26]

(Peter Salter)
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ISE SHRINE

The Ise Grand Shrine, also known as Ise Jingu, is a 
complex of 125 shrines across Ise City, Mie Prefecture, 
Japan. It is Japans most sacred Shinto shrine, Shinto 
being the country’s largest religion comprising of 54% of 
the population. [27]

The shrine itself is purportedly up to 2,000 years old. 
One of the significant aspects of its history and further 
existing effect is that every 20 years the buildings are 
torn down and rebuilt on adjacent sites. This has been 
repeated for the past 1,300 years, a ceremony known 
as Shikinen Sengu an astounding achievement by 
any standards. Furthermore each iteration is rebuilt to 
exacting specifications such that they are continually 
new yet also in existence as their original form. The 
current set of buildings are in their 62nd iteration, the 
next of which is scheduled for the year 2033. [28] [29]

The importance of rebuilding the shrine every 20 years 
holds more than sentimental value, it helps preserve the 
original architecture and the skill that has been poured 
into it against the effects of time, such that the crafted 
knowledge can be endured. 

Artisan skills such as fine woodworking 
and carpentry are abundant in Japanese 
craftsmanship, the underlying concept of Ise 
Jingu pertains itself as an apparatus for them 
to be sustained.

It is a process that can be likened to the concept of 
an analogue archive, the focus is very much focused 
towards the process of enactment to retain knowledge. 
Given that each of the shrine buildings is an exact 
imitation it further adopts the same techniques in 
constructing them. 
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“It also involves the wish that Japanese 
traditional culture should be transmitted 
to the next generation. The renewal of the 
buildings and of the treasures has been 
conducted in the same traditional way 
ever since the first Shikinen Sengu had 
been performed 1300 years ago. Scientific 
developments make manual technology 
obsolete in some fields. However, by 
performing the Shikinen Sengu, traditional 
technologies are preserved.” [28] 
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SITU
As explored early in my shifting of definitions I do not 
choose to view ‘site’ as such a grounded and given entity. 

As with the interrogations of the Laboratory 
of Immediate Architectural Intervention 
at Umeå School of Architecture I too work 
to question architecture’s apparatuses and 
conclusions. 

Just as what makes a laboratory a laboratory, the 
concepts of immediate and intervention are open. So 
too are the notions that we all explore as architects such 
as ‘site’. I have already concluded that the definition of 
‘site’ can be shifted to something that is made up of the 
elements existing in a given moment of time, therefore 
creating situation. It is the specificity of a situation, 
happening in-situ at a given moment, as a result of a 
multitude of factors.

When deliberating a potential geographical location to 
situate the analogue archive, a more suitable term is ‘situ’, 
the situation of being in an original place or position.  It 
is further important to consider numerous other factors 
that relate to the process, embodiment and longevity of 
the craft in which it hosts. The analogue knowledges 
emerge and evolve from the in-situ components, what 
is already there.

The process of the analogue archive must first evolve 
from a principal point, that point is a primary craft from 
which further can be introduced such that the archive 
adapts and grows. By taking the primary craft of the 
forest or lumber worker as an example, a primary craft 
is introduced. They depend on a resource of sufficient 
lumber from which they produce from felling trees. 
Areas such as this are abundant in the north of Sweden 
therefore there are a wealth of locations to be situated. 
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Considering the longevity of the archive such 
that it can expand and grow we must look 
towards its resources two-fold; both physical 
proximity or convenience of raw material 
or conditions (if required) and locality of a 
population of people. 

The second is crucial to the longevity of the archive as the 
proximity of a city such as Umeå, Västerbotten, provides 
the resource for craftspeople to sustain there craft and 
livelihood economically, however being detached from 
Urban areas allows the archive to become more self 
sufficient, a resilience whereby craftspeople begin to 
depend upon one another. Furthermore physical space 
upon which it has potential to expand as and when 
necessary is vital. 

