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PREFACE
In the Resource, the magazine for both
teachers and students of the Wageningen UR,
an article about ‘Landscape Readers’ drew
our attention (Resource, 2001). In this item,
based on a research of Coeterier et al (2001),
it is stated that the Dutch landscape can be
compared with art; you have to learn how to
love it (Resource, 2001).
Coeterier turned out not to be the only person
writing about the relation of people with the
landscape. Both Spek, professor in historical
geography, and Spirn, professor in landscape
architecture and regional planning, describe
their concern about people who are not able
to read the landscape anymore (Spek, 2004)
(Spirn, 1998). What we found interesting in this
is not the ability of people to read a landscape
to understand its physical processes, but
the existence of a language of landscape
that people can read unconsciously for their
own pleasure and well-being. A language
with its own structure, style methods, and
deeper meanings. A language to which Spirn
connects the use of 34 figures of speech, which
are able to attract meaning even beyond the
expected (Spirn, 1998).
These ideas fascinated us, and made us
start wondering what we, as landscape
architects, can contribute to making people
see and experience the landscape again,
and moreover what the role of the language
of landscape could be in this. This report,
together with an oral presentation, and three
A0 posters are the products of our Landscape
Architecture Master thesis at Wageningen UR.
With this thesis we offer insight in a landscape
architectural design approach based on
language, tested at the industrial area of
Coevorden. The aim of this project is to get
people to experience, enjoy, and love the
landscape again, by using language in the
design process.

Coevorden; the landscape structure, the
colours, sounds, and influence of seasons. We
got to know its development, its inhabitants,
ideas and dreams. We took over a thousand
pictures, read the book of Spirn, our bible,
about four or five times, and came across a
lot of pitfalls and unexpected turns.
It was a difficult though incredible interesting
journey in which we were constantly motivated
by the enthusiastic and critical reflection of
our supervisors Ir. Paul Roncken and Ir. Rudi
van Etteger. Thank you for your motivation,
feedback, and interesting views related to our
project.
Furthermore, we got a lot of assistance and
inspiration during the project. Thanks to Els van
der Laan for her inspiration, Theo Spek for his
expertise, and the municipality of Coevorden,
with in particular Wilfried de Jong and Frank
Romboud for their expertise and help in
practical matters. Next to them, we want to
thank the attendees of the workshop, Inge
Kersten for her inspirational talks, and LOLA
Landscape Architects for their feedback and
inspiration.
Finally, we want to thank our fellow students,
friends, and family for their support throughout
our whole thesis project. Especially Jeroen
and Edith for a nice workplace and the fresh
baked bread every day and Hugo and Govert
for reading a big part of the report, and their
patience and interest throughout a period
wherein we were focused at mainly one thing:
design language.

During time we explored our design area
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their help in the creation of a broad range of
design ideas.

The relation between man and landscape
is at the moment a much-discussed topic.
As a result of different processes shaping
contemporary society, like globalization and
on-going technical developments, people
are getting separated from the surrounding
landscape. Bringing people in contact with
this landscape again is a broad and interesting
subject wherein landscape architects could,
or even should, play a role.

On the basis of different interviews and
workshops we chose Coevorden in the south
of the province of Drenthe as design area.
Coevorden is a town with little policy on the
urban fringe area. The urban fringe area in
general is an area where people do not feel,
due to problems as cluttering and a poor
accessibility, connected to. In this project
we use the term surrounding landscape
to describe the area around the towns’
neighbourhoods. Despite these problems and
a lack of policy, the surrounding landscape of
Coevorden is an area with a lot of potential.

Anne Whiston Spirn is one of the authors who
writes about this topic. Spirn describes the
landscape in an extraordinary way. In her
book ‘The Language of Landscape’ (1998) she
compares the landscape with a language.
One of the tools structuring the language of
landscape Spirn describes in her book, are
figures of speech. These figures of speech
are derived from literature, and are literally
a word or phrase used in non-literal sense for
a rhetorical or vivid effect. In the landscape
they can be used to attract meaning other
than expected. Three thesis projects written
within the Master Landscape Architecture at
Wageningen UR use some of these figures of
speech as a design tool. They state that the
figures of speech are a promising way to
design with.
The aim of this thesis project is based upon
these two topics: the disconnection of
people from their surrounding landscape
and the language of landscape. The goal of
this project is to connect people again with
the landscape that surrounds them, which is
done in two different ways. The first way is the
creation of a literal connection for people to
the surrounding landscape, by opening up
the landscape through the development of
a walking route leading towards and through
the area. The second way is to emotionally
connect people with the landscape by using
figures of speech as a tool in the design
process. The figures of speech are used for
both their eye-catching purpose as well as
8

Interestingly, the surrounding landscape
of Coevorden is at walking distance for all
inhabitants of the town. The problem is that a
lot of the roads you have to use to reach this
area do not offer any walking facilities. In this
thesis we focus on the southern, industrial area
of Coevorden based on multiple reasons:
there are a lot of people living in the adjacent
neighbourhood, close to the area which most
of the inhabitants of Coevorden consider to be
the least attractive area of the town. Despite
this aversion against the area, the industrial
area is characteristic for the development
of the town. A last important reason is the
challenge we found here; we saw this area as
the most challenging area to design for.
The design of the walking route for the
inhabitants of Coevorden is based upon a
process of drawing design ideas on the basis
of 23 of the figures of speech described by
Spirn. In the process of understanding the
figures of speech we made a distinction in
the 34 figures of speech Spirn describes in her
book. Of the six categories that Spirn uses to
introduce the figures of speech, one category
shows another type of use of the figures of
speech within this category, and is therefore
not used explicitly in this process.
In the landscape analysis the design area is
split up in six characteristic areas. On the basis

of a typical picture of each of these areas
we developed 23 different ideas for each of
the six places. We compared the 138 final
drawings both objectively and subjectively
per place (23 drawings at once) as well as per
figure of speech (six drawings at once).
Based on these comparisons we made a
selection of drawings which we used as a
design input. We optimized these ideas by
investigating their optimal size, the available
facilities and the transition areas in between.
The final design shows a diverse landscape
wherein people can make walks of different
lengths. There are several eye-catching
elements adapted in the landscape which
will help people to both experience and
remember the landscape surrounding them.
Although this is a theoretical study and nothing
can be proved without the implementation
of this idea, both the literal as well as the
emotional connection of the inhabitants of
Coevorden to the surrounding landscape
have become a credible possibility.
We experienced the translation of the
description of figures of speech given by
Spirn in a design tool as a nice and inspiring
way to design. The whole range of figures of
speech makes it possible to systematically
create a lot of diverse ideas for one place.
This, plus the clearness about the descriptions
of the individual figures of speech which make
it easy to talk about, makes the figures of
speech an interesting design tool to use within
the landscape architectural discipline.
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I
GETTING STARTED

INTRODUCTION TO A DESIGN EXPERIMENT
In this first chapter the topic of the project will
be introduced to get an idea of the content
and the aim of this project. We started this
project from our personal experience and
fascination, which we describe in paragraph
1.1. During the orientational phase we found
interesting literature about this topic. These
findings, underpinning our experience, are
set out in paragraph 1.2. In the subsequent
paragraphs we focus on what our contribution
herein as landscape architect can be, we
discuss the knowledge gap in paragraph 1.3,
the significance of our research in paragraph
1.4, and after that the purpose in paragraph
1.5. In the last paragraph 1.6, the design area
will be introduced shortly.

1.1 FASCINATION
In an introductory lecture at one of the
open house days at Wageningen UR of the
study Landscape Architecture and Spatial
Planning, we were warned: “from now on,
you will never see the landscape anymore
without thinking about it…” (Roncken, 2006).
This is a statement that we never forgot and
which we, moreover, were able to agree with
after our first week of lectures. As landscape
architect you are always thinking and reading
about the landscape, wondering how a
specific landscape works and might look after
the implementation of your design.
One speaking example illustrating this is
an ordinary train journey. When we, being
landscape architects, sit in a train and look
outside we are not just staring without seeing
as so much people around us do. We really
look at, almost experience, the landscapes we

figure 1.1 sitting in the train and thinking about… the landscape
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pass through. Hereby we are always thinking
of, and how to work with, this landscape. How
did this landscape develop to the way it looks
nowadays? What happened at this specific
place in this landscape? And what can we do
with this landscape?
There are several authors writing about this
landscape we are confronted with every
day. One of them is Anne Whiston Spirn,
who describes in her book ‘The Language
of Landscape’ (1998) the landscape in
an extraordinary way. Spirn states that
“landscape has all the features of a language”
(Spirn, 1998 p. 15). In her eyes the language
of landscape can be spoken, written, read,
and imagined. When we first read about the
landscape as being a text, ready to be read
by anyone passing by, we were fascinated,
triggered to get to know more about this idea
about landscapes and the role of landscape
architecture in particular.

Spirn describes the language of landscape as
a tool to not only read, but also to understand
the landscape. Landscapes are full of signs
of hope and warning, telling something
about the story of a specific place. In Spirns
perception most people have forgotten this
language of landscape. They can no longer
read the signs. Spirn argues that knowledge
is essential in the ability to read a landscape
(Spirn, 1998).
One of the tools structuring the language of
landscape Spirn describes in her book, are
figures of speech. A figure of speech is “a
word or phrase used in a non-literal sense for
rhetorical or vivid effect” (Oxford Dictionaries,
2013). Spirn states that landscapes are
unconsciously laden with figures of speech.
These figures of speech are derived from
literature and are used in the landscape
to attract meaning beyond that “originally
intended and foreseen” (Spirn, 1998 p. 217).
A figure of speech can be seen as a tool to
focus people at something. They are often
used for eye-catching purposes in the form
of an intentional deviation (Encyclopaedia
Britannica, 2013).
The description of the figures of speech as a
way to structure the language of landscape
triggered us. We think that these style
elements could be an interesting tool for
landscape architects. Both to enlarge the
designer’s vocabulary, as well as to make it
easier to intentionally use specific deviations
or eyecatchers in a design.
During our expedition through Spirn her
theories and ideas, we slowly started to
stray off the path constructed by Spirn, got
persuaded by related views of other authors
and constructed our own path.

1.2 CONTEXT
Back to our train journey and daydreams
about the landscape we are passing by.
When you try to talk about one of the
remarkable things you note in the landscape
with your travel partner, you realize again that
not everyone in this train is thinking about, or
does even really see the landscapes you pass
through. Landscape architects are in general
always aware about the contemporary state
of the landscape surrounding us, though a lot
of other people are not.
There are a lot of authors who describe
situations similar to this experience we had.
While Spirn states that people are not able to
read the landscape anymore, other authors
are more general and state that people
are getting disconnected from the ‘normal’
landscape surrounding them. Placelessness,
inauthenticity, sameness, the standardization
of landscapes and especially meanings
of place, are important topics (Arefi, 1999)
(Gustafson, 2000). Both Gustafson and Arefi
state that the loss of connectivity is a result of
modernity, the world as ‘information society’,
and globalization processes (Arefi, 1999)
(Gustafson, 2000).
This blindness towards our own living
environment leads to a separation of us and
the world in which we live. Generally, we are
not aware of the world in which we live as our
own environment anymore (De Jong, Lafaille,
and Bertram, 2008). From the moment you
wake up, you probably cross your garden,
the street and neighbourhood where you
live, and the environment around the office
building you work, to reach your desk.
Probably though, you would not describe any
of these places when describing a landscape.
The term landscape often evokes images of
impressive snow capped mountains, wild
coastlines or ancient woodlands (Saito, 2007).
These places, which people imagine when
talking about landscape, are rarely part of
the everyday environment people live in. In
15

general, the public tends to be more attracted
to the unfamiliar and the spectacular, and
seems to be blind to our everyday landscapes
(Saito, 2007).
As Spirn states though, we imperil ourselves if
we keep failing in reading and speaking the
language of landscape. According to her it is
an important task to relearn this to improve the
connection between people and landscape
(Spirn, 1998). A statement which is underlined
by the De Jong, Lafaille, and Bertram in their
book ‘Landschappen van verbeelding’ (2008)
in which they state that consciousness about
the world wherein we move, about the world
as our personal environment, the landscape in
which we as inhabitants live, could help us to
better understand our own lives and support
us in our self realization (De Jong, Lafaille, and
Bertram, 2008).
We think that landscape architects could,
even should, play a role in the reconnection
of people with their own, direct environment.
Landscape architecture, as a design
discipline, is part of a landscape culture that
is more than just a realization of work (De
Jong, Lafaille, and Bertram, 2008). Before
the realization of a design one develops a
vision, and gathers ideas, knowledge, and
imagination. After the realization a design
develops and grows through time, becoming
part of the experience and imagination of
the user (De Jong, Lafaille, and Bertram,
2008). By making a design for the direct living
environment of people, landscape architects
can make people experience the landscape
in which they live again. The goal of this thesis
is to search for a way to achieve this.

1.3 KNOWLEDGE GAP
A combination of our fascination for the
language of landscape and a context
wherein people lose their connection with the
landscape surrounding them, challenged us
to start working with both these aspects.
We started our search for background
information about working with the language
of landscape, by reading three thesis projects
written at Wageningen UR. The first of these
three projects is the thesis of Bart van der
Westen and Peter Westerink, ‘Landscape
Articulation’ (2006). In this project Van der
Westen and Westerink research the potential
and applicability of narratives in the landscape
architecture discipline, whereby they make
use of a selection of figures of speech in the
design process.
Of main interest in this project is one of the
conclusions drawn. Van der Westen and
Westerink state that figures of speech can be
used as a design tool in the development of
a landscape narrative and might, moreover,
also be useful in other design approaches
(Van der Westen and Westerink, 2006).
Both Knoot and De Waal, ‘Brown coal mining
and rehabilitation, a landscape chronicle’
(2009) and Hermens, Van der Salm and Van
der Zwet, ‘A Working Landscape for New
Orleans’ (2010) continued in their thesis
projects on the findings of Van der Westen and
Westerink. They both used this information as a
given fact, without reconsidering its value.
Interestingly, all the three thesis projects use
the figures of speech in the design process,
but they all use only a selection of the figures
of speech described by Spirn, while we think
that especially the whole range would be an
interesting and helpful tool to design with. The
effect of using all the figures of speech and
how to design with this whole range is not
researched yet. Also Spirn does not make this
design step on the basis of the figures of speech
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she describes in her book. She only describes
the figures of speech as a way to read the
landscape, though does not describe how to
use them to design a landscape with.
Spirn describes the figures of speech by giving
different examples based upon her own
experiences. Most of the time these examples
are not designed but came into existence
naturally. Moreover, most of the examples
shown are based on elements rather than
designed landscapes.
The strength of the descriptions Spirn gives is the
diversity of the examples. She gives examples
of landscapes in different parts of the world,
shaped across time by different cultures.
The description of the figures of speech itself
however, is for us too brief to understand
both the meaning of every individual figure of
speech as well as the aim of this way of reading
the landscape. This deficiency is underlined
by Bunske, a geographical professor at the
University of Delaware Edmunds, who states
that the codified design principles are “too
moderate in description to scintillate the nonspecialist” (Bunkse, 2002, p. 154).
Summarizing, figures of speech are considered
to be an interesting tool in a design process,
though there are several important facets
which are not researched yet. Spirn gives lively
examples of the 34 figures of speech in her
book but these descriptions do not completely
explain the meaning of every individual figure
of speech thoroughly. Moreover Spirn mainly
gives examples on the basis of elements rather
than landscapes, as well as examples that are
mainly developed natu rally instead of being
designed. Neither Spirn nor the authors of the
three thesis projects translate the whole range
of figures of speech from a written text in to a
design tool.

1.4 SIGNIFICANCE
During our education we attended several
design courses wherein we got acquainted
with the process of designing. At Wageningen
UR, the landscape approach (described in
paragraph 3.1 at page 32) is in this process of
main importance. While this approach gives
you insight in landscape processes, potentials
and problems, it often results in one or a few
landscape concepts based upon a specific
context. Throughout our Bachelor and Master
Landscape Architecture we started to wonder
how we knew if one of these concepts would
be the best intervention. How can you come
up with more creative ideas, and moreover is
there a way to systematically apply creativity?
When we started to delve in the subject of
landscape language, we soon recognized
an interesting value in a conscious use of style
elements of this language in a design process.
The use of figures of speech as a design tool
could be an interesting extra step in a design
process next to - certainly not instead of - using
a landscape layer approach.
A first advantage of the use of a whole range
of figures of speech is that it leads to diverse
and maybe unexpected directions. In this
way the range might help to come up rather
systematically with both a lot of, as well as
very diverse ideas. This way of systematically
designing diverse ideas might be a valuable
input in participation processes.
A last possible added value of the figures of
speech might be a help in discussions about
landscape interventions within the landscape
architecture discipline. The descriptions of
the individual figures of speech might be
a help to talk about a defined topic rather
than something that can easily be perceived
in different ways. In this way they could be
elements of the designers language, which
everyone in the discipline should speak and
understand.
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1.5 PURPOSE

1.6 AREA INTRODUCTION

As introduced in paragraph 1.2, people
are getting disembodied, or disconnected,
from their local context.The purpose of this
project is based upon this finding, and can be
summarized as the aim to reconnect people
with their surrounding landscape.

This thesis project uses the town and
surroundings of Coevorden in Drenthe as
design area. Before starting the project, an
exploratory talk with Ingrid Duchhart, professor
landscape architecture at Wageningen UR,
introduced us to the organisation ‘Atelier Mooi
Drenthe’.