A viable solution is to situate the archive towards the 
outskirts of Umeå municipality, close enough to the 
centralised urban district, its population and resources 
but far enough away to generate an isolated feeling. 
The area of Skeppsvik and Ostnäs, approximately 15-
20km from the centre of Umeå, offer convenient situ 
for the process of the archive to be accommodated. The 
archipelago provides an idyllic and somewhat isolated 
feeling for the craftspeople such that they can focus 
entirely upon enacting their knowledge and craft.
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vi. SITE

NATURUM

Naturum functions as a portal to nature, they are a 
collection of centres situated over the whole of Sweden 
that are open for all and are a possibility to learn more 
about nature and the environment in locations of strong 
natural interest. It is the location of these centres that 
is interesting because they are distributed across the 
entire country and are relatively isolated yet situated on 
infrastructure routes. As a tourist facility, it encourages 
movement to areas that would otherwise not necessarily 
be visited. The principal of the analogue archive could 
be used in a similar way such that multiple sites, or 
situ’s, with crafts that emerge from each location. The 
advantage is that a network would begin to appear 
and as this expands so does the meshwork (as Ingold 
explores) of relations between the archives and their 
retrospective knowledges. 

The buildings and spaces that are created are waypoints, 
literally and in respect of the methodology. It never ends 
at one particular entity, these become mechanisms 
to further relay the process and methodology. After 
each one is completed the methodology itself adapts 
accordingly as it too is working in analogue form. It 
is not specifically client or single actor orientated but 
emerges from the field of actors distributed throughout 
its network of relations. The knowledges further 
become retained through the architectures that they are 
themselves developing and sustaining. 

A widened network has the possibility 
to re-establish analogue knowledges in 
epistemology and breakdown the hierarchy 
that has emerged as a result of private and 
public domains.
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vii. CRAFTSPEOPLE

ARCHITECT 
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ARCHITECT
MASTER CRAFTSMAN

When thinking of the enduring aspect of the archive 
it could be thought of as curation, the activities that 
are happening are indeed an act of craftsmanship, as 
a whole the craftspeople together create the entire 
process of constructing the archive. 

The architect as one of the enmeshed actors 
or archivists contributing towards this process 
is becoming the ‘master craftsman’.

By positioning myself as a craftsman I adhere myself to 
analogue epistemology, and as such Pye’s workmanship 
of risk. The architect crafts ones own role within the 
archive, into that of master craftsman. 

That of a designer, choreographer and most 
importantly a mediator; the architect should 
fulfil the role of the intermediary, at the core 
of the meshwork such that they can relate 
to all crafts and processes involved in the 
building process. 

In the wider scope the role of the architect has been 
marginalised, cast aside from full engagement such 
that they become another consultant. The analogue 
archive works such that all can operate on a level field 
whereby they bring their skills forward and others are 
able to learn and develop ideas and solutions together. 
Collaboratively they can hone, share and distribute 
their skills, and begin to curate analogue knowledges 
in a much more enriching environment. The architect 
is an enmeshed actor within the archive and it’s own 
microcosmic meshwork of relations.

Furthermore the idea of being engaged at all levels of 
the process challenges discourse to understand a wider 
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“Here again we are defining architecture 
not as an ‘it’ but as a process, or perhaps an 
apparatus. Again: architecture is a verb, i.e. 
to architect. Supporting this active stance, 
we focus on the transformational nature 
of the interventions that are performed in 
real times and places, and work through the 
concept of the performative (in relation to 
the speculative projective practices of most 
architectural production). Our focus on the 
performative in practice means that our 
bodies are explicitly entangled in our work, 
and underline our view that we are, in an 
ecological and expanded ‘cognitive’ sense, 
both ‘distributed’ through things and places 
and other people and discourses as well as 
somehow ‘bounded’.” [30]

(Alberto Altés & Oren Lieberman)

[30] 
 Alberto Altés 
Arlandis and 
Oren Lieberman, 
Intravention, 
Durations, 
Effects (1st edn, 
Spurbuchverlag 
2013), pp. 35-36.
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spectrum and progress the built environment. Being 
enmeshed within all trades and disciplines the architect 
can begin to transform into a truly multidisciplinary 
developer of society. In this instance it is tailored to 
analogue knowledges but has the capacity to be part of 
the wider profession and the world it engages with.

TO ARCHITECT

Architecture in this process of craft (or 
analogue) be can thought of as a verb, to 
architect, it too is an acting knowledge that is 
being embodied into the archive. 

At the Laboratory of Immediate Architectural 
Intervention we view this verb, to architect, very much 
as an enacting role that shapes society and the spaces 
in which we occupy. It too is an action, the belief that 
architecture is limited to an aesthetic programme 
or sole production of buildings is a very despondent 
thought. Of course architects are often praised for their 
work, of which gains recognition because their name 
is labelled to it. It would seem then that architects 
themselves can already be archiving, placed on a 
shelf, to be quoted and referenced. But what about the 
processes, the very energy that has  gone into creating 
such a piece of architecture, let alone those that actually 
built the thing and brought it into reality? Or even those 
that the architect has crossed path with over their years 
of education and professional experience, all of whom to 
some degree have had an impression of some sort thus 
the idea is entrenched in a much wider network.  
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PROTOCOLS

Through the role of the master craftsman one can 
introduce rules and architectural qualities that are 
instilled in the project. This comes from the view of the 
architect as one of the craftspeople. 

These rules and qualities become protocols 
for the project as it develops that assist in the 
choreographic element of the archive as it 
expands into the future. 

Combining architectural, construction and material 
knowledge with those that are occupying the space, it 
becomes a much more organic space in form, function 
and evolution.

HAND

To draw by hand means to engage in an 
analogue process as well as the tools that are 
needed to produce drawings. This is not to 
say that CAD is not, rather specifically due to 
the thought process required in developing 
the idea and conveying it in the drawing and 
thus the proposal that is created.

 Furthermore I am opening myself up to Pye’s 
workmanship of risk; the work is very much uncertain 
and less polished until it is conceived as a finished 
drawing therefore it requires complete faith in the idea 
that exists within the mind of the architect, myself. 
Opening oneself up to failure in an otherwise digitally 
dictated profession is a real risk, however this digital 
dominance can, and often does, restrict ambition and 
ideas as they become limited to the users ability to 
operate software. For fresh and innovative ideas one 
must return to a stripped back and raw means.
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The translation of the idea in this process is acting 
within the scope of analogue knowledge and crafting 
the project as a whole. 

The advantage of drawing by hand is not 
only an aesthetic value that is achieved but 
an increased articulation of thought process; 
ideas, calculation and problem solving are 
all embodied into the page itself, from pencil 
residue to ink blemishes and the scratches, 
alterations and corrections.

As with Pye, a theorist, architect and craftsman himself, 
I have chosen to construct my own tools, the drafting 
board is bespoke to my own specification. It enables 
myself, the architect, to not only speculate on how I 
create ideas and put pen to paper but also engage in the 
crafting process of the tools themselves. As a result a 
deeper more tactile understanding of the craft begins to 
emerge.  
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FRAMEWORK

To begin developing a series of spaces for the analogue 
craftspeople to occupy, I originate from a simple grid or 
framework. 

Much like the setting of a score it begins to 
set up a set of rules for which it does not 
instruct the resultant series of spaces rather 
guides them as they are developed. 

Beginning with a 5 metre square grid I begin to use 
this as a reference for dimensions, furthermore the 
intersections create nodes that begin to indicate the 
boundaries of space. To avoid monotony all spaces 
are skewed from these nodes at varying angles thus 
creating a more intriguing set of spaces. It is in part to 
bring in a trademark of the architect, myself, and to add 
a coherence throughout the architecture. The threshold 
between these volumes as a result becomes more 
complex as it shies away from the natural tendency to 
create right angles.  
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FORM

A greater thought is needed in resolving 
junctions due to the intent of the archives 
angular derivative. The form that is 
constructed of a multitude of complex angles 
is for the sake of the craft itself.

An increased focus is therefore needed on resolving 
junctions and details, the idea itself, each and every 
one becomes bespoke and must be highly considered. 
Furthermore where multiple components come together 
that are of varying materiality it requires a collaboration 
between craftspeople to create a fine detail of highly 
considered workmanship.