The term ‘connecting’ can be split up in a literal
and figural aspect. In this thesis is focused on
both these aspects to be able to reconnect
people with their surrounding landscape.
Based upon the literal meaning of connecting,
we will provide access to, and open up the
landscape. The landscape will be made
accessible through the development of a
walking route for the inhabitants of the design
area, as a low threshold invitation. Opening
up the landscape is a literal connection of
people with the surrounding landscape.
On the basis of the figurative meaning of a
connection, we will try to make people aware
of the landscape, let them experience and
notice the landscape surrounding them again
by using figures of speech as a design tool. The
goal of figures of speech is to focus someone
at something. They might function as a trigger
for people to notice landscape elements. Our
goal herein is not to make people recognize
the intended figure of speech in the landscape,
but to evoke reactions of people, opening up
their eyes, and focus them at something. We
do not want to make them understand the
meaning, but show them something is worth it
to look at. As well as in literature, you are not
always aware of the use of a specific figure of
speech while you are still able to notice the
intention of the writer.
In this thesis is focused on the inhabitants of
the design area Coevorden, that will be
introduced in the next paragraph.
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Atelier Mooi Drenthe is headed by Els van
der Laan, working as landscape architect
at Bureau Noordpeil in Friesland. Together
with provinces, municipalities, water-, and
social organisations, they are working on the
spatial quality of the province of Drenthe.
One of the pillars of the Atelier is the urban
fringe area of towns and villages in Drenthe,
which are researched from 1900 until now.
Commissioned by the Atelier, LOLA Landscape
Architects mapped the spatial and functional
characteristics of several urban fringe areas in
Drenthe (Atelier Mooi Drenthe, 2012).
The research of LOLA Landscape Architects,
together with some deeper research into
Drenthe by attending diverse workshops
(lectures of Theo Spek and several workshops
of Atelier Mooi Drenthe), and interviewing
Theo Spek about his work in Drenthe, have
resulted in a deeper focus on Coevorden.

choosing Coevorden
For decades, urban expansion was the
economic drive in and around cities and
towns. Without new expansion there was no
money to invest (Atelier Mooi Drenthe, 2011).
In a personal interview we had with Els van
der Laan, she stated that “the period of the
development and expansion of the fringes
of villages and towns is merely over. The
urban fringe area has become stable, and
is expected to stay at the same place in the
coming forty years” (Van der Laan, 2011).
New initiatives in the urban fringe and the
development of these areas towards the need
of the citizens are thus interesting tasks for the

near future (Atelier Mooi Drenthe, 2012).
The urban fringe area though, is a landscape
where people are mostly not connected to.
The area is often experienced as nobody’s
land, as a left over space of which the role
is often unclear (VROM, 2010). It is often an
area of cluttering and experienced as an
unattractive place (VROM, 2010). Next to this,
a good connection with the city is absent
which makes the area not easily accessible
(Hendriks, 2010). These characteristics of an
urban fringe area make this an interesting
area for us to design for.
The surroundings of Coevorden can be
recognized in the description of an urban fringe
area. The landscapes around Coevorden
town though, definitely have some interesting
potentials and characteristics as well. At the
moment there is less policy in the field of
spatial planning for the urban fringes areas in
Drenthe, and in particular for the surrounding
area of Coevorden (Pleijster and Veenstra,
2011) (Atelier Mooi Drenthe, 2011). Stated
by one of the founders of LOLA Landscape
Architects, Eric-Jan Pleijster, Coevorden can
be seen as a town covered with sand, with
several valuable characteristics hidden under
this mountain of sand (Pleijster and Veenstra,
2011).

that the outside area of Coevorden loses its
character, which he described as a negative
development (Van Lomwel, 2011). They also
noticed the little use of, and the little attention
paid to, the surrounding area of the town. An
interesting outcome of the workshop was the
distinction the participants made between the
areas worth and not worth to visit. Some areas
they never visit, for example the southern,
industrial area. “In that case you enter an
industrial area, and there is no reason at all
to go there” (Kuiper, 2011) (Romboud, 2011).
In the box at page 62 in chapter IV a more
detailed description is given of this workshop
and the outcomes.
Reviewing both the statements of Els van der
Laan, the research into the urban fringe area
executed by LOLA Landscape Architects,
and moreover following our own interest,
the surroundings of Coevorden town are an
interesting, challenging, and meaningful area
with a lot of potential to use in our research
project. In this project the urban fringe area
itself is not researched in more detail, though
a lot is said and written about this area. A brief
overview of this is given at page 20 (box urban
fringe).

Interesting is that comments of a regent dating
back to the year 1611, show the awareness
of the attractiveness of the surrounding area
of Coevorden already at that time in history
(Molema, 2004). Nowadays the municipality is
still concerned about this, and states that the
town has an inward character that is mainly
caused by the presence of a ring road around
the whole town (DLG, 2000).
In a workshop with a small group of inhabitants
of Coevorden we organized, several interesting
statements about Coevorden and desirable
future developments came up. The inhabitants
of Coevorden seem to be slightly aware of the
state of the landscape around Coevorden.
One of the attendees of the workshop stated
19

BOX | URBAN FRINGE
In this report we speak a lot about ‘the
surroundings of Coevorden’. We started our
project in this area after we came in contact
with the term ‘urban fringe ’. The urban fringe
is an interesting topic that still generates a lot
of discussion. A topic which could definitely be
a whole thesis project on itself. Therefore we
chose not to adapt the term urban fringe, but
to show this box as an intermezzo with some
background information about the topic that
influenced the choice for our design area.
Thinking about an urban fringe, most people
come up with a romantic image of this area;
of an exciting, adventurous area where kids
can play; an area as the dramatic line in
between expanding towns and fading land.
Nevertheless, reality is more diverse (Hendriks,
2010). The urban fringe is often an area of
nobody, no urban and no rural area, but an
area in between where urban and rural turn
their backs to each other (VROM, 2010). Due
to a lack of control on the urban fringe area in
the past, these areas became often cluttered
and poorly accessible (Hendriks, 2010). This
‘leftover space’ is still often used for the
development of new business areas, holiday
resorts, waste disposal companies, water
treatment plants etcetera, often resulting in
an even more anonymous place (Atelier Mooi
Drenthe, 2011).

definition of the term urban fringe, though it
does give a description of both words apart
from each other:
urban (adjective) “in, relating to, or
characteristic of a town or city: the urban
population” (Oxford Dictionaries, 2013)
fringe (adjective) “(often the fringes) the outer,
marginal, or extreme part of an area, group, or
sphere of activity” (Oxford Dictionaries, 2013)
This definition indicates the existence of the
relation between fringe and town as well as
the urban characteristics of such a fringe when
the words are combined. In literature more
extensive explanations about the term can
be found. The CPB Netherlands, Bureau for
Economic Policy Analysis, gives an overview
of the international terms used instead of the
term ‘urban fringe’ to be able to develop one
clear, Dutch definition (Hamers, 2009).
Architect and urban planner Sieverts
developed the first concept used in the CPB
research, ‘Zwischenstadt’, in 2003. Important
in this theory is the idea that urban and
rural are not strictly separated anymore. A
zwischenstadt is a diffuse urbanized landscape
with urban as well as rural characteristics
(Hamers, 2009).

In 2010 the Dutch ministry of housing, spatial
planning, and environment stated that the
urban fringe area deserves more attention
in the spatial planning sector. Also in the
world of landscape architecture, the urban
fringe slowly becomes a more common
subject. Despite of the increased interest in
the subject of urban fringe areas though, one
clear description for such an in-between-zone
does not yet exist. Available literature shows a
whole range of different definitions from which
it is quite impossible to choose just one.

Since the 1930’s, more attention is paid to the
situation in the urban fringe itself. And it is in
one of those first studies that the term urban
fringe came into existence. Other terms used
for the area wherein urban and rural meet
and get intertwined are countless. Some
examples are urban-rural, rural-urban fringe,
urban shadow and city’s countryside (Hamers,
2009). In his book ‘Buiten Westen: Planologie
op avontuur aan de stadsrand’ (1994), Han
Wezenaar also shows this diversity of terms,
stretching from suburban downtowns, a city
of realms, peripheral centres and edge city,
up to galactic city and pepperone-pizzacities
(Wezenaar, 1994).

The Oxford Dictionary does not give a

These different concepts cannot be applied
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in the Netherlands directly because of the
differences in time of the process of spatial
deconcentration, and the differences in both
spatial scale and governmental structures. A
Dutch description of the urban fringe could
be that it is part of the bigger peri-urban area
that stretches in between the urban area of
towns and the peripheral situated rural area
on the other side, which is divided in three
different zones (Hamers, 2009). The first zone
is the urban-edge, which is a sharp boundary
between urban and rural area. The second
zone is the urban-edge area, which is the area
that forms the border along the urban land.
The third zone is the transition-zone, an area
with predominantly rural land use (Hamers,
2009).
This definition is quite comparable with the
definition given by Han Wezenaar in his book
‘Buiten Westen’ (1994), which is adapted in
the research of LOLA Landscape Architects of
the urban fringe areas in Zuid-Holland as well
(LOLA Landscape Architects, 2011). Herein
is not only focussed on the relevance of the
physical edge but more particularly on the
space wherein urban and rural area influence
each other spatially (Wezenaar, 1994).
The discussion about the urban fringe, about
where the urban area ends and the rural
starts, flares up constantly and will probably
keep doing this throughout the coming years
(Frijters, 2004). Every individual perceives as
well as uses the area in another way (Van Eijk
and Rozendaal, 2002), but in general the urban
fringe is seen more and more as a vulnerable
area, which is the most important incentive
for this research project. Independent of
the discussion about the name and exact
location, the urban fringe area inhabits an
area with a lot of potential.
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Coevorden
Coevorden is located in the province of
Drenthe. The name Coevorden refers to both
a municipality and town. The town is located
in the southern area of the municipality of
Coevorden. To get an idea of the size of the

town, figure 1.3 shows two maps wherein the
size of Coevorden town is compared with the
size of Wageningen town. Despite the two
towns are comparable in size, there are only
14.000 people living in Coevorden (CBS, 2011),
which is a quarter of the amount of people
living in Wageningen.

figure 1.2 Drenthe, the municipality of Coevorden, and Coevorden town in the Netherlands

figure 1.3 scale comparison of Wageningen (white dashed line) and Coevorden (orange surface in the right picture)
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II
RESEARCH PROCESS

OVERVIEW OF THE RESEARCH QUESTION AND METHODS USED
In
the
subsequent
paragraphs
the
background of the ideas that are on the basis
of a lot of decisions taken during the process
of this project are explored. Our landscape
architectural lens is the basis of the worldview
we are working with. These fundamental
aspects in shaping the research project are
explained in respectively paragraph 2.1 and
paragraph 2.2. Based on our purpose, stated
in the previous chapter, our architectural lens,
and worldview, the research question is set up
in paragraph 2.3. We end this chapter with an
exploration of the methods we used to answer
this question, and the relation of research and
design throughout the project in paragraph
2.4.

2.1 ARCHITECTURAL LENS
Creswell describes in his book ‘Research
Design, Qualitative, Quantitative, and Mixed
Methods Approaches’ (2009) a research
design on the basis of the intersection between
philosophical worldviews, selected strategies
of inquiry, and research methods as shown in
figure 2.1 (Creswell, 2009). The influence they
have upon each other makes it important to
explain the basic ideas upon which a strategy
and methods are based.
During our studies we started to develop the
basic ideas of influence on our strategy and
methods, based upon the beliefs of the faculty
of landscape architecture where we took part
in both the Bachelor and Master Landscape
Architecture. Throughout this time we
attended several excursions to, for example,
Copenhagen, Hamburg, and New York; took
part in a half-year minor in Delft; worked as an
intern in offices in both the Netherlands as well
as abroad; worked as students assistant at the
university; and participated in a summer school
in Peru. Through this we came in contact with
a lot of different people with ideas about the
landscape and landscape architecture in
general. These aspects together influenced
the formation of our landscape architectural
lens.

made and natural systems are researched.
We belief that the landscape which surrounds
us all is of influence on every ones well being
(De Jong, Lafaille, Bertram, 2008). We belief
therefore that it is important that people
are aware of, and feel connected to, the
landscape.
A landscape can be seen as the result of
different processes where one is often not
conscious about. These are both natural
processes like climate change, as well as
social processes, for example cultural change
and globalization. When dealing with a
spatial issue we learned to understand the
different landscape layers, influenced by their
continuous interaction.
In chapter I we introduced the context of
this research project, in which we introduced
the problem of a disconnection of people
with the landscape. We investigate this issue
as a spatial problem, based in the different
layers of which a landscape exists. On the
basis of our background and ideas, we belief
that landscape architects can play a role
in the reconnection of people with these
landscapes.

Landscape architecture is a holistic discipline
wherein the complex relations between manphilosophical
worldviews
• postpostive
• social construction
• advocay/participatory
• pragmatic

research methods
research designs
• qualitative research
• quantitative research
• mixed methods research

selected strategies
of inquiry
• qualitative strategies
• quantitative strategies
• mixed methods strategies

figure 2.1 framework of a research design
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• questions
• data collection
• data analysis
• interpretation
• write-up
• validation

2.2 WORLDVIEW
Our landscape architectural lens shaped our
basic set of beliefs, which can be placed within
a certain worldview. In the next paragraph a
short overview is given about the worldviews
of influence in our thesis. This background
information enables us to explain why we
chose the methods used.
Creswell describes a worldview as “a basic set
of beliefs that guide action” (Creswell, 2009,
p. 6). A worldview can be seen as a general
orientation about the world and as a nature
of research that a researcher holds (Creswell,
2009). In this project we made use of different
methods, based upon the views related to
different worldviews. Like a landscape exists
of countless different facets which all have to
be researched in their own, most suitable way,
this project exists of different elements which
could not be handled in one and the same
way.

The main part of our research can be
recognized in the social constructivism
worldview, wherein meaning constructed
by human beings and the understandings
of a context are of importance. Aspects
important in this worldview that can be
recognized in our project are for example the
importance of the background perspective
and the basic generation of meaning. The
knowledge generated through a research
within this worldview cannot be generalized,
but is embedded in the unique context of
physical and social environments (Lenzholzer,
Duchhart, Koh, 2013).
Based on the types of worldview described,
this research project can overall be typified
as a qualitative research. In particular in
the starting phase, where the postpositivist
worldview is of more importance, some
quantitative research is done as well.

Creswell describes four different worldviews:
the postpositivist worldview (or scientific
method), the social constructivist worldview,
the advocacy (or participatory) worldview,
and the pragmatic worldview. In the next
section the worldviews that have influenced
our project will be described.
A small part of our research can be traced
back to the post-positivist worldview or
scientific method, which reflects a need to
“identify and assess the causes that influence
outcomes” (Creswell, 2009, p. 7). A postpositivist worldview is often part of a predesign phase (Lenzholzer, Duchhart, and
Koh, 2013). Only when both the research
topic and the design area are determined,
one is able to use this classical view upon
research (Steenbergen, 2008). In order to
collect information about our research topic
and area we worked objectively to gather
quantitative information, in line with the key
assumptions of this view, to serve as a basis for
the rest of the project.
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2.3 RESEARCH QUESTION

2.4 METHODS

On the basis of our two-fold purpose we
distinguished our research question. This
research question is, typical for a qualitative
research, open-ended (Creswell, 2009). Like
our purpose, this question is two-fold and can
be divided in to a research and a design
related part, formulated as:

“The process of research involves emerging
questions and procedures” (Creswell, 2009,
p.4). It is hard to find a statement that describes
our research better than this sentence. We
started our thesis project with a fascination
for the relation of modern man with the
landscape. The fascination we started with,
as well as the subject that resulted from this
fascination were rather broad, and in the
process of narrowing down we changed the
research question several times. In this chapter
we give therefore not only an overview of the
final, but of the most important methods used
throughout the whole process.

In what way can the figures of speech,
distinguished by A.W. Spirn, be translated in to
a useful design tool,
and
how can this tool be used in designing the
surroundings of Coevorden, while enhancing
the connection between people and
landscape?
The first part of this question shows the
direction of the research part of this project,
while the second part of the question directs
the design part. They both contribute to the
main purpose of this project, both the literal as
well as emotional connection of people with
the landscape. The two parts of the question
will slowly intertwine throughout the process.
In chapter VII (page 206) we will discuss and
reflect upon the stated research question.

Before introducing the different methods
used, it is important to distinguish between the
different types of research used. We already
stated that this project is mainly a qualitative
and subjective research although the
research has characteristics of a quantitative
and objective research as well. Deming and
Swaffield introduce in their book ‘Landscape
Architecture Research, Inquiry, Strategy,
Design’, three different strategies to describe
the range from objective to subjective
(Deming and Swaffield, 2011):
• objectivist strategies: searching for an
understanding of realities in the world which
exist independent of the researcher
• constructionist strategies: the generation
of knowledge through the interaction of the
researcher (and his background) and a reality
• subjectivist strategies: knowledge of reality
as the product of individuals and society
Another important difference in the type
of research applied is the relation between
research and design. In this thesis we made
use of the three types of relations between
research and design as described in
‘Research through designing’ in landscape
architecture’, by Lenzholzer, Duchhart and

28

Koh (2013), namely:
• research for design: research informs design
in order to improve the quality of, as well as to
substantiate, the design
• research on design: research on finished
design products or processes, for example
case study projects and plan analyses
• research through designing: the designing
itself is employed as a research method
The integration of design and research
practices is a complex, but important
challenge (Deming and Swaffield, 2011) and
therefore we tried to make this relation visible
throughout the whole process.
The following paragraphs give an overview
of the methods used. In every step we will
emphasize the type of strategy used, and
the relation between research and design
in this phase. We introduce this on the basis
of a design process. Although there are, as
Motloch states in his book ‘Introduction to
Landscape Design’, as many design processes
as designers (Motloch, 2001), it is possible to
find commonalities in these processes. Every
design process includes at least four phases,
including a problem definition, the ideation
of ideas, the implementation of those ideas,
and an evaluation afterwards (Motloch,
2001). Although we describe these four steps
here as being a linear process, in reality this
is a cyclical process, which makes it easier to
constantly evaluate the problem and improve
a design idea.

problem definition
To be able to come up with a design solution,
first the problem has to be defined thoroughly.
A detailed analysis, which identifies the
individual components and their interrelations,
is therefore indispensible (Motloch, 2001). The
collection of information in this project can be
subdivided in to two different strategies; the
collection of general and of local knowledge.

The information gathered serves as a basis
to substantiate the design, and is therefore
an example of a ‘research for design’
investigation.
1. General knowledge.
In this phase we worked according to the
ideas typically for a postpositivist worldview
and an objective research strategy. Important
in this phase is the gathering and categorizing
of information to give a broad overview of the
(objective) information available.
• literature study: we read books, articles,
scientific publications, thesis reports and
governmental reports
• map study: this study is mainly based on
data of Geo Information Systems (GIS) of the
WUR geodesk, maps made available by the
municipality of Coevorden, and Google Earth
• ‘unprepared’ fieldexcursions: we visited
the site several time, sometimes with as less
preparation as possible, in order to objectively
experience the place
2. Local knowledge.
This phase is also about gathering information
but the source of this information is different.
While the gathering of general knowledge
speaks about objective information, this
subcategory is about the ideas, opinions, and
knowledge of involved individuals and groups.
This phase is typical for a subjective strategy in
which the knowledge gathered is perceived
as the products of individuals and society,
typical for a social constructivist worldview.
• interviews: we talked with persons with
different relations to the topic, either using a
predefined questionnaire, or a more free talk
with some main topics
• workshop: the workshop was an inspiring
evening with input of inhabitants we could
use throughout the whole process
• literature study: reading ‘local literature’,
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like tourist information, novels and poems

• sketching: in this phase sketches are used
to be able to show existing connections and
relations. The sketches are not a way to search
for new information, but clarify the existing
situation

idea ideation
In contrast to the problem definition, the
ideation of ideas is a more intuitive process
that cannot be taught completely. In this
phase a few concepts of a wide variety are
developed, responding to the site analysis
(Motloch, 2001).

• sketching/designing: in this phase hand
drawings are used to show a new situation
• understanding: we regularly searched for
images in books, on the internet and in the
landscape surrounding us to get a better
understanding of the figures of speech
described by Spirn

In the process of the concept development we
started to compare and value the gathered
information. In this phase the both objectively
and subjectively gathered information
becomes intermingled with our ideas and
background and is therefore an example of
a constructionist strategy. The information
gathered in this phase is used in the design
process and through the designing tested and
adapted, an example of a ‘research through
design’ approach.

idea implementation
In this phase the ideas devised earlier in the
process are further developed. The ideas
are tested in the design site, fitting both the
physical and cultural context. Moreover

1. PROBLEM STATEMENT

inspiration
• literature
• fascination
• background

2. IDEA IDEATION
exploring and
understanding
general knowledge
• literature
• map study
• fieldexcursions

local knowledge
• literature
• workshop
• interviews

vision and mission
concept development

research area

understanding
and concluding
testing

• understanding
• reorganizing Spirn

• sketching different options
• drawing 6x23 opportunities

research theory

4. IDEA EVALUATION
figure 2.2 scheme showing our research process
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reflection

designing

• reviewing design method
• reviewing Spirn

• integrating
• detailing

3. IDEA IMPLEMENTATION

choices concerning specific material and
forms have to be made (Motloch, 2001).
• prepared field excursions: to be able to
verify if the theoretical ideas and solutions still
fitted the real world situation in Coevorden we
prepared extra field excursions

idea evaluation

Creswell, J.W. 2009. Research design: Qualitative,
quantitative, and mixed methods approaches.
California: SAGE Publications.
Deming, M.E. and Swaffield, S. and 2011. Landscape
Architecture Research. Hoboken, New Jersey: John
Wiley & Sons, Inc.
Jong, E. de, Lafaille, M. and Bertram, C. 2008.
Landschappen van verbeelding. Rotterdam: NAi
Uitgevers.

In this phase the implemented idea is
evaluated at two different levels, by both
evaluating the design idea itself as well as the
effectiveness of the design concerning the
identified problem (Motloch, 2001).

Lenzholzer, S. Duchhart, I, and Koh, J. 2013. ‘Research
through designing’ in landscape architecture.
Landscape and Urban Planning: 113, 120-127.

Although reflection is in reality often something
that happens only, if it actually happens, at
the end of a project, this category was very
important throughout the whole process. This
evaluation can be seen as a type of ‘research
on design’. To be able to use this information
as a valuable input for a next investigation
this phase is mainly based upon an objectivist
strategy. Our personal reflection upon the
process is an example of a constructionist
strategy.

Steenbergen, C. M. 2008. Ontwerpen met Landschap.

Motloch, J.L. 2001. Introduction to Landscape Design.
New York: John Wiley & Sons, Inc.

Uitgeverij THOTH: Bussum

• feedback of students, teachers and laymen:
we regularly asked for feedback on drawings
as well as texts throughout the project
• own reflection upon content and methods:
a critical reflection upon the whole project
The scheme in figure 2.2 schematically shows
the whole process based upon these four
different phases. The connections between
these different phases, and the steps taken
within them, are herein of main importance.
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III
EXPLORING THEORY
INTRODUCING THE THEORETICAL FRAMEWORK

In this chapter we explore the different theories
and ideas of influence in this research project.
Paragraph 3.1 starts with an exploration of the
term landscape, one of the most frequently
used terms in this report. In the subsequent
paragraph, 3.2, the connection to landscape
experience and the way people perceive the
landscape is explored. Paragraph 3.3 gives
an introduction in to figures of speech in both
written and spoken language; the basis of
our design language. Paragraph 3.4 explores
the existing literature about the language
of landscape. The whole range of figures of
speech described by Spirn, which we are
going to use in this project is explained in
paragraph 3.5. Paragraph 3.6 continues with
a description of how the information given is
translated in to this thesis project.

3.1 LANDSCAPE APPROACH
Landscape is the result of countless processes,
where one is often not conscious about, but
which all influence the connection between
people and their surrounding landscape.
In this paragraph the development of the
term landscape will be described, and how
the perception of landscape changed over
time. Paragraph 3.2 will explore in more
detail how people perceive and experience
the landscape surrounding them. The term
‘landscape’ was first recorded in the 16th
century, a time wherein Dutch artists were
pioneering the landscape genre. ‘Landschap’,
a Dutch word, earlier meant ‘region’ but
acquired a broader, artistic definition. Due to
this, the word became gradually part of the
English language. In the following decades
‘landscape’ referred to a picture depicting a
scenery (Oxford Dictionaries, 2013). Relatively
recently, from the end of the 1990s onwards,
the term landscape slowly became a key
word in the world of landscape design. Earlier,
terms as place (1980s - 1990s), environment
(1970s - 1980s) and space or territory (1930s 1970s) were frequently used in the landscape
architecture discipline.
The definition of landscape, adapted in
this thesis project, is defined by Kerkstra and
Vrijlandt: “Landscape is the visible result on
the surface of the earth of the interactions
between man and nature” (Kerkstra and
Vrijlandt, 1988 in Duchhart, 2007, p.16). The
choice for this specific description is based on
the importance of the relationship between
man and landscape, which is according to
this definition, inherent to the term landscape.
Like the use of the term ‘landscape’ changed
over time, the ideas of people about these
landscapes also changed from long before
the use of the term landscape became
generally accepted. Nature, for example, was
in the Middle Ages thought of as a wilderness.
The wilderness was something to be scared of,
a place of banishment, a dark world wherein
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demons hold power (Vroom, 2005). This idea is
in sharp contrast with the perspective of Greek
philosophers in Classical Antiquity. Nature was
herein referred to as wilderness as well, though
instead of being a dark place it was thought
of as being connected to the world of the
gods and the Olympus (Vroom, 2005).
Landscape historian John Dixon Hunt describes
nature on the basis of three types of nature;
nature as wilderness, as agricultural nature,
and intentionally designed landscapes
(Vroom, 2005). These three types of nature are
overlapping and can be related to different
views upon landscape. In contemporary
times for example, landscape as wilderness
has almost become a dream image. An idea
relying upon the imagination, ideas, ideals,
fashion and taste (Vroom, 2005). We travel to
exotic places to experience this what we think
about when using the term landscape.

landscape models
To further clarify the term landscape and
the working field of landscape architecture,
landscape models are a useful tool. They
schematically show the different landscape
layers and the way they interact. The landscape
approach, as studied at Wageningen UR,
comprises different models, among which
the classical layer approach of Kerkstra and
Vrijlandt,
the
sociophysical-organisation
model of Kleefmann, and the intertwining
triplex and sociophysical-organisation model
of Duchhart. Moreover there are a lot of thesis
projects wherein these models are adapted.
In this project we start from the classical layer
approach of Kerkstra and Vrijlandt and the
addition upon this model by Kersten and
Noordhuizen (Kersten and Noordhuizen, 2011).
To clarify their definition of landscape,
professor Kerkstra and Vrijlandt developed
in the 1980s a landscape model which was
directly based on their object of study; the
landscape (Duchhart, 2007). To be able to
show this object of study in an understandable
way they came up with a layer model,

based upon the ideas of Ian McHarg who
can be seen as the founder of the classical
layer approach (Duchhart, 2007). In this layer
model they show the landscape as an entity
existing of three different layers. This triplex
model consists of an abiotic, a biotic and an
anthropogenic layer, as illustrated in figure
3.1. In this, the abiotic layer consists of external
environmental factors without a biological
origin, like bedrocks, soil, and climate. The
biotic layer on the other hand, consists of
biotical factors like vegetation patterns. The
anthropogenic layer is based upon human
patterns, for example of dwellings, agriculture,
and roads.
Using this model it is important to realize
the changing character of landscapes. A
landscape constantly changes; perceiving

figure 3.2 extra experiential layer

a landscape at a certain time or moment is
therefore always a unique experience. You
can take a picture of a certain place and
remember the place as it was a certain time,
but in reality the place already changed at
the very moment you took this picture.
Kersten and Noordhuizen use the traditional
layer approach of Kerkstra and Vrijlandt in
their thesis project, ‘Vibrant Land, Responsive
engagement with the fragmented coastline
of North Carolina’ (2011), but they do add
a fourth, experiential layer. According to
them the triplex layer approach gives a onesided view on the environment, while the
way people perceive a landscape on the
basis of their different senses is not included
in it. Therefore they added a more intuitive
and experiential analysis to show this fourth
landscape layer, which is shown in figure 3.2.
To grasp an intuitive experience of a place
they investigated not only visual but also
sound aspects.
The type of analysis used in this thesis project is
based upon these three traditional landscape
layers and the fourth, intuitive, landscape
layer described by Kersten and Noordhuizen
(2011). In the fourth layer we will, next to a
focus on sound, pay extra attention to the
influence of colour in the existing landscape
as well as its possibilities in the design
intervention. Perceiving colour is one of the
important sensorial experiences (Vroom,
2005). Important herein though, is that colour
does not exist itself; it is no property of objects
but of light (Motloch, 2001). Sunlight influences
colour effects by its strength, direction,
dispersion, absorption, and reflection (Vroom,
2005). Throughout time colours change, for
example by the influence of the seasons on
the vegetation and the position of the sun.
Landscape designers can manipulate colour
in their design, using the associations people
have with it.

figure 3.1 triplex model
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3.2 LANDSCAPE PERCEPTION
In general, landscapes are still often
associated with the way they are seen rather
than experienced on the basis of all senses
(Macpherson, 2005). Every day you have
countless experiences without being aware of
it, which is effectively put into words by Irvin,
professor of philosophy at the university of
Oklahoma:
“An experience that one has every day,
like drinking a cup of coffee, can become
quietly exquisite and even strangely foreign
when done with full attention to the feel of
the cup in one’s hands, the rim of the cup
touching one’s lower lip, and the sensation
of the coffee in the mouth and going down
the throat. Such commonplace moments
of everyday experience are rightly replete
with qualities that we tend to neglect as we
physically or psychologically multitask, giving
our full attention to nothing” (Irvin, 2008 in
Dowling, 2010, p. 232)
The experiences of daily life are closely
related to the use of our senses. Making
yourself conscious of these experiences, can
reveal the aesthetics of daily life (Dowling,
2010). Perception influences the experiences
of humans and is defined as the ability to
hear, feel, smell, taste, and see by using all the
senses consciously (Vroom, 2005). The process
of perception can be divided into different
phases, such as the reception and processing
of stimuli and the registration of all this in
memory (Vroom, 2005).

perceiving landscape
The landscape that surrounds us provides
information that can, or should, be received
and simultaneously processed by multiple
senses (Zube, Sell, and Taylor, 1982). The
relation people have with landscape is “not
just rational and visual but also active and
embodied” (Macpherson, 2005, p. 100). The
way you move through a landscape, but also
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the human body itself influences perception.
When walking through a landscape one has
the time to experience external factors at a
speed of probably four up to five kilometres
per hour. One sees everything with eyes
positioned at different heights above ground
level, depending on your age and length.
As Gehl states in his book Cities for people,
“Homo sapiens are a linear, frontal, horizontally
oriented upright mammal” (Gehl, 2010, p. 33).
Sitting at a bike with a speed of maybe thirteen
kilometre per hour, or sitting in a car just above
ground level with a speed of maybe eighty
kilometre per hour gives a different perception
of a place experience based upon the same
external circumstances.
Next to a difference in the way you stand, sit
or move through a landscape, perception is
also influenced by the degree you are used
to certain circumstances. Whenever people
visit a place, they form a mental map to be
able to find their way a next time (Vroom,
2005). Recognizing a place or element can
give a feeling of familiarity and safety, while
something new might cause a shock and/or
repulsion (Vroom, 2005). On the contrary, you
might experience a place you are used to as
being dull and monotonous, and probably
you do not even consciously perceive this
landscape anymore. A new landscape
though, for example a place which you visit
on holiday, is able to attract your attention by
the views, sounds, and smells which you are
not used to.
Sense perception is subjective, culturally
and bodily specific, and through time we
become habituated to sounds and smells
(Macpherson, 2005). Senses are inextricably
linked to landscapes. This research therefore
not only focuses at sight, but also at a
conscious stimulation of other senses, with a
focus on sound.
Next to a perception based on the different
senses, people perceive the landscape on the
basis of much more aspects. These aspects
can be subdivided in to four levels, namely

the perceptual, expressive, symptomatic and
symbolic level, which the German professor
of landscape architecture Werner Nohl
describes in his article ‘Sustainable landscape
use and aesthetic perception’ (2001). In the
next paragraph we will explore these different
levels of perception, and their importance in a
design process.

different levels of landscape perception
Like explored in the previous paragraph,
people experience their surroundings at the
perceptual level on the basis of their senses.
They can see, hear, smell and touch a
landscape, and perceive single elements as
well as the complex structures they are part
of (Nohl, 2001). We can for example perceive
a single tree in an empty meadow, but also a
mountain part of a huge mountainous area.
At the expressive level people connect feelings
and emotions to that what they perceive on
the basis of their senses (Nohl, 2001). The single
tree might remember one of a tree in his or
her childhood, or give a feeling of sadness
and loneliness, while the huge, impressive
mountain might make one feel small and
insignificant.

In contrast with the expressive level, the
symptomatic level is based upon knowledge
rather than feelings. The fruit orchards in the
Betuwe area did not develop accidently in
this region. While these orchards point at the
fertility of the soil along the river Rhine, the
meadows in the historical peat lands in the
west of the Netherlands point at poor soils
and high ground water level. This level of
perception is about visible elements in the
landscape that refer to something beyond
themselves (Nohl, 2001).
The symbolic level also refers to landscape
elements that indicate something else.
Though in contrast with the symptomatic
level, the symbolic level is about ideas and
imagination rather than knowledge (Nohl,
2001). The ideas associated to a certain
element are developed in the imagination of
the viewer. As Spirn states in ‘The Language of
Landscape’ (1998) “A rose is rarely just a rose”
(Spirn, 1998, p. 216). A clover with four leaves
for example, is often seen as a symbol for
good luck, and some scattered, idyllic farms
at a place far from home might symbolize a
better world without stress and fear.

aesthetic landscape

factual landscape

aesthetically perceived landscape

narrative aspect

poetic aspect

based upon the factual
landscape

based upon the
background and
imagination of the
observer

perceptions

symptoms and
indicated contents

mood/feelings

symbols and
meanings

perceptual level

symptomatic level

expressive level

symbolic level

experiencing the
landscape at the basis of
the different senses

connecting an experience
to knowledge you have
about this perception

feelings and emotions
connected to a
perception

about ideas and
imagination “a rose
is rarely just a rose”
(Spirn, 1998)

figure 3.3 overview levels of perception
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Nohl divides these different levels of perception
in a narrative and poetic aspect (Nohl, 2001).
The narrative aspect exists of the perceptual
and symptomatic level, perceptions based
upon the factual landscape. The poetic
aspect, existing of the expressive and symbolic
level, is based upon the background and
imagination of the viewer (Nohl, 2001). The
scheme in figure 3.3 shows this subdivision of
the different levels of perception.

3.3 FIGURES OF SPEECH I
in written and spoken language

In the first paragraph of chapter I we
introduced figures of speech as one of the
factors that triggered us in this research
project. The following paragraphs give a more
detailed overview of the meaning and use of
these figures of speech.

figures of speech in everyday life
In this project we mainly focus on the poetic
aspects of landscapes. References in the
landscape to both feelings and hidden
meanings might make people use all their
senses again to perceive a landscape in
different ways. The experience of a landscape
is an interplay between the different levels of
perception. To make people drink their cup of
coffee in the way Irvin describes this at page
36 we use style elements to trigger people to
do this and to really notice what they perceive
and experience. The next paragraph gives an
exploration of the meaning and the use of
figures of speech in this project.

A figure of speech is an integral part of
language, and can be defined as: “any
intentional deviation from literal statement
or common usage that emphasizes, clarifies,
or embellishes both written and spoken
language” (Encyclopedia Brittannica, 2013).
Figures of speech are used in both spoken
language as well as in all kind of written
texts, and often have humorous, mnemonic,
or eye-catching purposes (Encyclopedia
Brittannica, 2013). Most of the time we are not
even aware that we or someone else uses a
figure of speech. A news paper for example,
is full of headings using figures of speech.
The pictures in figure 3.4, 3.5 and 3.6, show
different headlines in the Volkskrant, a Dutch
newspaper, in one week in July 2013.
The first headline, shown in figure 3.4, states:
“We zijn geen eendagsvliegen” (Volkers,
2013). Literally this means that we are no
one-hit wonders. The article is an interview
with Ilse van der Meijden, the goalkeeper in
the Dutch woman water polo team. With her
statement she indirectly states that they are
good, or better than people think they are.
She uses, probably unconsciously, a litotes, an
affirmation through understatement by using
the negative of its opposite.
The second picture (figure 3.5) shows a headline
saying “Het Rijk rekent zich rijk”, followed by
“Het kabinet verwacht volgend jaar…” (Hofs,
2013). ‘Het Rijk’ and ‘Het kabinet’ are both
metonymies, both words are replacements for
that what they in fact mean. ‘Het Rijk’ stands
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for the Dutch government and ‘Het kabinet’,
the cabinet, stands for all the ministers of the
current government.

both consciously and unconsciously. So what
happens, if we would describe the landscape
as a language, as Anne Whiston Spirn does in
her book the language of landscape?

In the third picture (figure 3.6) we can find
the following phrase in the headline: “… is de
huizenmarkt totaal op hol geslagen” (Meijdam,
2013). Literally this title means that the housing
market is totally changed in a stampede,
though every Dutch speaking person reading
this understands that the author writes about
the housing market that has gone mad. The
author uses a term which is in fact a term
used for living species, to describe a non-living
thing. She uses a personification.
These types of figures of speech are
constructed, either consciously or unconsciously, by the people of a culture to be
able to describe the world and its processes
(Force and Force, 1961). A lot of figures of
speech are used so often, that they are
overlooked by both speaker and listener
(Force and Force, 1961). When we count the
number of persons in a group for example, in
the Netherlands we often say ‘neuzen tellen’,
literally ‘counting noses’. The persons in the
group are in the spoken language substituted
for only their noses. One nose represents one
person and is thus a synecdoche, a part that
stands for the whole. When saying this, almost
no one consciously uses a figure of speech.

figure 3.4 use of a litotes in everyday life

figures of speech in literature
Every culture develops own figures of speech
in this way. And almost all these figures of
speech can also be found in literature. The use
of the figures of speech in for example poetry
is more conscious and artistic (Encyclopedia
Brittannica, 2013). The use of figures of speech
in general, is not only restricted to brighten up
a story, but also an important tool to structure
language (Plantin, 2009).

figure 3.5 use of a metonymy in everyday life

From the previous we can conclude that
using language, either written or spoken,
is inherent to the use of figures of speech,
figure 3.6 use of a personification in everyday life
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3.4 FIGURES OF SPEECH II
in landscape

In the following paragraphs a short overview
is given of two books wherein landscape
and figures of speech are linked to each
other. First we explore the book of Spirn, ‘The
Language of Landscape’ (1998), and after
that ‘Landscape Narratives’ (1998), written by
Potteiger and Purinton.

‘The Language of Landscape’ (1998)

In the context of this metaphorical level, Spirn
describes the presence of figures and tropes
in landscape literature. According to Spirn,
figures of speech and rhetorical devices are
extensively applied and codified in literature,
though they are rarely applied to landscape.
She argues though that landscape as
language, thus including the use of those
figures of speech, would be more figurative,
and would be able to attract meaning
beyond the originally intended and foreseen
(Spirn, 1998, p. 216-239).