Workshops used by the craftspeople have very different 
configurations depending upon the spatial and lighting 
requirements that are desired. That is why instead of 
providing them with clean and crisp, modernist, white 
boxes that dictate and limit their activity, they are 
allowed to dwell within according to the needs of the 
craft. The outer form may be somewhat set however 
they can adapt the ample internal space and further 
influence newer additions to their needs. This can 
be achieved by pooling resources from the rest of the 
collective archive.
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CIRCULATION

The analogue archive is a practice laboratory that invites 
individuals and groups to experiment, work, exhibit and 
share their knowledge in one collaborative environment. 
To maintain this environment with a collaborative edge 
it is paramount that there is a flow of space between 
workshops. It is just as important to showcase and 
distribute knowledge through engagement as well as 
‘archiving’ it. Therefore the archive has been designed 
to develop as a series of individual entities that can be 
occupied by individual analogue knowledges. 

A sequence of space is kept between these 
entities for circulation around the entire 
archive. Should one knowledge space have 
the need to close, the circulation around the 
building is maintained.
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THRESHOLD

A series of core intermediary spaces lie 
between the knowledge ‘studios’, they act 
as a negotiator between craftspeople and 
their retrospective knowledges. The contrast 
between these spaces is articulated through 
both volume and materiality. 

The intermediary spaces are open to the public and 
craftspeople alike, to discuss, share and relax. The 
architecture illustrates this as the intermediary 
demonstrates itself as a hunkered down and more 
intimate space, a threshold of comfort. Whereas the 
analogue ‘studios’ open up into a cavernous void, 
presenting ample space to adapt and accommodate 
whilst the contrast between the two emphasises 
the presence of the studios as it steps up in volume. 
Additionally the materiality references the qualities of 
the two spaces, the intermediary utilising a brick façade 
to represent a solid, grounded presence and the larger 
studio volumes primarily use a lighter airier timber 
approach.
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SAWYER
FOREST

The process from tree to lumber is still very much 
the same as centuries ago, a log enters one end of the 
sawmill and dimensions of timber exit the other. This 
timber becomes the building blocks of the analogue 
archive. It all starts from within the forest, the first 
pine tree is carefully selected for harvest before any 
machinery or apparatus makes contact with the bark. 
The lumber worker over time has accumulated vast 
experience and an eye for nature, they begin to work 
off of instinct. The next stage is to fell the tree and 
buck it, the process of cutting the felled tree into more 
manageable logs. After limbing, the removal of branches, 
and debarking, the felled logs arrive for processing at the 
sawmill. The craftsman further eyes the material and 
sorts them for end use, dimensional lumber, plywood or 
even woodchips, it is at this stage that ideas start to be 
envisioned. [31] 

LUMBER

The logs roll in on the mill where they are sawn into 
four sided timber, the occupational term for such work 
is a sawyer. Here the lumber worker sees through the 
process homogenously from raw to finished timber, 
furthermore they begin to initiate the structure that will 
set in motion the architecture for the analogue archive. 
Seasoning the lumber reduces moisture content before 
use, this is very much dependant on the destined use 
and quality of material. Lumber, or timber, is traditionally 
air dried however modernised methods involving kilns 
have also been developed. [32] Engaging in the traditional 
way of air drying timber provides an opportunity to 
initiate an architectural entity. The lumber in 200mm 
square dimensions is stacked resting on 45mm square 
divisions for storage and drying. The walls that emerge 
encase the sawmill as a workspace in its own right.
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[31]
‘Sawmill’ (En.
wikipedia.org, 
2017) <https://
en.wikipedia.org/
wiki/Sawmill> 
accessed 24 April 
2017.

[32]
‘Wood Drying’ 
(En.wikipedia.org, 
2017) <https://
en.wikipedia.org/
wiki/Wood_dry-
ing> accessed 24 
April 2017.
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“A noteworthy aspect in wood construction 
is the reciprocity of technical advancement 
and tectonics. And that is why architects 
who are interested in the interplay of 
material and design play a key role in the 
development of wood construction.” [33]
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[33] 
‘Review Of 
Architecture And 
Construction 
Details, Timber 
Construction’ 
[2016] Detail, 
p.118.
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CARPENTER
STRUCTURE

The carpenter possesses skills that are perhaps most 
prevalent with the public’s general perception of what 
craftsmanship is, it is very much working with raw 
materials in a tactile manner. As it may be their hands 
are possibly the most useful apparatus, either handling 
dimensions of timer or more advanced machinery. 
The carpenter and the lumber worker have a close 
relationship, they interdepend on one another for 
resources and material, and very much need to work in 
sequence. 

The introduction of the carpenter means that they must 
conform to an analogue way of working and introduce 
themselves from what is already there, the stacked 
timber that has built up a space for the sawmill to 
operate. As the timber is being stacked into carefully 
formed walls under the watchful eye of both the lumber 
worker and the architect, the carpenter simultaneously 
begins to feed themselves in. Using dimensions of 
timber fresh from the sawmill they begin to introduce 
a structure in and around the existing stacked timber. 
Somewhat of a scaffold system that will start to form 
the wider structure of the archive and allow individual 
craft spaces to emerge. The first challenge between 
craftspeople is also introduced, feeding structural 
elements and beams through the existing stacked wall 
structure such that a self-supporting structure emerges. 
At this stage there is no use of screws or nails, purely 
relying upon the carpenters skill in joinery and the 
material they are presented with. Exception is made 
to ensure the stacked timber remains as one, as with 
Zumthor’s Swiss Pavilion, metal cables are used in 
tension to compress the timber and give it structural 
rigidity.         
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WRIGHT
BOAT BUILDING

Boat building is a craft that is very much still alive in 
Sweden, the tradition and skill continues to be carried 
down through generations and forms an incumbent 
part of heritage to the country’s archipelago. It is one 
of the oldest branches of engineering, concerning the 
construction of hulls, masts and rigging. It is paramount 
that the structural properties are finely tunes and 
crafted. 

‘Wright’ derives itself from the old English term ‘wryhta’ 
or wyrhta’ [34], meaning worker or shaper of wood. Later 
becoming a common occupational worker, such as 
shipwright, someone who builds boats, or wheel wright, 
someone who builds and repairs wheels. Ironically 
the term ‘carpentier’ [34], now known as carpenter, was 
introduced during the middle ages and has taken over 
the occupational title. However in the instance of the 
analogue archive the boat builder introduces themselves 
in parallel to the carpenter. 

The boat builder, or wright, introduces skills in 
engineering and forming wood. Lamination techniques 
are introduced and together with the carpenter, lumber 
worker and the architect, a set of beams are introduced 
to span the volumes of the archive that are starting to 
emerge. These vast spans of up to 20 metres or more 
require substantial glue laminated timber beams of 
1 metre in depth. The advantage here is that they are 
very much thought of, drawn up, sourced and built in-
situ, not just in locality but from the collective of skilled 
minds that are occupying the archive. This very much 
demonstrates the embodied nature of the craftspeople, 
their analogue knowledges and the architecture within 
which they dwell. 
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[34]
‘Wright’ (En.
wikipedia.org, 
2017) <https://
en.wikipedia.
org/wiki/Wright> 
accessed 25 April 
2017.
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SMITH
METAL WORK

The smith exhibits their skill and ability to work with 
and transform metal. In the traditional crafted sense 
a metalsmith is often referenced as a blacksmith, 
coppersmith, goldsmith, silversmith or tinsmith. The 
term ‘smith’ itself derives from old English ‘smiþ’, 
meaning one who works in metal, and is related to the 
word ‘smitan’, meaning to smite or strike. [35] A reference 
to the toil and enduring effort required in applying this 
facet of knowledge.

The boat builder introduced earlier works 
simultaneously with the carpenter to develop a roof 
structure that spans the series of voids for the archive. 
In collaboration with the other craftspeople, the smith 
introduces a rolled zinc layer to the outer roof to begin 
waterproofing the archive. The obscure angular roofs 
inclined in irregular directions requires in-situ bespoke 
input. solutions. Furthermore they work to advance 
their own knowledge by introducing their own solutions 
to demanding and meticulous details. Details that work 
to minimise the use of obtrusive standing seams and 
integrate discreet and concealed drainage systems. 
Furthermore the introduction of another material 
requires comprehensive discussion (through testing 
and enacting) in-situ between all craftspeople.