Anne Whiston Spirn
In her book, subdivided in subsequently
the language of landscape, landscape
composition, and the use of the language
of landscape, Spirn introduces the language
of landscape as our native language, a
language which can be spoken, written,
read, and imagined. According to Spirn,
most people though, have forgotten how to
understand the language of landscape (Spirn,
1998, p. 10-84).
Spirn systematizes the language of landscape
in her book on two levels, the syntactical and
metaphorical level. First she introduces the
syntactical level, stating that the language
of landscape is, like a verbal language, a
language with its own grammar. Landscape
patterns or events for example, are like verbs,
and landscape features can be compared
with nouns. Like words in a sentence, these
elements do never exist in isolation, but
are combined in a larger, more complex,
landscape story (Spirn, 1998, p. 85-190).
In the third part Spirn focuses on the
metaphorical level of the language of
landscape. At this level, the structure shaped
at the syntactical level starts to take meaning;
almost everything you see has another
meaning hidden behind its first appearance.
Throughout time landscapes features get
encrusted with meaning, attributed through
centuries of landscape painting, writings and
everyday life (Spirn, 1998, p. 191-266).
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Spirn introduces six categories of figures of
speech (emphasis, climax and anticlimax,
anomaly, metaphor, paradox and irony, and
address), subsequently subdivided in two up
to seven different figures of speech.

‘Landscape Narratives: design practices
for telling stories’ (1998)
Matthew Potteiger and Jamie Purinton
In their book ‘Landscape Narratives’ (1998),
divided in three parts (theory, practice, and
stories) Potteiger and Purinton introduce the
landscape as being full of stories. According to
Potteiger and Purinton, there are innumerous
different stories to be read around us. All these
stories have in common that they have to be
communicated through a certain medium.
When including both the story and the means
of telling, Potteiger and Purinton speak about
a landscape narrative (Potteiger and Purinton,
1998, p. 1-74).
Although less profound as Spirn, also Potteiger
and Purinton describe the relation between
narratives and language. Narrative, they state,
is a means of communicating. Selecting and
sequencing events to construct a story, can
be compared with selecting and sequencing
of words, in order to form a sentence (Potteiger
and Purinton, 1998, p. 32-33).
Potteiger and Purinton distinguish nine
different types of landscape narratives. Next
to these landscape narratives, they distinguish
four figures of speech, namely metaphor,
metonymy, synecdoche, and irony, which

are, according to them, the basic schemes by
which people construct meaning in language,
narrative, and landscape (Potteiger and
Purinton, 1998, p. 34-39).

using the language of landscape
In ‘From ‘Reading’ the Landscape to ‘Writing’
a Garden’ (2006) Alon-Mozes describes
the influence of the work of both Spirn and
Potteiger and Purinton. After the publication
of their books, reading the landscape as a
text or narrative became a valuable way
to interpret natural as well as man-made
environments (Alon-Mozes, 2006).
In her article, Alon-Mozes wonders the
applicability of the language of landscape
in a design studio. She writes that it is never
proven that using a narrative approach offers
better designs, though characteristics of the
approach make it worth to test it. The approach
offers a chance on a breakthrough in the
design process through the implementation of
new and fresh ideas, and moreover focuses
on the process instead of only the design
product (Alon-Mozes, 2006).
After using the approach for several years in
a design studio at the Faculty of Architecture
and Town Planning in Israel, she concludes
that the approach is not easy to grasp (AlonMozes, 2006). Whereas the students easily
adapted the use of narratives, the use of
figures of speech as an inspiration source for
the design was experienced as more difficult
(Alon-Mozes, 2006).

successive research
At Wageningen UR the narrative or language
of landscape approach as such is not used in
design studios, though there are several thesis
projects, shortly introduced in chapter I, within
the landscape architecture chair group at
Wageningen UR written around this subject.
The theory used, and the conclusions stated
in these projects, served as a starting point
for the role of figures of speech in our project.
The next paragraphs give a short overview of

the three projects, the methods used, and the
conclusions stated.
The first of the thesis projects ‘Articulatie in
het Landschap’ (Landscape Articulation),
is written by Van der Westen and Westerink
in 2006. In this project they researched the
potential and the applicability of narratives
within landscape architecture (Van der
Westen and Westerink, 2006). In their report
they discuss two aspects. They highlight the
importance of cultural and historical relics
that tell about the unique history of a country,
and they focus on the way in which this history
can be told.
The literature study Van der Westen and
Westerink executed was mainly focused at
both the works of Spirn, and Potteiger and
Purinton. In their report they reduce the nine
stories of Potteiger and Purinton to four new
story types, which, they state, are better
applicable within the landscape architecture
discipline. Since it seems impossible to
directly translate these landscape stories in a
landscape, they introduce figures of speech
as a link between stories and landscape
elements.
To investigate the relationship between
design, the four defined stories, and the
figures of speech defined by Spirn, Van der
Westen and Westerink studied the entries of
a public design competition. Per entry they
determined the type of story, and the figures
of speech used. By comparing these results,
they made an overview of the apparent
relation between the four story types, with
particular categories of figures of speech. In a
case study they tested the applicability of the
stories and related figures of speech.
In their conclusion, Van der Westen and
Westerink state that figures of speech can
be used as design tool in developing a
landscape narrative. Moreover, they state,
figures of speech might be valuable in other
design approaches, and with that a possibly
interesting basis for further research.
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continuous projects
Both Knoot & De Waal ‘Brown coal mining and
rehabilitation, a landscape chronicle’ (2009),
and Hermens, Van der Salm, and Van der
Zwet ‘A Working Landscape for New Orleans’
(2010), continued in their thesis project on the
findings of Van der Westen and Westerink.
The thesis project of Knoot and De Waal is
focused on the rehabilitation of brown coal
mines in Lusatia in East Germany. People,
they state, have to understand the change
of nature and the historical development
that preceded this, to recover their disturbed
relationship with this landscape. To be able to
tell this story, Knoot and De Waal make use of
the thesis of Van der Westen and Westerink.
In ‘A Working Landscape for New Orleans’,
Hermens, Van der Salm, and Van der Zwet,
focused on the landscape of New Orleans,
at that time four years since hurricane Katrina
struck the coastline. The solution for the
problems Hermens, Van der Salm, and Van der
Zwet defined, is found in a working landscape.
One part of the strategy to establish a working
landscape is focused at the use of landscape
narratives to tell the stories of a place. To do
this they made use of the work of both Van
den Westen and Westerink (2006), and Knoot
and De Waal (2009).
Knoot and De Waal state in their conclusion
that the landscape narration theory could be
applied rather successfully as a tool for both
analysis and design in their thesis project.
Hermens, Van der Salm, and Van der Zwet
state that a sense of belonging, which can
be created by a landscape that is not only
beautiful, but also able to enrich people with
facts, stories, and thoughts, is able to prevent
alienation from a place.

comparing methods and conclusions
Interesting in these different thesis projects
are the conclusions, which all mention, direct
or indirect, the usefulness of the language of
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landscape. The way they use the theory of
both Spirn and Potteiger and Purinton though,
is constantly based on the first project, the
thesis of Van den Westen and Westerink. They
researched one way to use the figures of
speech as a design tool, which both the other
thesis projects use as a given fact, without
reanalyzing the method.
One test, to connect figures of speech as
tools for specific narratives, based on the
entries of one design competition, can hardly
be generalized to other cases. Next to this,
this means that the total range of figures of
speech described by Spirn is not tested yet
as a design tool. Following the conclusion of
Van den Westen and Westerink, that figures
of speech could be a useful tool in a design
process (Van der Westen and Westerink, 2006),
this thesis project will focus on the possibility of
using all figures of speech in a design process.
An important difference with the thesis projects
described is that the figures of speech will be
tested without the use of landscape narratives.
In the end, people will, hopefully, come
back home after a walk in the surroundings
of Coevorden, full of new stories and ideas.
Though we do not design these narratives.
We design the surroundings in which these
narratives can take shape on the basis of the
figures of speech used.
An important starting point of this project
is therefore the complete list of figures of
speech introduced by Spirn in ‘The Language
of Landscape’ (1998). Also Potteiger and
Purinton introduce figures of speech in their
book. They only introduce the figures of speech
that they presume to be the four major types.
In literature hundreds of figures of speech are
used, ranging from alliteration to zeugma
(Potteiger and Purinton, 1998). Both Potteiger
and Purinton, and Spirn selected those which
they consider to be suitable as elements of the
language of landscape. Since the list of figures
of speech given by Spirn is far more extensive
than the one given by Potteiger and Purinton,
this list is used as a basis for this project.

3.5 FIGURES OF SPEECH III
exploring the figures of speech of Spirn

In the following paragraphs the meanings of
all the individual figures of speech will shortly
be explained on the basis of the description
and examples given by Spirn in ‘The Language
of Landscape’ (1998). Spirn introduces some
of the figures of speech together, for example
antithesis and oxymoron, as if they are linked.
Although their meaning is pretty similar, we
introduce all the figures of speech individually,
to get a list which is as extensive, and moreover
as objective, as possible.

figure 3.8 landscape scenery seen through a window in
Alhambra palace

contrast
placement
An example Spirn uses to explain this figure
of speech is the placement of the Statue of
Liberty at the entrance of the harbour of New
York (figure 3.7). The statue, representing the
Roman goddess of freedom, is a welcoming
signal for people from abroad. At the time of
the placement most immigrants arrived by
ship, a fact that determined the placement of
the statue at the entrance of the harbour. Not
only the size or shape of the statue influences
people’s experience when seeing the statue,
the exact placement, is at least as important.

figure 3.7 Statue of Liberty at the entrance of the harbour of
New York

One of the examples Spirn uses to describe
this figure of speech is Uluru, a sandstone rock
formation in Australia, shown in figure 3.9 The
rock formation contrasts its surroundings both
by its height, the colours of plants growing
close to the rock formation, as well as the
sounds produced by birds and insects living
in these plants. The surroundings of Uluru is a
huge area with only red, dry sand and some
bushes here and there. The homogeneity of
this surroundings even emphasizes the contrast
with the rock formation.

figure 3.9 rock foundation Uluru in the middle of a desert like,
flat area in central Australia

exaggeration
framing
In the picture in figure 3.8 you can see a part
of a window frame in Alhambra palace in
Granada, Spain. The window deliberately
frames a part of the surrounding landscape.
This figure of speech tries to focus the attention
by directing your gaze.

In figure 3.10 the Lincoln Memorial, an American
national monument, is shown. In the picture
you can clearly see the proportion between
building and man. Visiting the monument one
feels dwarfed by the amount of steps you
have to take to reach the building, by the
size of the building itself, and the enormous
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statue of Lincoln within the building. You
might feel puny, insignificant while standing in
the shadow of a building like this. The building
exaggerates the size normally associated with
a building of this kind.

alliteration
In the picture in figure 3.12 another picture of
Alhambra is shown. The fountains produce the
same sound and shape, as if the rest follows
the initiative of the first fountain in the row.
This repetition of both sound and shape is
characteristic for an alliteration.p

figure 3.10 people visiting the enormous Lincoln Memorial in
Washington

distortion
The Fagus sylvatica tortuosa, the Dwarf Beech
(also known as Twisted Beech, or Parasol
Beech), is a rare type of the European Beech.
The branches of the tree grow especially
horizontally, only rarely reaching a height
of more than fifteen meters. The picture in
figure 3.11 gives an example of this type of
tree. If you compare the beeches at the
foreground with the trees at the background,
the beeches seem to be distorted, they are
different from the way we expect them to be.
Spirn describes a whole forest of these trees
in Sweden. The ‘misshapen’ appearance of
the trees is genetically determined. While their
occurrence is so unique, the forest became
protected by law.

figure 3.12 fountains in the gardens of Alhambra, repeating
both sound and shape

echoism
To describe an echoism Spirn describes a
landscape in Åbenrå in Denmark (figure 3.13).
The wind through the leaves of the poplars
growing there, reminds of the sound of flowing
water. The sound of the wind in the trees can
be seen as an echo of the sound of water.

figure 3.13 poplars in the wind, producing a sound which
alludes to the sound of streaming water

assonance

figure 3.11 Fagus sylvatica tortuosa, naturally deformed
beech trees
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In the picture in figure 3.14 you can see a part
of the Sukhumi botanical garden in Abkazia.
The little forest shown in the picture exist of
mainly bamboo. You can imagine the sound
of the wind through these plants. Together
with the sound of your footsteps on the gravel

a rhyme between the different sounds arises.
This rhyme does not remind you of something
else at another place. It is this specific mix of
sounds which forms an assonance.

epanaphora
An epanaphora is also a type of rhythm.
Instead of a repeating formula or structural
pattern, this figure of speech is based on a
repeating element which marks the beginning
of a series. In the picture in figure 3.16 an
entrance gate of Walt Disney World in Florida
is shown. The park is divided in several theme
parks, which you can enter via different gates.
The gates are used as a repeated element,
to mark the beginning of another part of the
park.

figure 3.14 you can imagine the sounds of this area, creating
a natural rhythm of diverse sounds

parallelism
A parallelism is, like epanaphora and
epanalepsis, a type of rhythm. Using a
parallelism as figure of speech is based upon
a repeating formula or structural pattern to
create order. One of the examples Spirn gives
is Parc de la Villette in Paris, France, designed
by Bernard Tschumi. One of the most iconic
elements in the park are different bright
red follies, all about the same size. They are
placed in a grid, which you can see clearly in
the picture in figure 3.15. Though also at eye
level the rhythm of the follies is visible. The grid
and the comparable size of the follies both
emphasize the differences of the individual
objects.

figure 3.16 entrance gate to Disney World, marking the
beginning of something

epanalepsis
In the picture in figure 3.17 another fountain in
the gardens of Alhambra is shown. The fountain
looks like the fountains shown in figure 3.12
though they have a slightly different form and
are placed in another context. The fountain
can be seen as a variation on the theme. This
repetition is characteristic for an epanalepsis,
in which an element, or a combination of
different elements, is emphasized through
repetition.

figure 3.15 aerial view of Parc de la Villette wherein the red
follies are placed in a rectangular grid

figure 3.17 another fountain in the gardens of Alhambra
palace, producing other sounds and shapes
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climax
A climax is characterized by a sequence of
stages. An experience is intensified step by
step, which can be recognized in the picture
in figure 3.18. This picture shows a part of the
woodland cemetery near Stockholm, part of
UNESCO’s world heritage list. In the picture
the meditation grove Almhöjden is shown.
The sheltered place on the top of the hill can
be reached via a long stairway, gradually
lowering in height to ease the climb. When
you reach the top you can finally see the
whole scene on the top of the hill, the most
intense point of the whole experience.

figure 3.19 a sequence of stages did not lead to a climax
experience; a situation which does not live up to the
expectations

and benches in the picture all refer to the
history of the place, they are anachronisms.
An anachronism can be something antique
placed in a modern setting, or the other way
around. Though it can also be a reconstruction,
renovation or free renewal. Battery Park shows
a combination of these three.

figure 3.18 climbing this hill in woodland cemetery leads to
a small grove at the top, a sequence which might lead to a
climax experience

anticlimax
An anticlimax is an experience which does
not live up to your expectations. In the picture
in figure 3.19 a person is shown behind an
information panel. Probably this panel gives
you information about the names and heights
of the mountains you should be able to see
from this point. The sequence of walking or
driving to the top of the mountain makes you
increasingly looking forward to the view you
expect at the top. If this view is totally hidden
in clouds as in the picture, you experience an
anticlimax.

anachronism
In the picture in figure 3.20 a promenade in
Battery Park in New York City is shown. Last
years the park has been subjected to a major
innovation. The whole park is renovated and
redesigned, whereby old elements got a
new place and/or outlook. The lamps, fence
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figure 3.20 old style lampposts, benches and fence in Battery
Park, New York

prochronism
In 1982 a second theme park within Walt
Disney World in Florida has been opened,
Epcot, mainly focused on education. One of
the two major areas of Epcot is focused on the
future world, wherein subjects as innovation
and the imagination of the future are of
importance. A prochronism is based on these
kind of subjects, showing a representation of
the future, as if it already exists. A prochronism
is often designed to inform, entertain, and
inspire.

figure 3.21 Disney’s Epcot in Florida, focused on a
representation of future life

figure 3.23 a literally inversed landscape by James Wines
and SITE design in 1989, Yokohama

anachorism

synecdoche

An anachorism is comparable with an
anachronism. Instead of placing something
out of time though, an anachorism is something
which is placed out of a foreign context. In
the picture in figure 3.22 the Taj Mahal in Agra,
India, is shown. The building, a mausoleum built
between 1631 and 1648, and its surrounding
gardens, are placed at the world heritage list
of UNESCO. Interesting is, that there are early
descriptions of the gardens, planted with fruit
trees and flowering plants. The green lawns
in front of the Taj Mahal are one of the many
examples of lawns introduced by the British in
different countries and continents.

Almost everyone who sees a picture of the
Eiffel tower, figure 3.24, thinks about Paris and/
or France. The tower, built between 1887 and
1889, has become an icon for the whole city
and maybe even country, a synecdoche; a
part that stands for the whole.

figure 3.24 an icon for both France and Paris, the Eiffel tower

metonymy

figure 3.22 the Taj Mahal in Agra, India, with neatly
maintained English lawns in front of it

anastrophe
The picture in figure 3.23 shows a literal
inversion of a street landscape, of the cars,
the trees, and the people walking there. The
picture shows an inversion compared to the
normal or expected. An anastrophe is often
used to create emphasis, humour or priority.

Instead of a part that stand for the whole, a
metonymy is something which stands for itself.
The picture in figure 3.25 shows Westminster
standing for the British parliament. Another
example is Buckingham palace, which stands
for the British monarchy, or the White House,
standing for the presidency. A metonymy is
related to associations.

personification
A personification is the identification
of something which is not human, with
something human, based on both character
and behaviour. In the picture in figure 3.26
you can see ‘the old man of the mountain’
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figure 3.25 Palace of Westminster, also known as the Houses
of Parliament

figure 3.27 holiday resort along the Turkish coast, completely
built as being a Dutch village

in New Hamshire. Shortly after one discovered
that you could recognize a human face in
the rocks, ‘the old man’ became an icon for
the region. In 2003 the face broke off through
erosion.

designed by Martha Schwartz (figure 3.28).
In the rooftop garden two conceits can
be found. Schwartz juxtaposes the French
and Japanese garden style in one garden.
Moreover the plants in the garden are made
of plastic. In this way she both combines
dissimilar styles as well as a living thing with
something inorganic, something which is
normally natural is changed into an artificial
garden element.

figure 3.26 looking at this rock formation you can recognize
the face of an old man

euphemism
In the picture in figure 3.27 a holiday resort
in Kemer, along the Turkish coast, is shown.
Looking in the picture though, you can only
guess this is Turkey. The resort totally ignores
the surrounding landscape, the local culture,
its inhabitants and habits. A euphemism is that
what one chooses to screen. People going to
this beach resort do not want to get to know
Turkey and its people, they want to enjoy the
sun and luxury, without being confronted with
everything literally behind the walls.

conceit
A conceit is a figure of speech focused on the
relation of two dissimilar things. An example
of a conceit can be found in Splice Garden,
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figure 3.28 Martha Schwartz’s Splice Garden, relating French
and Japanese garden styles

allegory
In the picture in figure 3.29 you can see a
labyrinth in New Harmony, a replica of the
maze at this place in 1822. In the middle of
the labyrinth there is a small temple. Arriving
in this temple can be compared with arriving
at harmony. The difficulty of finding the little
temple stands for the difficulty of arriving in
harmony. The labyrinth is an allegory, telling
more than one story at once.

figure 3.29 labyrinth built to create amusement and a
religious experience at once

figure 3.31 the green foreground of Belmont Plateau opposes
the urban skyline of Philadelphia

cliché

oxymoron

Figure 3.30 shows a picture of a concrete path
which is rolled up at the end like a carpet.
The scene is a pun, which often becomes
a cliché when it is used more than once.
When a design intervention is used more than
once without reformulation or novel use, the
intervention often loses impact and becomes
annoying through its repetition, characteristic
for a cliché.