[35]
‘Smith (Sur-
name)’ (En.
wikipedia.org, 
2017) <https://
en.wikipedia.org/
wiki/Smith_(sur-
name)> accessed 
25 April 2017.
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“The ongoing development of new 
concrete mixes demonstrates just how 
diverse the technical and design potential 
of this material is. Pier Luigi Nervi once 
wrote that reinforced concrete was the 
finest building material man has ever 
created - an understandable statement if 
one considers all the projects in which 
planners have handled the material in an 
inquisitive, sensitive way and were willing to 
experiment with it.” [36]
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[36]
‘Review Of Archi-
tectur, Concrete 
Construction’ 
[2016] Detail, 
p.244.
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BÉTON
CONCRETE LAB

Béton Brut is a French term meaning raw concrete, it is 
used to describe architectural surfaces that are formed 
of the material, usually unfinished and exposed after 
the casting process. As such the final surface often 
shows an impression of the formwork used to cast the 
concrete, this is very often deliberate to create texture 
and patterns for either aesthetic or tactile character. It 
came through in the brutalist architecture movement 
in the 1950’s and 1960’s and became very popular in 
institutional buildings such as the Hubert H. Humphrey 
building in Washington D.C. The exposure of such 
large amounts of concrete gave a heavy and dominant 
presence, somewhat representing the character of what 
was often a Governmental organisation. [36]

Brutalism does not particularly generate a light, open 
and welcoming environment when contrasted to its 
predecessor, early 20th century modernism. However 
the use of concrete as a material in architecture has 
been pioneered by so many architects worldwide and a 
variety of impressive designs have been realised. 

The analogue archive presents the opportunity for a 
skilled worker in concrete to further their knowledge 
and challenge it in the form of a laboratory. As a 
laboratory the craftsperson experiments in the forming 
of concrete in collaboration with the resources and 
other craftspeople already present within the archive. 
The crossing of skills and materiality in the creation of 
the archive itself means that new and untested methods 
may emerge. The concrete specialist here works in 
tandem with the carpenter and wright in particular, they 
collaborate to construct the formwork for the concrete 
walls of which will also then take the load of the glue 
laminated roof beams. This is very much working in 
contrast to the norm in construction as the roof structure 
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[37]
‘Béton Brut’ (En.
wikipedia.org, 
2017) <https://
en.wikipedia.org/
wiki/Béton_brut> 
accessed 26 April 
2017.
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here is already in place and the pouring of the concrete 
is introduced at a later stage.

There are significant advantages that this craftsperson 
contributes to the archive. Firstly it is the experimental 
nature of the construction phasing, with an added 
materiality that is for the sake of the archive itself. It 
will allow a wider opportunity and a need to collaborate 
a wider spectrum of knowledge into resolving details. 
Here complications actually benefit the premise of the 
archive as details emerge that will require testing and 
enacting in-situ. 

Secondly the use of concrete introduces impressive 
strength and formability with almost endless 
possibilities. It holds the properties required to take the 
loads of the structure that is being built up. 

Lastly and most importantly is the in-situ requirement 
with a live element of interaction, the formwork and 
pouring must work in harmony. This can be seen as an 
embodying of the process of a collaboration of crafts 
in conjunction with creating something of enhanced 
character. The vertical shuttering in this instance 
impregnates an impression of the timber formwork, 
a reference to the lumber worker, carpenter and 
wright. Architecturally this added texture references 
dimensions of other elements of the building therefore 
tying it in holistically. It further softens an otherwise 
heavy material. 
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MASON
STONE & BRICK

The meaning of mason derives from old terms ranging 
between maker, builder, chisel or sledgehammer. [38]  They 
all correlate in the working with stone or brick material, 
either in occupation to build or prepare it for building 
purposes. The wide variety in which pieces of masonry 
can be assorted and arranged allows for a range of 
spatial configurations. Throughout history and still 
today, bricklaying for example has consisted primarily 
as following a repetitive, predetermined arrangement of 
blocks in a regimented pattern. By experimenting the 
patterning of the material, the use of one single type 
of component can create awe inspiring and powerful 
effects. 