Like antithesis, oxymoron is based on
antithetical elements. An oxymoron though,
does not oppose these elements, but fuses
them in one single expression. In figure 3.32 an
aerial view of the river Rance in Dinan in the
northwestern part of France is shown. Along
the river a curved line of poplars catches
the eye. The paradox between the naturally,
chaotic way of growing of the trees, and the
precise arc in which they are planted, is an
oxymoron.

figure 3.30 a pun; a concrete path rolled up at the end
figure 3.32 naturally growing trees planted in a precise arc

antithesis
An antithesis is a figure of speech which opposes
antithetical elements. It uses the difference
between the elements to make each more
striking. The city skyline of Philadelphia shown
in picture 3.31 looks even more urban, with
even higher, modern buildings, through the
view over Fairmount park at the foreground.
The naturalness of the foreground, in turn, is
emphasized through the urban skyline at the
background.

antiphrasis
To describe an antiphrasis Spirn uses a proposal
for a rooftop garden of Martha Schwartz. At
first instance this rooftop garden seems an
idyllic place with a lot of flowers. Seen from
above though, the different flowers, blooming
one after another, spell words like ignorance,
evil and money. The purity and beauty of the
flowers Schwartz uses, emphasize the meaning
of the ironic words they form. The expression
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sharply contrasts the meaning, typical for an
antiphrasis. In the picture in figure 3.33 another
design of Schwartz is shown. Specially designed
tires are used as plant boxes around the palms
at the plaza. The tires are normally not used
for this purpose and therefore another good
example of an antiphrasis, which also includes
the use of a material or form in another way
than expected.

meiosis
In the picture in figure 3.35 another design of
Martha Schwartz is shown, the Bagel Garden,
in Boston. Schwartz made this design in her
own garden, existing of ninety-six waterproof
bagels, placed on a surface of purple gravel.
The garden is an example of a meiosis, since
a lot of landscape architects saw the design
of Schwartz as an insult, suspecting her to
ridicule them. A meiosis is an understatement,
making something less significant by the use of
material or form.

figure 3.33 specially designed tires, used in an extraordinary
way, surround palm trees at a plaza

litotes
A litotes is an affirmation of something,
whereby the negative of its opposite is used.
This can be illustrated with the picture in figure
3.34, wherein you can see a white steel frame,
outlining a house which was once there.
The ghost structure is an affirmation through
understatement. By rebuilding a replica of the
house, the fact that the original house does
not exist anymore is emphasized.

figure 3.35 a front garden design based on the use of golden
bagels

dramatic irony
A dramatic irony always creates the formation
of different groups, including actors and
observers. In this, the observers are aware of
that what is coming, while the actors are blind
to this. In the picture in figure 3.36 you can see
people walking through a maze. They do not
know the right way, and have to search for
it by trying different options. The people on
the wooden bridge in the maze on the other
hand, can see how the people should walk
and which surprises are waiting for them.

figure 3.34 Franklin Court, ghost structure of the house that
was once there

figure 3.36 people lost in a maze (actors), and other people
looking at them (observers)
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apostrophe

exclamation

An apostrophe is a type of address. By using
this figure of speech a writer wants to focus
your attention at something, to increase
your awareness of a certain aspect. In figure
3.37 an image of the Uffington White Horse
is shown. Interesting about this horse is the
direction the authors chose. At the moment,
the most pictures you can find of the horse
are an aerial view, a viewpoint that was not
possible at the time the horse is made. The
horse might thus be addressed to the gods,
or to those knowing from where the animal
could be seen.

An exclamation is a strong statement, which
stands out from its context. An example Spirn
gives of this figure of speech is Fenway Court,
shown in figure 3.39. The building shown in the
picture is built like an Italian palazzo in Boston.
Interesting is, that from the outside, no one who
did not enter the house before, does have a
clue of the beautiful, light garden inside the
house; an unexpected statement.

figure 3.37 a prehistoric hill figure of a horse, directed to the
sky

figure 3.39 an unexpected view on a bright garden inside an
Italian style palazzo

interrogation
aposiopesis
The figure of speech aposiopesis can be
seen as an invitation to imagine. To do
this, something is broken off, and has to be
completed in the imagination. In the picture
in figure 3.38 an old road, disappearing in the
water, is shown. The Quabbin Reservoir is a
large water reservoir, built between 1930 and
1939. In order to built the reservoir four towns
had to be replaced. Houses and churches
were removed, though the road remained.
You are still able to walk this road, all the way
to the waterfront, and imagine the landscape
of before 1930. Unconsciously, an aposiopesis
has been created.

figure 3.38 remnants of an old road disappearing in the
Quabbin Reservoir

In the picture in figure 3.40 a design of Martha
Schwartz for Rio Shopping Centre in Atlanta
is shown. In the centre of the area Schwartz
placed big, golden frogs on a grid, directing
at, almost as if worshiping, a huge globe.
Looking at this scene makes you wonder what
it means, why are there so many frogs here?
Why are they gold? And why are they directed
at the globe? This makes the design a good
example of an interrogation. An interrogation
is a statement, an unexpected statement
which will evoke questions.

figure 3.40 golden frogs in a shopping centre in Atlanta, the
question arises why they are placed here
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3.6 USE IN A DESIGN PROJECT
Reading both ‘The Language of Landscape’,
and ‘Landscape Narratives’, a few important
similarities though also differences attracted
our attention. An important difference
between both works is the described relation
of people with the landscape, coming from
a different interpretation of the language of
landscape.

interpreting the language of landscape
Spirn mainly describes the language of
landscape as something we can read on the
basis of our local knowledge or acquaintance
with a specific place. Her statement that
people do not read the landscape anymore,
is caused by the ignorance of people about
landscape. People do not understand why a
specific tree in a certain place dies. Or why
houses in a specific area sink into the ground.
They simply do not see it (Spirn, 1998).
Potteiger and Purinton focus more on the
emotional relationship people have with
a landscape. The difference, according
to them, between a written text and a
landscape, is the driving force of the narrator.
While a written text is always written with a
certain purpose in mind, directed at a specific
target group, a landscape is not always
deliberately designed. In this case, the people
experiencing a landscape become not only
interpreters, but also the narrators of this
landscape. They do not have to understand
the landscape they are in. They can make up
their own personal story which is, according to
them, told by this landscape (Potteiger and
Purinton, 1998).

translation to this project
In this project ideas from both these visions are
used. To be able to design a new landscape, a
landscape architect has to gather knowledge
about the requirements and dreams of the
people he is designing for, and moreover, he
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has to know the landscape he is designing
with. A landscape architect has to be able
to read the language of landscape. He has
to be able to understand the landscape
processes, it’s threats and opportunities. We
therefore see the theory of Spirn especially as
an important reminder for us as designers, to
make sure we take enough time to read the
landscape thoroughly.
Spirn even states though, that a person
without knowledge about a landscape, notes
nothing (Spirn, 1998). We doubt this statement.
Moreover we wonder if it is really desired
that ordinary people are able to read the
landscape. Should they not just be allowed to
not know the physical processes behind the
development and contemporary state of a
landscape?
To connect people with the landscape again,
the way Potteiger and Purinton describe the
way people can make up their own story
in a landscape, is therefore probably more
effective. As a consequence of this, different
people might read different things in a
landscape. A landscape will not necessarily
mean the same thing to different persons. In
this project we will use this viewpoint for the
way we want people to walk through our
design after implementation. They do not
have to understand the landscape. They do
not have to recognize the figures of speech
used. Therefore we will base our design upon
an ambiguous transmission (Keravel, 2010),
which presents several possible messages
for the observer. Instead of a project which
can be literally read as a text, or without any
message transmitted at all, the landscape will
comprise several clues, several starting point
for people to make up their own story. Stories
that will connect them to this place, and will
make them come back again.
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IV
COEVORDEN

INTRODUCTION IN TO THE DESIGN AREA

In this chapter the development of Coevorden
is described. Starting with the formation of
the town in paragraph 4.1, we continue with
the surrounding landscape in paragraph 4.2.
The connections from the housing areas to
the surrounding landscape will be described
in paragraph 4.3, and in paragraph 4.4 we
introduce our design idea for the landscape
of Coevorden. In the last paragraph, 4.5, we
end with the selection of a location for the
landscape design, together with an analysis of
this chosen area.

4.1 TOWN DEVELOPMENT
In this paragraph the design area Coevorden
is described in more detail. We start with an
exploration of the landscape formation and
continue with the subsequent development
of the town. We end this paragraph with a
description of the contemporary situation of
Coevorden town.

formation of landscape and town
The landscape around Coevorden is mainly
shaped in the Pleistocene (which began about
2,5 million years ago) and the subsequent
Holocene. During the Pleistocene, moving
glaciers resulted in the formation of a stream
valley (Haartsen and Brand, 2009). The natural
water flows around Coevorden are the result
of this process, and consequently have a
mainly north-south orientation corresponding
with the different elevation levels. In the
southwest of Coevorden the different water
flows come together in the Overijsselse Vecht
(De Boer et al, 2011).
The moving glaciers also caused the deposition
of sand, which formed the higher areas of the
province of Drenthe (Haartsen and Brand,
2009). The first settlements in the Middle Ages
in this area were developed at these higher
grounds. When in the Holocene both the sea
and groundwater level started to rise, several
lakes in between the higher grounds came

into existence. In these lakes peat formation
started to take place (Spek, 2004). The canals
used in later days to excavate the peat are still
visible in the landscape (De Boer et al, 2011).
The soil consists of sand, river and peat soils
(figure 4.1). Coevorden is located in the middle
of a transition zone between a sand and peat
soil. The river soil is the result of a stream valley
system in the southern area. Coevorden is
located on the edge of the higher grounds
(figure 4.2).
The first reference to the name ‘Coevorden’
dates back to 1036, to a person called
‘Fredericus van Coevorden’. The first written
reference dates back to 1148, to a document
about the ‘Coevoorde’, which was a place
where farmers drove their cows through the
river (Gemeente Coevorden, 2009).
The meaning of this written reference can still
be recognized at the soil map of Coevorden
and its surroundings; the old town is located at
a sandy hill between the peat landscapes in
both western and eastern direction (Haartsen
and Brand, 2009). This situation corresponds
with the location of other villages and towns in
Drenthe. The sandy soils on the higher plateaus
were in general the most attractive places
to live. These were the areas with high fertile
grounds suitable for agriculture (Haartsen and
Brand, 2009). Another reason of the settlement
of Coevorden at this specific location is the
strategic position of the place. The town was
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settled along a fordable place in the river.
The surrounding peat areas forced people to
take the route along Coevorden (Molema,
2004), which was at this time the only route to
travel between the northern and southeastern
provinces (Haartsen and Brand, 2009).
In the first years, the town consisted of a
castle and several dwellings. The whole was
surrounded by a moat. In the surrounding
area agricultural fields started to develop
and farmers started to establish themselves in
farms along the roads (figure 4.3).
These natural developments and human
interventions
both
influenced
the
contemporary landscape of Coevorden and
its surroundings.
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waterways
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housing
waterwayswaterway
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figure 4.3
first map of Coevorden, 1550 (scale unknown)
roads

further development of the town
In the Middle Ages Coevorden became a
defensible settlement surrounded by a canal
and a palisade (Molema, 2004). The first
reference to the castle in the town dates back
to 1159. The year wherein Coevorden got his
town charter is unknown, although one knows
that the urban governance settled down in
1407. Around 1600 Coevorden was fortified in
the form of a star shaped fortress with seven
bastions. Along this first border one started
to develop a second canal and fortress with
fourteen corner points (figure 4.4). The market
became the centre where the different streets
met each other, (Haartsen and Brand, 2009) a
structure which can still be recognized today.
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In the following period, there were frequent
struggles in and around the town (Molema,
2004). At the same time, the trade in peat
collapsed (De Boer et al, 2011) and the
town started to depopulate. These three
phenomena were fatal for the economy of
the town.
After 1814, the State of the Netherlands lost
their interests in the existence of the fortress,
and decay occurred. To show the neutral
position of the Netherlands the fortress
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railway

became dismantled in the French- German
war in 1870. This dismantling was the start
of a better accessibility and transportation
network for the town in diverse directions
(Kruiger, 1991).

infrastructure
In the second part of the 19th century the
traffic situation was improved by a new
network of canals, and by the hardening of
roads (Kruiger, 1991). Also the development
of a train and tram track in 1900 meant an
important infrastructural renovation. In the
subsequent years a train connection with
Germany was constructed as well (Kruiger,
1991).
Due to these improved traffic facilities,
more and more companies settled down
in Coevorden. More schools resulted in an
education centre serving southeast Drenthe.
These different developments resulted in an
increase of the number of inhabitants, which
continued after the Second World War. The
development of new dwellings in the centre as
well as new business areas in the surroundings,
resulted in a strengthened economic
situation, resulting in economic prosperity
from the eighties and nineties onwards. The
shopping street got a new, more luxurious look
and became car free. Together with these
developments, a ring road surrounding most of
the existing neighbourhoods was developed
as a result of the economic growth, through
which accessibility became more and more
important (figure 4.5).
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figure 4.6 Coevorden in the actual situation

ring road, although untill the nineties some
railway
roads
neighbourhoods
outside of the ring road were
developed
railway as well. At the moment there are
several plans for new housing areas at the
east side of Coevorden, though there are
no concrete plans for building them yet. The
main development in the last years was the
expansion of the southern industrial area.
The map shown in figure 4.6 shows the big
difference between the situation in 1990 and
the current situation.

housing area Coevorden

At the same time, more business parks
were launched, of which the biggest one
is ‘Europark’, settled partially at Dutch and
German territory. Several logistic facilities will
be developed in this area, to improve the flow
of goods by road, water and railway between
the Netherlands and the eastern and northern
part of Europe (Gemeente Coevorden, 2011).

The most inhabitants of Coevorden live in
the neighbourhoods within the ring road. The
maps in figure 4.7 and 4.8 respectively show
the location of these housing areas and the
division of this area in twelve neighbourhoods.
The map in figure 4.9 consecutively shows
the number of inhabitants living in these
neighbourhoods. The darker the orange colour
used, the more inhabitants living in this area.
The neighbourhoods in the southwestern part
of Coevorden are less densely populated,
because of the huge amount of small-scaled
businesses in this part of the town.

In the actual situation of Coevorden most
of the housing areas are located within the

To get an idea of the people living in
Coevorden, about their wishes and ideas, we
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railway

organized a workshop at the beginning of
the project. Although there were only a few
participants, this workshop gave a lot of insight
in the current ideas about Coevorden. The
box at page 62 shortly describes this workshop
and its outcomes.

Within the ring road there are several roads
that connect the different neighbourhoods
with the surrounding landscape. In figure 4.10
these roads are shown.
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Most of the houses in Coevorden are build from
the fifties up untill the nineties, except for the
houses in the city centre that are much older.
To get an idea of the type of neighbourhoods
in Coevorden, we made several pictures,
standing at one point and turning around.
A combination of these pictures is shown in
figure 4.11, showing a 360° view of several
neighbourhoods in Coevorden. Remarkable
in these pictures is the similarity in materials
and colours used. Both the houses as well as
the gardens seem to be built with the same
bricks and planted with the same vegetation.
This similarity results in a rather monotonous
character.
Interestingly, the character of the surrounding
area is quite diverse; an interesting contrast
with the urban area. In the next paragraph

1
figure 4.11b Ballast

2
figure 4.11c Lootuinen

3
figure 4.11d Binnenvree

4
figure 4.11e De Heege
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the surrounding area of Coevorden will be
introduced.

1

2
3
4

figure 4.11a panoramic views within the neighbourhoods

4.2 SURROUNDINGS

the difference in the division of the agricultural
plots per area. You can find both big- and

Whereas
we
described
the
typical
neighbourhoods of Coevorden as rather
monotonous, the surrounding area of
Coevorden offers a variety of landscapes.
Like in the urban area we took pictures of this
area, standing at one point and turning 360°
around, of which a few results are shown in
figure 4.12.
On the map shown in figure 4.13, the landscape
outside the ring road surrounding Coevorden
is shown. This area can be subdivided in
different types of landscapes. Each of those
landscapes has its own characteristics
and functions. An example of an element
influencing these different characteristics is

1
4

2
3
figure 4.12a
landscape

panoramic

view

within

the

surrounding

1
figure 4.12b agricultural area north of town

2
figure 4.12c agricultural area east of town

3
figure 4.12d industrial area south of town

4
figure 4.12e agricultural area west of town
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BOX | WORKSHOP
One of the steps that we took to get a
thorough understanding of the landscapes
that form Coevorden was the workshop we
organised at the beginning of the project.
Together with Frank Romboud and Wilfried
de Jong, both working for the municipality
of Coevorden, we tried to reach as many
inhabitants as possible, by sending different
emails and the distribution of flyers. Despite
this, only eight people actually attended the
workshop. Nevertheless, we were able to
gain some really interesting information about
Coevorden town, about the landscape
surrounding Coevorden and especially about
the way inhabitants use, and think about this.
The workshop took place in the city hall of
Coevorden and both Romboud and De Jong
were present as well. In this box a summary
of the content and most interesting results is
given.
The aim of the workshop was to find out
more about Coevorden, but it was even
more important to get an impression of the
thoughts and feelings of the inhabitants living
here. During the workshop we spoke about
experiences the inhabitants could think of in
their own neighbourhood and the surrounding
landscape, about what they like and dislike,
and what they would like to experience in the
urban fringe zone in future times.
We divided the workshop into two different
sessions. The first part was mainly related to
desired as well as undesired developments
in the near future of Coevorden. Prior to the
workshop we selected hundreds of pictures,
showing different types of developments,
ranging from small interventions in the town, as
well as big-scaled changes in the surrounding
landscape. We printed these pictures, and
placed them around a map of Coevorden, to
make the attendees comment on what they
would and would not prefer in the future, and
why.
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The most important conclusion from this first
session is that the participants would like to
keep the centre of Coevorden as it is now,
thought they would like a more accessible,
green and attractive surroundings to go to. An
interesting story that underlines this conclusion
is an experience one of the participants
described in relation to what he experienced
as the urban fringe zone. He described that
he resided in different parts of Coevorden.
First he lived in neighbourhood ‘De Heege’, at
that time at the edge of the town. Nowadays
he lives in ‘De Ossenhaar’, also close to the
edge between urban and rural. He states that
if he thinks about walking in the surrounding
landscape, he thinks back about earlier
times, when he walked with his dog to a little
lake close by, or all the way to Germany.
At the moment this natural landscape, he
states, seems to be further away. Everything
should be more integrated again, living and
recreating... (Kuiper, 2011).
The second part of the workshop consisted
of drawing a future perspective on the basis
of the selected pictures in the first session.
Striking in this process was the interest of all the
participants in diversity of functions and forms,
mainly in the surrounding area. Although they
indicated that they themselves do not visit a lot
of the areas in the surroundings of Coevorden
at the moment, most attendees saw this as
a potential area for recreational purposes.
Though they also indicated areas where they
never come and probably will never go to,
for example the industrial area at the south
of the town. One of the participants stated
about this area that: “if you want to leave the
town and walk into an industrial area, this is
definitely not what I want. So I never leave
the city for recreation purposes via this side”
(Kuiper, 2011).
In general we concluded after the workshop
that the satisfaction of the inhabitants about
their town and surroundings is just moderate.
Moreover they experience the possibilities for

recreation close to their houses as rather poor.
We experienced the workshop as a
wonderful source of inspiration. The ideas and
experiences of the participants about their
living environment and surrounding landscape
helped us in our search for the problems and
potentials in the area, and challenged us to
make them proud again at the landscape of
their hometown.
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small-scaled plots as well as open and
enclosed plots. In the following paragraphs
we give an overview of different landscape
types surrounding Coevorden. This is done on
the basis of a small map, cross sections and a
characteristic picture.

The images in figure 4.14 show a landscape
in the northern part of Coevorden. This
landscape is half open and small scaled. There
are different types of plots, diverging from
rather small to huge areas, in which buildings
with different functions are situated.

figure 4.14 small scaled agricultural area

figure 4.15 irregular plots with scattered farms

figure 4.16 open, big scaled landscape

crop farming

crop farming

crop farming

crop farming
figure 4.17 ribbon development
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The landscape shown in figure 4.15 is open
and shows little diversity. The plots are linear
but irregular, which together with some
scattered buildings, like farms, creates
some diversity in the landscape.

Figure 4.18 shows an open and big-scaled
landscape with some scattered buildings,
like houses and sheds. The plots are big and
angular without any diversity, resulting in a
rather monotonous landscape.

figure 4.18 big scaled agricultural area

figure 4.19 diverse landscape variously open and enclosed
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The landscape shown in figure 4.17 is diverse,
small-scaled, and can be typified as ribbon
development. There is variation in the density
of trees and there are scattered sheds and
buildings along the roads. The position and
the diverse character of the houses, some are
located close to the road and others are not,
determine the diversity as well.
Figure 4.18 shows a landscape that is a mainly
big-scaled agricultural area, with some
scattered farms and clumps of trees. A part
of this landscape is formed by holiday park
‘de Huttenheugte’, which is a forest-like area
around a cluster of holiday homes.
Typically for the landscape illustrated in
figure 4.19 is the high degree of diversity.
Alternatively, scattered farms, clusters of trees,
and small-scaled agricultural fields create a
diverse, half open landscape with linear plots.
The landscape shown in figure 4.20 is quite

big-scaled with irregular, rectangular plots.
The diversity of the crops grown at these fields,
the different type of farms and their dispersed
location create variation in this landscape.
The landscape shown in figure 4.21 has an
industrial character. In between the huge
plots with industrial buildings, some agricultural
fields with different types of crops can be
found.
Interestingly, these different landscapes are
all located within walking distance from
the neighbourhoods situated within the ring
road. The walk from your front door to the
ring road, which you have to cross to go to
the surrounding area, takes a maximum of 15
minutes back and forth, illustrated in figure
4.22. From the moment you cross the ring road
you are able to make a walk of only twenty
up to thirty minutes and still experience the
unique characteristics and diversity of these
landscapes.

20-30 minutes walk
back and forth

maximum 15 minutes walk to the
surrounding area back and forth

1000 m

figure 4.22 a diverse landscape, at walking distance
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4.3 CONNECTIONS
In this paragraph the connections between
the housing area within the ring road, and the
diverse landscapes in the surrounding area of
Coevorden will be investigated.
When you want to walk from your own house
in the centre of Coevorden to the surrounding
area of Coevorden, you have to cross the ring
road that surrounds the town. The map in figure
4.23 shows which roads (orange) you have to
use to reach this area. The map shows that it
is possible to go to the surrounding area from
each neighbourhood in about fifteen minutes
back and forth. The question is though, if you
would like to walk on, or along, these type of
roads.
The different connection roads you can use
to go to the surrounding area are not all
exactly the same type of roads. While some
are completely focused on cars, others offer
some walking and cycling facilities as well.
The following pictures, sections and short
descriptions give an overview of the different
connecting roads which you have to use at
least once if you want to go to, or come from,
the surrounding area.
Figure 4.24 shows a road used by both cars,
allowed to drive a maximum speed of 60
km/h, bikers and walkers.
The connection shown in figure 4.25 is a
combination road for cars, bikers, and walkers.
The maximum speed you are allowed to drive
at this road is 60 km/h.
The images in figure 4.26 show a road, which
has to be used by cars as well as bikers and
walkers. The maximum speed at this road is 80
km/h.
The connection shown in figure 4.27 shows a
separated road for cars and bikers. Walkers
have to walk on the bicycle path. The
maximum speed cars are allowed to drive is
80 km/h.

The connection road shown in figure 4.28 is
divided in a road for cars, a biking path and a
separated walking path. The maximum speed
at this road is 60 km/h for a few hundred
meters, after which it turns into an 80 km/h
road.
Figure 4.29 shows a connection road offering
a separated road for cars and bikers. People
who want to walk here have to walk at the
bicycle path. The maximum speed is 80 km/h.
The road shown in figure 4.30 is a combination
road for cars, bikers as well as walkers. So if
you want to walk here you have to walk at
the road where cars are allowed to drive 80
km/h, or you have to walk in the grass and
mud along the road.
Figure 4.31 shows the only connection that is
totally focused on bikers and walkers. After
a few hundred meters however, the path
is turned in to a combination road for cars,
bikers and walkers with a maximum speed of
60 km/h.
The connection shown in figure 4.32 offers
separated roads for cars, bikers as well as
walkers. The maximum speed for the cars is 80
km/h.
The road shown in figure 4. 33 is a combination
road for cars, bikers, and walkers. Walkers have
to walk on, or along, the road where cars are
allowed to drive at a speed of maximum 60
km/h.
The road shown in figure 4.33 is divided in a
road for cars and one for bikers. Walkers have
to walk at the bicycle path. The maximum
speed at this road is 80 km/h.
Concluding from these descriptions, we
can state that it is always possible to use the
connection roads to go to the surrounding
area. Taking safety and attractiveness of
these routes for walkers into account, we can
conclude that in general all the connections
you have to use are mainly car-focused,
without enough facilities for walkers.
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Moreover, once you cross the ring road,
and walk in the surrounding area, the same
problem pops up. The map in figure 4.35
shows the different available roads in the
surrounding area. The different colours of the
roads shown in this map indicate the type of

usage (car, bike, walking). The maps show
clearly that there are barely any walking paths
in the surrounding area. Most of the roads in
the surrounding area are combination roads,
where the walkers would have to walk on or
along a road where cars are often allowed to
drive a maximum speed of 80 km/h.

figure 4.24 Ballast

figure 4.25 Krimweg

figure 4.26 Klooster

connections

neighborhoo
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figure 4.27 De Hulteweg
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figure 4.28 Looweg
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figure 4.30 Stieltjeskanaal

figure 4.31 bicycle path Ossenhaar
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4.4 DESIGN IDEA
As a result of the analysis of the neighbourhoods
of Coevorden, the surrounding area, and
the connection roads between them, we
have a clear view of the actual situation.
The advantage of a diverse surrounding
landscape at walking distance from all front
doors within the ring road is negated by the
car-focused roads, which you have to use
as a walker when going to the surrounding
area. In line with these findings and our literal
goal to open up the surrounding landscape
of Coevorden by developing a walking
route, we further developed our design idea,
schematically shown in figure 4.36.
In this thesis project we will focus on the
development of little walks for one area. On
the basis of several arguments we chose to
do this for the industrial area, located in the
southern area of the town, as shown in figure
4.37.
First of all there are a lot of people living in the
adjacent neighbourhood of this area (see
figure 4.9 at page 59). We will thus have a big
target group to design for. The second reason
for choosing this area, are the conclusions we
drew from the workshop we organized in the
starting phase of the project. The industrial area
is seen as the least attractive area. People do
not see any reason to go there at this moment
(workshop, 2011). Despite this dislike, this
industrial area had, and still has, an important
role in the development of Coevorden.
The third and most important reason to
choose this area is the personal challenge we
found in this area. Designing a walking route
in an industrial area is new and challenging
for us. The atmosphere of the industrial area
fascinated us. The enormous plants in contrast
with the green appearance of the terrain, the
single elements like an empty train, a small
ditch and a freestanding tree impressed us,
and made us try to show other people these
qualities as well.

figure 4.36 design idea for Coevorden

figure 4.37 focus at the southern area
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BOX | LITTLE WALKS
Since the start of the land consolidation
processes over the last thirty years, a lot of
walking paths are gone. The walker became
more and more appointed to existing paved
roads, which are less suitable to walk on and to
experience the surroundings from. Moreover,
a lot of areas have become inaccessible
(Jansonius, 2005).
Nevertheless making a stroll is seen as a
trendy activity in the past and coming years
(Jansonius, 2005). As a result of upcoming
themes like a healthy lifestyle and the wish to
recreate in natural environments, it is possible
to create support for the development of
new walking paths (Jansonius, 2005). Not only
walking itself, but also the accessibility of the
agricultural areas creates support for nature
and landscape and their management. When
people enter these areas, the importance for
the support rises (Jansonius, 2005).
A little walk can be typified as a short walk of
about thirty up to sixty minutes with an average
speed of four or five kilometres per hour. The
distance is about two up to five kilometres,
starting and ending at your own house. The
little walk therefore takes place in the direct
surroundings, and can take place at every
hour of the day (Jansonius, 2005) (Siebelink,
2010) (Goossen, 1991).
The average walking speed permits us to
experience what happens around us, and
where we have to place our feet on the
ground. We can move our head quickly from
side to side when focusing on something. In
general, during a walk our head is pointed
about ten degrees downward, while raising
our head is more difficult and unnatural (Gehl,
2010). At a distance up to 25 metres the richness
of details is most intensively experienced, and
within this distance the most intense feelings
and reactions are evoked (Gehl, 2010).
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Little walks can be used as a tool to involve
people with their surrounding landscape, by
making people come in contact with the
feeling of being outside. Developing walking
routes in agricultural areas for example, might
improve the image of agriculture in general
(Jansonius, 2005). Moreover little walks are
a low threshold invitation, where you do not
have to pay for, which take no longer than an
hour, and can be done at the moment of the
day that suits you best.
In the ‘Wandelmonitor’ a research executed
by Siebelink (2010), the gender and age of
those people who describe walking as a
possible leisure activity is investigated. Thirty
percent of this group consists of people
ranging from the age of 35 to 49 years, while
fifty percent of the group is older than fifty
years. In this there is hardly any difference
between the percentage of man and woman
(Siebelink, 2010). The reason which more than
half of the respondents specified as ‘the most
important reason to go for a walk’, is to relax.
This group specified the effect on their health
as the second important reason to go walking
(Siebelink, 2010).
Most people prefer a walk in an environment
with a lot of diversity, with some shelter, variation
in form, function and use. Furthermore, most
people prefer a route wherein they can both
do something during the walk, as well as
sit down for a while. Landscapes as dunes,
forests, the beach, and heathlands are at
the moment more popular than urban fringe
zones, since the urban fringe areas are often
cluttered, and offer less diversity and shelter
(Goossen, 1991).

4.5 EXPLORING THE SITE
In this paragraph we focus on the design area.
What is our first impression of the area, can the
area easily be reached, and what are the
area’s characteristics? The experiential- and
landscape-analysis of this area resulted in the
choice for the location of the walking route.
As described in the previous paragraph, we
chose the industrial area as design location
because we felt challenged, to make
people experience this what we experienced
ourselves when we visited the site.

figure 4.38 impression of the railway area

experiential analysis
The picture in figure 4.38 is taken from an
old railway in the middle of the industrial
area. The place makes you experience the
vastness and the industrial character of the
place, while you still do not feel lost in the
large scale of the place. The relatively low
building and the old train wagons give the site
a human scale. When we first saw this place
the beauty of the colours overwhelmed us.
The vegetation is covered in autumn colours,
perfectly matching the rusted wagons, which
made us wonder how this place will look like
in summer time or covered under a thick layer
of snow. Singing birds and far away industrial
sounds give the place an almost mysterious
character.
The picture in figure 4.39 shows the surprisingly
green character of big parts of the industrial
area. When we visited the place for the first
time we did not expect this amount of green,
as well as the peaceful atmosphere some parts
have. The rather broad waterway, the grass,
and the groups of trees make you forget you
are at a place where you did not want to be
initially. The huge silhouettes of the plant and
the wind turbines are almost a decor, giving
the place a pleasant degree of seclusion.
This green character can also be recognized
in the picture in figure 4.40. When we first saw

figure 4.39 impression of the green character

figure 4.40 impression of the canal in the industrial area

figure 4.41 impression of the old potato factory
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this place, the amount of available space
attracted our attention. While the buildings are
built at a close distance from the road, there
is a rather broad surface of grass between
the road and the canal. The size of the canal,
the interesting differences in height and the
impressive wind turbines at the background
made us directly think about the possibilities
of a walking path at this place. The irregular,
seldom sounds of cars and trains fade into the
background when you stand in between the
reed along the water, while they are still able
to make you aware of the place where you
are.
The last picture, shown in figure 4.41 gives an
impression of the first time that we saw the
old potato factory. The old factory is almost
completely demolished, only a part of the
facade is preserved. The materials used, as
well as the style of the building refer to another
time. The place directly invites you to imagine,
to think about other times. The site is at this
moment not used, and there is no future land
use plan yet. An extra reason for us to include
this site in our design.

landscape analyse - access roads
In exploring the southern area, we started

with the accessibility of the industrial area
from the adjacent neighbourhood ‘The
Heege’. In the neighbourhood are several
main roads that you have to use to enter or
leave the neighbourhood. On the map in
figure 4.42 these roads are shown with orange
lines. The arrows show the connections to the
surrounding area. On the basis of the map can
be concluded that there are two connections
from the living area that cross the ring road
and make a connection with the surrounding
area.
Next to the two direct connections with the
surrounding area, there are three other main
roads. These roads do not cross the ring road,
as shown in figure 4.43.
The two direct connections are both
connected to different neighbourhoods, as
shown in figure 4.44. Based on the shortest
distance to the surrounding area, we expect
that the western connection will be used most
by the inhabitants living in the western part
of the neighbourhood ‘De Heege’ and the
old centre, while the eastern connection will
probably mainly be used by the inhabitants
living in the eastern part of the neighbourhood
‘de Heege’ and can also be used by the
inhabitants of the neighbourhood ‘Pikveld’.
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Landscape analyse - leftover spaces
Once you entered the industrial area
‘Europark’, there are several companies who
own large terrains that you are not allowed
to enter. The terrains are almost everywhere
enclosed by fences. Next to these enclosed
terrains there are some open, leftover spaces,
which are not developed yet. On the map of
the municipality however, can be seen that
their destination is already determined. In
figure 4.45 the actual and future situation of
the industrial area is shown. The functions of the
companies at ‘Europark’ can at the one hand
be roughly divided on the basis of the type of
products they produce, like pet food, energy,
and raw materials, and on the other hand on
the basis of their function and logistics. There
are also several areas that are still owned by
the municipality, eventually intended for the
development of new companies, which are
not sold yet.
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Outside these private terrains there are a lot
of ‘left-over’ spaces, as shown in the map in
figure 4.46. The orange surfaces show these
spaces, which do not belong to any of the
companies and are a potential space for the
development of walking paths. A big part of
these zones are at the moment used for the

railway

An important requirement we have for the
development of a walking route in this area,
is that the whole area can keep on operating
the way it did before. The industrial area is the
decor in which we create a route, and thus
not something to decrease in size or hide, but
to integrate and use in the design.

‘open space’ industrial area
plants within design area
‘open space’ industrial area
‘open space’ industrial area

main route within neighbourhood
roads
main route withinother
neighbourhood
main route within neighbourhood
plants
main route withinother
neighbourhood
roads

250 m

roads
main route withinother
neighbourhood
housing
other roads
plants

road

other roads
plants
plants industryhousing
plants
housing

housing
waterways
waterways

housinghousing waterway
figure

waterways

main route within neighbourhood
waterways

main connections
railwayplants

railway
4.44
direct connections
waterways
railway
railway
railway

other roads

railway

to thehousing
southern area
waterways
railway

plants within design areaterrain border
‘open space’ industrial area
plants within design area ‘open space’ industrial area
‘open space’ industrial area
area te be developed
plants within design area terrain border
plants within design area‘open space’ 250
industrial
terrain border
m area
‘open space’ industrial
area
plants
within design area
area te be developed housing
terrain border
area te be developed terrain border
plants within design area
‘open space’ industrial
area within design area
terrain border
plants
area te be developed housing
waterways
housing
terrain border
‘rest’ space
industryarea te be developed
terrain border
area te be developed
plants within design area
waterways
housing
roads in design area
terrain border
area te be developed
waterways
housing
housing
waterways
in
design
area yetother
roads
terrain borderhousingroads
area
te
be
developed
not
developed
waterway
waterways
roads in design area
housing
waterways
railway
roads
area
other roads
area intedesign
be developed
waterways
roads
in design area
other roads
housing
roads at site
other roads
railwayroads in design area
railway
other roads
railway
in design area
other roads
housing
figure 4.46
available spacewaterways
for walking pathsroads
other roads
railway
railway
other roads
75
waterways
roads in design area railway

roads in design area other roads
other roads

railway

railway

The choice for the area wherein we will
develop the walking routes is based on the
entrances to the area, the available space
in the area, and the ideal distance of a little
walk as shown in figure 4.22. The combination
of these arguments resulted in a walking route
for the southern, industrial area of Coevorden,
as shown in figure 4.47.

in the area itself. In the next section the six
areas will be described one by one based on
their function, landscape proportions, sound,
and colour.

characteristic areas within this route
Zooming in on the area wherein the route will
be designed, a division of six different areas on
the basis of their characteristics can be made.
In figure 4.48 this division is shown, whereby
each area is named after important elements
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figure 4.47 the route
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eastern access
This area consists of an entrance road as a
connection between the housing area and
‘Europark’, and a main road within ‘Europark’
with some branch roads to private terrains.
The area is partly in use by diverse companies,
and partly still owned by the municipality.
The areas that are not developed yet give
the area an open character, although you
do not feel lost in the huge scale of the site.
Rows of trees along both the ring road and
the main road in the industrial area give some

shelter. Moreover the silhouettes of both the
big plant as well as the wind turbines at the
background seem to function as a decor.
They make the place feel smaller without
losing the impressiveness of the industrial site.
On one side of the main road a rather broad
ditch of eight metres can be found, which
bends in western direction after a few hundred
meters (figure 4.49b). The slope along the two
sides of the water is quite steep, although
grass can still grow on both sides. The water,
huge grass field and diverse tree lanes give

4.49c

A
B

4.49d

20 m

grass

water

trees

figure 4.49a the eastern access zone
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building

road
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the side a pretty green character. This can
be recognized in the most important colours
(figure 4.49e) of the area, mainly different
shades of green, grey and brown. Despite
the presence of some accent colours, mainly
at the facades of the different buildings, the
colours contribute to a rather monotonous
atmosphere.
The sounds however, (figure 4.49c and 4.49d)
are more striking in this area. You can hear
the sound of cars, trucks, and wind like in the
other areas, though you also hear a lot of

birds, which almost outdo all the other sounds.
The sound of cars becomes more important,
when you come closer to the ring road and
less important when you come further in the
area.
In figure 4.49e an impression of the different
potentials in the area is given. The huge grass
field and the industrial buildings, as a decor at
the background, attracted our attention.