In the analogue archive a series of thresholds are 
created as intermediary spaces between craftspeople 
and their workshops. It is a space to relax, reflect, 
and share knowledge, an intermediary not only 
between physical spaces but an opportunity to cross 
knowledge. These intermediary thresholds consist 
of smaller volumes that are more comfortable and 
hunkered down in relation to the craft spaces. As such 
brick is chosen as a construction material not only to 
introduce further interaction of craft but to enforce the 
desired heavy and secure feeling of the architecture. 
Furthermore the mason uses their occupation within 
the archive to experiment and further their knowledge 
through making, testing and acting much like Aalto’s 
experimental house. They can chisel, fire and construct 
prototypes within their space as well as combining 
skills with others in the archive in constructing the 
brick facades. In contrast to typical masonry, the bricks 
in this instance are laid at a 45 degree angle as opposed 
to horizontally. This introduces challenges in structure, 
construction and solutions to junctions, new ideas are 
constantly being tested, and knowledge exercised.
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[38]
‘Mason - Wik-
tionary’ (En.
wiktionary.org, 
2017) <https://
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accessed 27 April 
2017.
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viii. REFLECTION

REFLECTION
ANALOGUE ARCHIVE

The longevity of the archive, its evolution, duration 
and effect is open ended. As a methodology, it proves 
as a facilitator for analogue knowledge to be enacted. It 
further fulfils the role of an archive, that which can store 
and withhold something, in this instance, knowledge 
through embodied action. The method of storing such 
knowledge is rather unconventional and therefore relies 
upon an abstracted idea of archive or indeed storage. 
It’s reliance upon shifting definitions of concepts is 
indeed an artistic practice, even so it is this form of 
investigation that is needed to generate new concepts 
that can further be proposed and explored. 

The idea of the analogue archive works in a hypothetical 
context as it would be detached from very real world 
parameters to become realised, let alone sustain itself 
as a perpetual construction process. The reality is that 
economics is a driving force behind the realisation of 
a project in the built environment therefore its growth 
is dependent on generating finance, enough of which to 
sustain this building process. 

AS PRACTICE

Despite its hypothetical context the analogue archive 
does explore principals that can be introduced into a very 
real means of practice. A practice that also experiments, 
works, exhibits and shares knowledge between groups 
and individuals by functioning as a collective. Through 
in-house collaboration and development services can 
be provided that enrich output and quality of work 
produced whilst simultaneously reducing cost.

All craftspeople are equal stakeholders in the collective 
as well as their retrospective craft, they all share an 
equal voice. Each craft is independent and in control of 
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their own output, it is up to the individual craftsperson 
to set out their terms of engagement within guidelines 
as set out by the collective.  The aim is to generate 
security and encourage a collaborative approach that 
helps benefit one another. Where possible the collective 
supports internal trading among its craftspeople, 
encouraging the trade of time and knowledge as direct 
currency. Time and effort is directly rewarded.

As architects and designers, we should 
not just oversee but also experience the 
entire process from initiation through to 
completion. Therefore, the primary ambition 
in practice should be to create and maintain 
an open environment between all crafts, 
establishing the role of the architect as an 
active participant within the process as a 
whole, a master craftsman. 
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ISBN CITY
ISBN 91 89451 24 4

The ISBN City is a cartographic exploration of an inquiry 
into the background and relations of ISBN 91 89451 24 
4. The International Standard Book Number is a unique 
identi er assigned to each edition of a book in either 
printed or digital form. It is a cartography within itself 
that maps out its properties in a consolidated form that 
encapsulates a vast network of institutions, entities and 
relations.

This mapping reveals microcosmic meshworks that 
give rise to inquiry into the distribution of information 
knowledge, its infrastructures, rights of ownership and 
practice. Beyond the surface we begin to discover the 
multitude of layers that lead toward a loss of common 
knowledge or knowledge as a commons. Heightened 
rate of interconnectivity has resulted in in a threat to 
these commons.
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LiAi
LABORATORY OF IMMEDIATE 

ARCHITECTURAL INTERVENTION *

At the Laboratory of Immediate Architectural 
Intervention, we believe that - in order to qualitatively 
transform the worlds we inhabit - our only option is to 
understand, critique, intervene in, and devise the various 
apparatuses that are enmeshed in our enactments of the 
world as human beings, and therefore as architects. We 
explore the possibilities of architectural practices that 
conceive and articulate diverse processes of community 
development and transformation.

The Master’s program is structured around the idea of 
architectural intervention, interrogated in relation to 
its duration and effects in and around the community 
where it takes place, indeed, in it its potential to create 
community. 