A

B
figure 4.49b section showing the Vosmatenweg, and the water and grass at both sides

volume
volume

2m

10 m

frequency

frequency

figure 4.49c the sound of a lot of cars close to the ring road

figure 4.49d a constant far away sound of cars

dominant colours
figure 4.49e pictures and colours typical for this area
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container storage

containers, with different colours, and stacked
at different heights (figure 4.50a).

This area is defined by a fence on one side,
which at the same time forms the separation
with the big plant and a ditch on the other
side. The area is one of the best examples
of a leftover space. Although the area is still
relatively green, you really feel like walking in
the middle of an industrial area at this location.

D

B

Interesting is the changing character of
the site. The container storage place looks
different per day, with a different number of

The industrial character of the place can be
recognized in the most important colours
in the area (figure 4.50f), mainly different
shades of grey and brown. Herein is only little
change throughout the year. The colours of
the containers change constantly, but there
is not much vegetation that changes colours
throughout the different seasons. While the
colours of the environment look different
during different times of the day and in

C

4.50e

A

4.50d

20 m

grass

water

containers

figure 4.50a the container storage area
80

building

road

railway

100 m

different weather circumstances, the place
rather has the same colours throughout the
year.

rather constant environment and the amount
of bird sounds could be interesting elements in
the development of a walking route.

The sounds (figure 4.50d and 4.50e) are
strikingly different than in the previous explored
areas though. You cannot hear the road
anymore from here, so only the sounds of birds
dominate.
The pictures in 4.50f give an impression of
different potentials in this area. The changing
character of the container storage place, the

A

B
figure 4.50b section showing the road at the left side and container storage at the right side of the water

2m

10 m

2m

10 m

C

D

figure 4.50c trees behind the fence enclosing the terrain of a plant

volume

frequency

volume

figure 4.50d the sound of wind and some birds

dominant colours

frequency

figure 4.50e an interesting volume of bird songs

accent colours

figure 4.50f pictures and colours typical for this area
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canal

De road and the bicycle path are respectively
seven metres and three metres broad. At the
eastern side of the road there are several
companies established. Most of these
companies enclosed their terrain with a fence
and/or hedge.

This area is very long and small, mainly
consisting of the ‘Coevorden-Vecht’ canal,
and an entrance road ‘De Mars’, with a road
for cars and an adjacent bicycle path. The
canal is about thirty metres broad, and is
situated at about two metres lower than the
surrounding area. The canal is at both sides
surrounded by grass. At the eastern bank
reeds and shrubs grow up to the water level,
while at the western side a line of gravel is
constructed at water level.

Except for the company buildings and wind
turbines there are almost no vertical elements
in this area. This results in an open area with
some scattered vertical elements, as shown
in the cross-sections in figure 4.51b and figure
4.51c.

4.51d

4.51e

A

B

C

D

20 m

grass

water

figure 4.51a the canal
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The atmosphere is a mixture of an industrial
and natural character, influenced by the
company buildings and the broad canal
with is relatively green appearance. The most
important colours in this area are based upon
these two extremes, namely different types of
green and grey, as illustrated in figure 4.51f.

are as background sounds
characteristic for the area.

nonetheless

The pictures in figures 4.51f give an impression
of some potentials in the area, based upon
the available space, and the presence of the
broad water surface.

The sounds (figure 4.51d and 4.51 e) in this
area are mainly related to the road along
the canal; you constantly hear cars as well
as trucks passing by. The natural sounds like
the wind and birds are less striking, though

A
figure 4.51b section showing the canal in between the railway and buildings

B
2m

10 m

2m

10 m

C

D

figure 4.51c section showing the railway in the middle of the canal

volume

frequency

volume

figure 4.51d sound of cars from the ring road

dominant colours

natural elements

frequency

figure 4.51e sounds of cars and trucks at the background

accent colours

figure 4.51f pictures and colours typical for this area
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big plant

of the plant give the place a more human
scale.

This area is a flat zone, consisting of a grass
field, with one main road and some railways.
The most striking element is the enormous plant
located at the eastern side of the area (figure
4.52a). Although the building is only visible in
the background, the scale of the building is still
impressive, even emphasized through the little
detail, used in the construction of the building.
The huge plant gives the area an industrial
character, though the train carriages in front

B

C

4.52e

D

A

4.52d

The colours in this area are strikingly different
(figure 4.52f); next to the different shades
of grey of the company buildings, several
accent colours can be found in this area. Next
to the bright red and green colours used at
the walls of the buildings, these colours are
changing constantly. There are often freight
trains stationed in front of the big plant. The
containers on these trains have different,

20 m

grass

water

building

figure 4.52a the big plant
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often bright colours attracting your attention.
Sounds (figure 4.52d and 4.52e) of passing cars
and trucks and the sound of wind dominate
here. The sound of wind even seems to
emphasize the scale of the site.
In figure 4.52f an impression of the area is
shown. Potential elements in this area are the
vastness of the area, the scale of the plant,
and the feeling of being far from home.

A

B

2m

10 m

figure 4.52b section showing the grass field in between the railways and water

C

D

2m

10 m

figure 4.52c section showing the amount of space in between the different buildings

volume

frequency

volume

figure 4.52d sounds of cars and people passing by

most important colours in this area

frequency

figure 4.52e dominating sounds of cars and the wind

accent colours

figure 4.52f pictures and colours typical for this area
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railway

by buildings and fences. Still, the area gives
a natural impression as well, because of the
reed and waterways along the way. This
natural impression can be recognized in the
main colours (figure 4.53g). These colours are
diverse, diverging from the rusty brown of the
train carriages and reed, and the different
shades of green of the grass and reed in spring
and summer.

This area is dominated by the presence of
several railways and gives you the feeling to
be in the centre of the industrial area. There
are several railways still functioning, but there
are a few as well which are no longer used.
One of these old railways continues all the
way to the area wherein the potato factory
is situated. This railway might be interesting to
use as a walking path.

Striking in this area is the working atmosphere;
you can see freight trains passing by, hear
their sounds from far away, as well as other

The area is long and small and is enclosed

4.53f
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4.53e
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figure 4.53a the railway
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industrial sounds like passing trucks and the
sounds of loading and unloading materials.
When you walk in northern direction, back to
the housing area, the sounds of cars start to
dominate again. Throughout the whole walk
in this area, the sound of birds is overwhelming
(figure 4.53e and 4.53f).

wagons at the foreground, and the silhouettes
of the buildings at the background contributes
to this attractiveness. The challenge in this area
is to preserve and emphasize these qualities.

The pictures in figures 4.53g give an impression
of potential elements in this area. The colours in
this figure show that this area is already pretty
attractive through its beautiful colour palette.
The difference in scale between the train
A
figure 4.53b section with at the right side the container storage area

B
2m

10 m

C

D

figure 4.53c section with at the right side a huge barrack

2m

10 m

D

E

figure 4.53d the railway in between two ditches
volume

2m

frequency

volume

figure 4.53e faraway industrial sounds and birds

most important colours in this area

10 m

frequency

figure 4.53f an increasing volume of cars passing by

natural elements

accent colours

figure 4.53g pictures and colours typical for this area
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potato factory

When you pass through this area coming
from the housing area, the atmosphere slowly
changes from an urban neighbourhood to
a more industrialized area, where several
companies are located (figure 4.54a). This
gradient is mainly caused by a change of
scale. Whereas the most dwellings are two or
maybe three floors high, and built from bricks,
the industrial buildings take up a lot of space,
are at least seven metres high and are built
out of a combination of bricks and corrugated
sheet.

This area consists of a lot of important visual
elements; for example line elements like the
road and the canal, as well as the old potato
factory building. The biggest part of the
old building is demolished and is not in use
anymore. The factory was built in 1908, seriously
damaged in the Second World War, and
renovated shortly after the war. The building
lost its function as potato factory already
in 1963, after which it served subsequent as
storage and workspace for artists (Vergane
glorie, 2013). At the moment only the facade
of the building still exists. The surrounding area
is enclosed by a fence, and is overgrown by
grass and shrubs.

Interestingly, you do not feel like walking in
the direction of a huge industrial area till you
reach the ring road, which might be caused
by a change in the distance between the

A
4.53c

B

4.53d

20 m

grass

water

building

figure 4.54a the potato factory
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buildings. The most residential houses are built
in a row, while there is a lot of, often green,
space in between the office buildings.

an occasional siren. Furthermore, constant
bird sounds can be heard around the old
factory building.

The most striking colours (figure 4.54e) in this
area are based on the bricks used for the
buildings, the asphalt and pavers of the street,
and the natural elements in the surroundings,
with a few trees and shrubs, and a lot of grass
and water.

The pictures in figures 4.54e give an impression
of potentials in this area. The old factory is at
this moment dilapidated, though the design
and materials of the building offer potential
for a new use. The canal is like a stubborn
person, as if the environment does not effect
it at all. The presence of the water gives the
place a feeling of space and openness. And
the huge amount of available space with a
predominantly green atmosphere offers a
chance to emphasize the character of the
in-between urban and industrial character of
this area.

The different sounds (figure 4.54c and 4.54d)
did not attract our attention at first. The closer
you come to the ring road, the more car
sounds you hear. There is a constant sound
of city-like sounds at the background, like
chatting people, starting cars, crying kids, and

A

B

figure 4.54b section showing the facade of the old potato factory along the canal

volume

2m

10 m

frequency
volume

figure 4.54c dominating sounds of birds and people

most important colours in this area

natural elements

frequency

figure 4.54d faraway sounds of cars of the ringroad

accent colours

figure 4.54e pictures and colours typical for this area
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All these six areas are different in their
function, landscape proportions and the
colours and sounds that can be perceived,
and all of them offer interesting potentials
for the development of a walking route. The
differences in atmosphere can contribute to
a diverse and vibrant route.

views arising when walking in this direction. In
figure 4.55 this direction is shown.
The next chapter will continue with the design
of the walking route through these six different
areas, for which the basis is formed in this
paragraph.

The route is preferably walked in one direction,
because of both the smallness of for example
the railway area, as well as the more interesting
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V
DESIGN LANGUAGE

DESIGN PROCESS BASED UPON THE USE OF FIGURES OF SPEECH
In chapter I we introduced figures of speech as
a possible design tool. In this chapter we are
going to explore the possibilities of these figures
of speech by translating them into a design
tool. In the first paragraph 5.1 we will introduce
a scheme that shows our way of working.
In paragraph 5.2 we will continue on the
meaning of the figures of speech and describe
how we got a better understanding of them.
In the subsequent paragraph (5.3) our critique
on the categories, on the basis of which Spirn
introduces the figures of speech in her book, is
explained. Paragraph 5.4 shows the process of
testing the figures of speech, and paragraph
5.5 and 5.6 sequentially show the process of
comparing between, and choosing from these
results in preparation for the design.

5.1 PROCESS
In the following paragraphs we will explain the
way we use figures of speech in our project.
In chapter II we shortly introduced the role
of the figures of speech in the whole project
(figure 2.2 at page 30). The scheme in figure
5.1 shows the way we did this more in detail.
The different steps taken are described one
by one and are shown in the scheme.

Emphasis

Metaphor

• rhythm

•cliché

Climax & Anticlimax

Paradox & Irony

• placement
• framing
• contrast
• exaggeration
• distortion
• alliteration, echoism, assonance

SPIRN

• climax
• anticlimax

Anomaly

• anachronism
• prochronism
• anachorism
• anastrophe

The first frame, STEP I, is about understanding. To
be able to use the figures of speech as a design
tool we have to understand their meaning
completely. STEP II exists of a critical reflection:
after we acquired a thorough understanding
of the figures of speech by Spirn, we were
able to critically reflect upon the way they are
introduced in ‘The Language of Landscape’
(1998). With the result of this we started testing
the applicability of the figures of speech in STEP
III. By making drawings we tried to visualize the

• synecdochy
• metonomy
• personification
• euphemism
• conceit
• allegory

• antithesis, oxymoron
• antiphrasis
• litotes
• meiosis
• dramatic irony

Address

1

2

• apostrophe
• aposiopesis
• exclamation and interrogation

3
Metaphor

Emphasis

• synecdochy
• metonomy
• personification
• euphemism
• conceit
• allegory

• placement
• framing
• contrast
• exaggeration
• distortion
• alliteration, echoism, assonance

•cliché

• rhythm

Paradox & Irony

Climax & Anticlimax

• antithesis, oxymoron
• antiphrasis
• litotes
• meiosis
• dramatic irony

• climax
• anticlimax

Anomaly

• anachronism
• prochronism
• anachorism
• anastrophe

Address

• apostrophe
• aposiopesis
• exclamation and interrogation

1. climax
2. anticlimax
3. anachronism
4. prochronism
5. anachorism
6. anastrophe
7. synecdochy
8. metonomy
9. personification
10. euphemism
11. conceit
12. allegory
13. cliché
14. antithesis
15. oxymoron
16. antiphrasis
17. litotes
18. meiosis
19. dramatic irony
20. apostrophe
21. aposiopesis
22. exclamation
23. interrogation

5

1

2

6
6

3

4

5

figure 5.1 the process of translating the figures of speech
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4

23 remained figures of speech at six different
places. This resulted in 138 drawings, which we
started comparing in STEP IV. In this step the
role of an objective researcher and the role
of a designer following his designers intuition
are integrated. The drawings are compared
in two ways, namely per place (six different
figures of speech at one place; six drawings),
and per figure of speech (23 drawings showing
the whole range of figures of speech at one
place). This comparison resulted, on the

basis of both objective as well as subjective
considerations, in the selection of several
drawings. How these drawings are integrated
in a landscape design is discussed in chapter
VI.
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5.2 STEP I

understanding the figures of speech
goal of step I: a better and more complete
understanding of the figures of speech
described by Spirn. The most important steps
taken:
• researching dictionary and encyclopaedia
• searching for different, more landscaped,
examples

a complete understanding. We did this by
exploring dictionaries and encyclopaedias,
by searching for other, more landscaped
pictures, by drawing on top of the images we
found, and by developing icons. A process
that we show in this paragraph on the basis of
a few examples, namely placement, contrast,
anastrophe, metonymy, personification, and
dramatic irony. At the end of this paragraph
a scheme is shown wherein we summarize this
process for all the figures of speech (figure 5.8).

anastrophe
• drawing on top of the pictures of both Spirn
and the ones we found extra
• developing an icon for every figure of
speech
• defining a definition per figure of speech
In chapter III we introduced the figures of
speech and the way Spirn introduces them
in her book ‘The Language of Landscape’
(page 43 to 51). While Spirns book is full of
illustrative examples, the figures of speech are
described concisely, which is also emphasized
in a review introduced in the knowledge gap
at page 16:
“The tapestry that Spirn has woven is so rich
that the book will bear reading several times
and will be a good work of reference. If there
is a weakness, it is in chapter eight, which
ironically for this poetic individual, deals with
the design of poetics in the landscape. In it
Spirn has codiﬁed various design principles—
emphasis, framing, exaggeration, assonance,
synecdoche, and the like—which for the most
part are too brief in description to scintillate
the non-specialist.” (Bunkse, 2002, p. 154)
Although these descriptions were extensive
enough to scintillate us, we did not
understand the meaning of every figure of
speech well enough on the basis of these
descriptions, to be able to use them ourselves.
Therefore we searched for other ways to get
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“the inversion of the usual order of words or
clauses” (Oxford Dictionaries, 2013)
Spirn gives two examples showing an
anastrophe, which are both a literal inversion;
human figures upside down in the pavement,
and Texas bluebonnets hanging upside-down
from the ceiling at Austin’s airport. We also
searched for literally inversed landscapes,
of which the picture in figure 5.2a is one
example. In this picture, made in Wilnis in the
western part of the Netherlands, a drainage
canal is shown. In this canal polderwater is
stored untill it is drained to a river that flows to
the sea. Interesting for us in this picture is that
the canal is situated above the field level. A
situation that can be described as an inversion
in comparison with the normal situation.
In the picture in figure 5.2b one of the examples
Spirn gives of an anastrophe in the landscape
is shown. By drawing on top of this image we
tried to find the core of Spirn her intention in
showing this example. What exactly makes
this an anastrophe?
The reaction of the person realizing there are
human figures upside down in the pavement
is in this picture the most important aspect. It is
unclear though, if he literally realizes that the
people are placed upside down, or that there
is just something different than usual.
With this information we developed an icon,

summarizing the meaning of the figure of
speech, shown in figure 5.2c . The icon shows
two shapes of which the second one is literally
inversed compared to the first one.
In the rest of the report we will, based upon
the previous information, use the following
definition of an anastrophe:
• an inversion of the normal or expected
• emphasis, humor, priority

to do with recognizing human emotions or
feelings in something non-human. For example
ascribing feelings of sadness to a tree, a
weeping willow for instance. The examples
we searched for are designed landscapes
wherein a human figure can be recognized. In
figure 5.3a you can recognize a human head.
This head is part of a reclining female figure,
also referred to as ‘the lady of the North’. The
ground used for the sculpture comes from
a nearby open coalmine that one wants to
remain open.

personification
• “the attribution of a personal nature or
human characteristics to something nonhuman, or the representation of an abstract
quality in human form
• figure intended to represent an abstract
quality
• a person or thing regarded as embodying
a quality, concept, etc.” (Oxford Dictionaries,
2013)

In figure 5.3b one of the examples of a
personification given by Spirn is shown, with on
top a drawing we made to grasp the essence
of the image. The tree they planted on this
graveyard is a willow with hanging branches,
and a bended tree trunk. You can imagine
the tree is sad himself. Or you can recognize
an old lady standing there, her back bent,
crying next to one of the memorial stones.
The icon in figure 5.3c summarizes the meaning
of this figure of speech with a symbol of a
person and something non-human.