We define architecture not as an ‘it’ but as 
a process, or an apparatus; in our sense, 
architecture is a verb: to architect. 

Rather than refer to the (paradoxial) limiting of 
intervention’s ‘in-between’, we posit a new concept: 
Intravention.

Intra’s focus on the ‘within’ establishes intraventions 
as (already) a part of the spaces and times in which 
they are ‘intravening’. When we ‘intravene’, we cut 
within the site we inhabit to conceive and construct 
it. Intravention also speaks about intentionality: one 
decides what the intravention includes or excludes. 
It is therefore an intensely political act, as well as an 
aesthetic one.The work of the LiAi questions one of 
architecture’s apparatuses - the oft-persistent mirroring 
and representation of spaces of neoliberal agendas - 
and develops transversal, diffractive methodologies 
that produce effects in exchange with, and to transform, 
sites. 
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The laboratory interrogates an expanded 
notion of site: sites, as apparatuses, are made, 
not ‘given’.

We ‘make’ and ‘construct’ our sites as we intervene, 
in relation with governmental agencies, diverse 
institutions, people, materials, things and other actors.

Real local, regional, national, and global issues 
transverse the laboratory’s practices of performative, 
immediate intervention in , and transformation of, 
space in ‘real time and place’. Whilst the program’s 
approach can be related to certain artistic practices, it is 
rooted in an understanding of spatial conceptualisation 
and production as the architect’s most important skills.

The Laboratory broadens the architect’s range of 
activities, and empowers its community through 
its members’ ability to actually make a difference. 
This making a difference entangles us ethically and 
politically in the world.
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SITES
ANGENCIES

MATTERS OF CONCERN

The matters of concern have evolved since the LiAi was 
established. Just as we define them in terms of found 
texts and references and our own particular ontologies 
and epistemologies, so too the students: they are 
presented with these diptychs or triptychs of matters 
of concern and are asked to ‘map’ as well as to think 
through them. They do this with the knowledge that 
they are not quite sure of the meanings either... and yet, 
their mappings produce the meanings as they go, just as 
they are ‘diagnostic’ in the sense that they reveal certain 
predilections and preoccupations.

These matter of concern, as enacted in the mappings 
for instance, achieve specificity... they no longer reside 
soley in the discourse of the ‘about’, but in the lines and 
colours of the visualisations on screen or printed out.

What is happening here is not an application 
of theory, but a making of tangible agendas and 
positions, i.e., a making of theory. 

The matters of concern enable this positioning and 
demarcation of areas of interest and... yes, concern. 
But the areas are not abstracted, they are very real 
and resonate with spaces and flesh and things and 
interactions...

These matters of concern are not only tools for ‘mapping’, 
or for exploring and delineating agendas and positions 
but are also very concrete instances of thought. Though 
as framing devices they indicate realms of perception, 
thought and action, they are as well open enough to 
allow the production of the unexpected, the exploration 
of the uncertain, and the joy of speculative play. They 
are ways of approaching crucial questions, things that 
genuinely matter. And their openness makes them 
excellent learning apparatuses as we have to work 
our way(s) through them and with them, exploring, 
discussing, speculating, testing and learning in the 
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process of proposing what they could be or what they 
are. 

Learning is here not a transferring of a series of frozen 
definitions, but a process and a practice through which 
a situated concept ‘becomes’. And it becomes in concert 
with things, spaces and discourses, in cocert with 
worries, intuitions and fascinations, along the lines of 
our movements in the city, and around the sites of our 
interventions. 

These, our matters of concern, are tools for 
‘architecting’ the world responsibly.
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BODY / APPARATUS

CRITICAL / PROJECTIVE / RELATIONAL

AGENCY / STRUCTURE / ANT

THE OTHER / DIFFERENCE

THE OTHER / COEXISTENCE

TRANSVERSALS / MICROPOLITICS

AESTHETICS / POLITICS

FRAGILITY / AFFINITY

AFFORDANCE / GIFT

DIFFRACTION / REPRESENTATION

DISCOURSE / EVENT

DOCUMENTATION / JUDGEMENT

MAKING / SENSE
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