Spirn describes a personification on the basis
of four different examples, which often have

On the basis of this we will use the following

5.2a

5.2b

anastrophe
• an inversion of the normal or expected
• emphasis, humor, priority

5.2c
figure 5.2 acquire a better understanding of an anastrophe
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definition of a personification in the rest of this
report:
• identifying the non-human with the human

dramatic irony
• “a literary technique, originally used in
Greek tragedy, by which the full significance
of a character’s words or actions is clear to
the audience or reader although unknown to
the character” (Oxford Dictionaries, 2013)
Often this difference between actors and
observers results in an inappropriate or foolish
action of the actor, through which he or she, at
the same time offers a source of entertainment.
This technique is often used by writers as
William Shakespeare, Voltaire, Thomas Hardy,
and Henry James (Encyclopedia Brittanica,
2013).
One of the examples Spirn gives of a dramatic
irony is a garden trick like a small fountain
which suddenly shoots out water, drenching
inattentive passersby. We searched for an
image showing a scene like this, and found
this at the Schouwburgplein in Rotterdam,

designed by West8. In the picture in figure
5.4a you can see children playing in the
water. Important within this figure of speech
are also the persons in the background,
aware of the suddenly shooting fountains, and
maybe even their rhythm. They can enjoy the
scene, of which they know the surrounding
circumstances already.
Another example of a dramatic irony is shown
in figure 5.4b. In this figure the drawing lines
show the essence of the figure of speech.
While one group of people enjoys themselves
by finding their way in a maze, another group
enjoys the view upon them.
In figure 5.4c an icon summarizing the essence
of a dramatic irony is shown. In words we can
summarize this figure of speech as follows:
• a double vision of the future
• including actors and observers

placement
• “the action of placing someone or something
somewhere” (Oxford Dictionaries, 2013)

s
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ev tre .
.
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th ing.
y
r
c

5.3a

5.3b

personfication
• identifying the non-human with the human

5.3c
figure 5.3 acquire a better understanding of a personification
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5.4a

5.4b

dramatic irony
• a double vision of the future
• including actors and observers

5.4c
figure 5.4 acquire a better understanding of a dramatic irony

A picture we found for a better understanding
of this figure of speech is shown in figure 5.5a.
Like in figure 3.18 at page 46 this picture
shows a part of the woodland cemetery
near Stockholm. The design of this place was
unique for its time (1900), while the whole plan
is based upon the underlying landscape. The

trees on top of the hill are a good, landscaped,
example of a placement. They make the
hill seem higher, they are able to catch the
attention through their placement in an open
field, and also give the place itself a unique
atmosphere.

5.5a

5.5b

placement
• identifying the non-human with the human

5.5c
figure 5.5 acquire a better understanding of placement
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In figure 5.5b another example of a placement
is shown. The drawing lines illustrate the
ingredients of the figure of speech. In this
picture the difference in height between the
town and statue are of importance. You can
see the statue of Christ, Christo Redentor,
which is overlooking the city, Rio de Janeiro.
The size of the statue, but even more the
unique placement of it, made it a famous
icon for Rio and Brazil.
We summarized this information in an icon,
shown in figure 5.5c, and in text:
• to set something at a specific place
• establishes a hierarchy

metonymy
• “the substitution of the name of an attribute
or adjunct for that of the thing meant, for
example suit for business executive, or the turf
for horse racing” (Oxford Dictionaries, 2013)

‘change of name’ or ‘misnomer’, is herein
described as a replacement of the name of
an object or concept by a word were it is
closely related to (Encyclopaedia Brittanica,
2013).
The image in figure 5.7a shows a typical Dutch
windmill in a polder landscape, standing
for the Dutch landscape it is. The windmill
is used to build the polder landscape in the
picture. The windmill can almost be used as a
substitution of a Dutch landscape. It is both a
part of, and sometimes even a replacement
of this landscape. Important is that this is ‘just’
a windmill. When this would be Kinderdijk for
example, a famous row of windmills in the
Netherlands, it would be more a synecdoche
(the windmills as landmark, a part, representing
the country, the whole), than a metonymy.

The meaning of a metonymy in the
Encyclopaedia Brittanica is comparable with
this definition. The figure of speech, named
after the Greek metonymia which means

In the picture in figure 5.7b we further analysed
this by drawing on top of an example given by
Spirn. In the picture you can see the Berlin wall,
a barrier that completely cut off West Berlin
from the surrounding area, the east of Berlin
and Germany. Next to this the wall became
to represent a final separation between
democracy and communism, causing a

5.7a

5.7b

metonymy
• something stands for the thing itself
• related to associations

5.7c
figure 5.7 acquire a better understanding of a metonymy
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figurative gorge. This is shown in the picture,
where the wall is substituted by a deep ravine
in between the two areas, as if they are literally
fallen apart.
The icon in figure 5.7c illustrates the essence
of a metonymy, which can be summarized in
text by:

5.3 STEP II

a critical reflection
goal: a critical reflection upon the categories
of figures of speech introduced by Spirn
The most important steps taken within a critical
reflection:
• making little cards, one per figure of speech

• something stands for the thing itself
• related to associations

• reanalyzing the connections between the
34 figures of speech

to summarize
• comparing old and new categories
These examples shortly describe our search
for a clear and complete understanding of
the individual figures of speech. We did this
for all the 34 figures of speech Spirn describes
in ‘The Language of Landscape’. The table in
figure 5.8 summarizes this process. The icons
and definitions form the basis for the use of the
figures of speech in the rest of the report.

• deleting those categories of figures of
speech we do not need
• making a complete list of equal figures of
speech to use in this project
Spirn introduces the figures of speech in her
book in six categories, namely emphasis,
climax and anticlimax, anomaly, metaphor,
paradox and irony, and address. She does not
explain why she uses these specific categories.
In the scheme in figure 5.9 is shown which
figures of speech belong to which category,
and how the names of these categories are
described in the Oxford Dictionary. Some
of them are better understandable than
others. A statement for example, is a type of
address. One can imagine that you want to
address someone or something if you make a
statement. You can wonder then though, why
framing is not part of this category. A frame
directs your view, something that you might
categorize as an address.
To be able to understand why she chose to
use this specific division we reanalysed the
relationships between the different figures
of speech. A first step we took in this process
was making small cards, each with the name,
definition and icon of one figure of speech.
By placing them on the table, and shuffle
them around, we investigated the possible
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• different levels of meaning
• enlighten, instruct

ALLEGORY

• repeating both sound and shape

ALLITERATION

• something placed out of place
• out of a foreign context

ANACHORISM

e
er
wh m?
w ro
wo his f
is t

• something placed out of time
• reconstruction, renovation, free renewal

ANACHRONISM

• inversion of the normal or expected
• emphasis, humor, priority

figure 5.8 overview of the 34 figures of speech
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ANASTROPHE

• failure of expectations
• sequence of stages > unexpected experience

ANTICLIMAX
can’t see
anything...

a!

ah

ow?

• material or form used in an unexpected way
• expression contrasts meaning

ANTIPHRASIS

• opposing antithetical elements

ANTITHESIS

• a broken statement or address
• something to be completed in the imagination > a challenge to imagine

APOSIOPESIS

• address
• directed to an imaginary person or idea
aha!

APOSTROPHE
??
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• rhythm between sound or shapes

ASSONANCE

• overuse through repetition
• reformulation and novel use

CLICHE
...

ain

ag

• increasing intensity and significance
• sequence of stages > exceptional experience

CLIMAX

4!!
3
2
1

• relating two dissimilar things

CONCEIT
real?
French?

• contrasting the context
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Japanese?

CONTRAST

• a twisted or misshapen condition

DISTORTION

• a double vision of the future
• including actors and observers

DRAMATIC IRONY

• frequency of sounds
• alluding to something different

• stressing an element or combination of elements through repetition

ECHOISM

EPANALEPSIS

• repetition of an element
• mark of a beginning

EPANAPHORA
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• dresses up the unwanted

EUPHEMISM

• exaggeration of an element or object
• disorganizes the mind

EXAGGERATION

• a strong statement > a call for attention
• something standing out of its context

EXCLAMATION

woh!

• directing the gaze
• separates from context

FRAMING

• prompting a question
• something unexpected
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INTERROGATION

• an affirmation through understatement
NOT:

• the negative of the opposite

LITOTES
al

e
or
is n ..
s
i
th se.
u
ho

• making something less significant
• using material and form as understatement

MEIOSIS

• something stands for the thing itself
• related to associations

METONYMY

• fusing contradicting elements
• one single expression

OXYMORON

• repeating a formula or structure
• creating order

PARALLELISM
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• identifying the non-human with the human

PERSONIFICATION
the
even
sad
is
e
tre

• setting something at a specific place
• establishes a hierarchy

PLACEMENT

• representing a future
• inform, entertain, inspire

PROCHRONISM

is
th
ld l?
u
co rea
be

• a part stands for the whole > referring to something bigger
• a well-known
well known clue
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SYNECDOCHE

emphasis

climax &
anticlimax

anomaly

metaphor

paradox &
irony

address

“special importance,
value, or prominence
given to something”

“the most intense,
exciting, or important
point of something”
and “a disappointing
end to an exciting or
impressive series of
events”

“something that
deviates from what is
standard, normal, or
expected”

“a thing regarded
as representative
or symbolic of
something else”

“speak to (a person
or assembly)”

(Oxford Dictionaries)

(Oxford Dictionaries)

“a seemingly absurd
or contradictory
statement or
proposition which
when investigated
may prove to be well
founded or true” and
“the expression of
one’s meaning by
using language that
normally signifies the
opposite, typically
for humorous or
emphatic effect”

(Oxford Dictionaries)

(Oxford Dictionaries)

(Oxford Dictionaries)

(Oxford Dictionaries)

•
•
•
•
•
•

•
•

placement
framing
contrast
exaggeration
distortion
alliteration
echoism
assonance
parallelism
epanaphora
epanalepsis

•
•

climax
anticlimax

•
•
•
•

anachronism
prochronism
anachorism
anastrophe

•
•
•
•
•
•
•

synecdoche
metonymy
personification
euphemism
conceit
allegory
cliché

•

•
•
•
•

antithesis
oxymoron
antiphrasis
litotes
meiosis
dramatic irony

•
•
•
•

apostrophe
aposiopesis
exclamation
interrogation

figure 5.9 categories distinguished by Spirn

relations. By adding the examples of the
figures of speech we found, we were able to
easily relate some of the figures of speech to
another, while others seemed not to fit in one
of the major categories. Figure 5.10 to 5.15
shortly show some pictures of this process.
The picture in figure 5.10 shows the way we
started to compare the individual figures of

speech. All the individual figures of speech
are spread out randomly over the table.
Figure 5.11 shows a second step in this process,
wherein we, after shuffling the cards around,
started to discover different relations. In the
middle of the picture in figure 5.11 three figures
of speech lay close together; euphemism,
anticlimax, and cliché. These three figures of
speech are all the results of a certain emotion.

figure 5.10 comparing the individual figures of speech

figure 5.11 discovering new relations
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They all have to do with a negative appraisal;
an euphemism is something, which someone,
a society or culture chooses to hide, an
anticlimax is a failure of an experience to live
up to expectations, and a cliché is an element
or something that has been overused through
repetition.
The picture in figure 5.12 shows how different
categories started to grow. We named
these categories (for example contrast and
interaction) to find the overlapping element
in the individual figures of speech. Next
to this we found relations between those
different categories. Both personification
and aposiopesis for example are about
the imagination, while the starting point of
both figures of speech is different. While a
personification is recognizing something
human in something non-human, an
aposiopesis is something to be completed
in the imagination. This can be related to
something human, though not per se.

figure 5.13 figures of speech as tool or goal to achieve

figure 5.14 picture frame which makes you compare the
historical and contemporary landscape

figure 5.12 new categories start to grow

In the relations between the categories
we distinguished, we found an important
difference. The picture in figure 5.13 shows
how the individual figures of one category
(emphasis) can all be used as tool to achieve
the goal of another figure of speech. The
placement of the Statue of Liberty at the
entrance of the New York harbour for example,
can contribute to either a climax or anticlimax
experience. Framing can also be used as a
tool for example to establish a cliché. In diverse
areas you can find examples of literal frames
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in the landscape, pointing you at something in
this landscape. The picture in figure 5.14 shows
a picture frame in the landscape, making you
compare the historical and contemporary
situation. You can wonder if this scene is an
example of framing, or if it might be a cliché
as well, constructed by the use of a frame.
We found this relation between tool and
aim between all the figures of speech in
the category emphasize (tools) and the
other categories (goals to be achieved, for
which you might use the various tools). The
pictures in figure 5.15 and figure 5.16 show this
difference. You can compare the categories
with different types of flowers. To grow these
plants you can use the water in the watering
can, representing the category ‘emphasize’.

figure 5.15 the new relations and categories defined

figure 5.16 a different type of use of the categories

In the rest of this report we will make use of
this division between tools (eleven figures of
speech) and the rest of figures of speech (23
figures of speech). For the moment we forget
about the division of these 23 figures of speech
in categories that we found. We will test the

figures of speech all individually, and will use
the conclusions of that process to reflect upon
the categories of both Spirn and the ones we
distinguished. Figure 5.17 shows an overview
of the figures of speech we use throughout
the rest of the project.

emphasis

•
•
•
•
•
•

•
•

placement
framing
contrast
exaggeration
distortion
alliteration
echoism
assonance
parallelism
epanaphora
epanalepsis

metaphor

•
•
•
•
•
•
•

paradox &
irony

•

•
•

climax &
anticlimax
anomaly

•
•

•
•
•
•

climax
anticlimax
anachronism
prochronism
anachorism
anastrophe

•
•

address

•
•
•
•

synecdoche
metonymy
personification
euphemism
conceit
allegory
cliché
antithesis
oxymoron
antiphrasis
litotes
meiosis
dramatic irony
apostrophe
aposiopesis
exclamation
interrogation

1. allegory
2. anachorism
3. anachronism
4. anastrophe
5. anticlimax
6. antiphrasis
7. antithesis
8. aposiopesis
9. apostrophe
10. cliché
11. climax
12. conceit
13. dramatic irony
14. euphemism
15. exclamation
16. interrogation
17. litotes
18. meiosis
19. metonymy
20. oxymoron
21. personification
22. prochronism
23. synecdoche

figure 5.17 overview of the individual figures of speech that we will use throughout the rest of the project
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5.4 STEP III
drawing

goal: searching for, and visualizing of, the
possibilities of the 23 different figures of speech
in the landscape. The most important steps
taken within this step:
• the selection of the testing method
• selecting one picture for each of the six
areas as representations of these areas
• developing basis drawings
• sketching different possible design
interventions per figure of speech and place
• discussing these results with teachers, other
students, and laymen
• making final drawings, thereby considering
the possibilities of sound and colour
In the previous paragraph we selected the
figures of speech we want to use as a help in
the design process. In the process they have
to fulfil several requirements:
• the figures of speech have to be a help to
make people connect with the landscape
• people do not have to recognize the
meaning of the figures of speech in the
landscape

important reason is the time aspect of this
thesis project. We wanted to test different
options for 23 figures of speech at six different
places. Drawing is one of the fastest ways to
show an idea, and therefore the most suitable
technique at this point. Next to this, drawings
offer an easy way to compare different
versions. You can easily place different
drawings you want to compare next to each
other to search for differences and regularities.
Moreover you can easily adjust the drawings
or use a transparent paper to make a new
version. The next paragraphs show the process
of making different drawings for each figure of
speech.

developing basis maps
In paragraph 4.5 (page 73) an exploration of
the design area is shown. We divided the whole
area in six different parts, each representing
different characteristics. To draw the figures of
speech we selected of each of these areas
one place, representing the whole area. In
figure 5.18a to 5.23a the walking route in the
area is shown. Within each map one place is
marked, serving as representation for the area.
The lines show the direction of your view, which
is visualized in the pictures next to the maps
(figure 5.18b to 5.23b). The images next to the
pictures (figure 5.18c to 5.23c) show the basis
drawings we made for each of these places.
Figure 5.24 shows an example of the first and
final version of the series of basis drawings we
made to search for the most accurate way to
visualize the place in a drawing.

• the figures of speech have to be a help for
the designer to gain inspiration more easily

the first drawing session

To be able to use the figures of speech as a
design tool we decided to use drawings. Spirn
describes the figures of speech in her book
with written language. To be able to convert
this in a design tool we needed a translation to
visualize the figures of speech. We considered
the use of several visualisation techniques
as Photoshop, rendering programmes, and
the use of landscape models, after which
we decided to use hand drawings. A first

Based on these six basis drawings we started
to develop drawings for each of the figures of
speech at the six different places. In this first
sketch sessions we tried to come up with as
much ideas as possible. After drawing some
first ideas we exchanged places with each
other and continued with new versions and
ideas. In the following paragraphs we show
this process for the development at three
different figures of speech at different places.
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5.18a
figure 5.18 eastern access zone

5.18b

5.18c

5.19a
figure 5.19 container storage

5.19b

5.19c

5.20a
figure 5.20 canal

5.20b

5.20c

5.21a
figure 5.21 big plant

5.21b

5.21c

5.22a
figure 5.22 railway

5.22b

5.22c

5.23a
figure 5.23 potato factory

5.23b

5.23c
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figure 5.24 drawing the basis map for the eastern access

anachorism

• something placed out of place
• out of a foreign context

figure 5.25 first step in the process of drawing an anachorism for the eastern access
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Figure 5.25 show six drawings representing
an anachorism at the eastern access zone.
All these ideas are thought of and drawn by
one person, and are literally the first ideas
that came to mind. After discussing these
ideas we decided to continue with two of
the drawings, and developed them to more
complete design ideas. Figure 5.26 shows this
process, wherein we searched for elements
to emphasize the character of the place.
The two images shown in figure 5.27 are a
result of this process. Of these two options we
chose to continue with the drawing showing

the hilly landscape. The stepping-stones are
an element used in a lot of designs of parks,
gardens, and playgrounds, and might be
perceived as a cliché intervention. The willows
along the water emphasize the character of
something being out of place. Willows though,
are trees often associated with a feeling of
sadness, and might therefore be a better
personification than an anachorism.
There are several sand drifts and heath
landscapes in Drenthe, though not in the
direct surrounding of Coevorden. Moreover

anachorism

• something placed out of place
• out of a foreign context

figure 5.26 second round of drawing
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anachorism

• something placed out of place
• out of a foreign context

figure 5.27 results of the third drawing session

landscapes often have to make place for the
development of industrial areas. A specific
landscape type integrated in an industrial
surrounding would therefore certainly be
something placed in another context.
For some of the figures of speech we were
not able to find a lot of different ideas. For
metonymy at the side of the big plant for
example, we came up with only one basic
idea, shown in figure 5.28. The process of
developing this idea is therefore mainly based

figure 5.28 first idea for a metonymy at the base of the big plant
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on the best way to visualize a metonymy in this
drawing. The search for the best design option
is summarized with the six drawings shown in
figure 5.29, all based upon the same idea in a
slightly different version. Herein we focused on
the direction and design of the path and the
planting and types of trees.
These six drawings resulted in one design
idea, shown in figure 5.30. The trees and path
both emphasize the location of the dot in the
landscape, which is a literal viewing point.

metonymy

• something stands for the thing itself
• related to associations

figure 5.29 searching for the best way to visualize a metonymy at this site

The three drawings shown in figure 5.31 show
the first ideas to visualize a synecdoche in
the railway zone. Two of these ideas take the
railway as the basis for the well-known clue,
while a third idea develops a new row of trees
to become a new landmark. The second row
of drawings, shown in figure 5.32, is made
after exchanging the ideas and brainstorming
together about other possibilities. Since we
did not have a preference for one or two of
the ideas directly, we developed the three of
them a bit further.

Discussing these drawings resulted in a
further development of the row of trees and
the winding path, shown in figure 5.33. The
drawing in which a path at each side of the
railway is shown, has too much overlap with
the idea behind a metonymy.
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figure 5.30 final drawing metonymy

synecdoche

• a part stands for the whole
• a well known clue

figure 5.31 first ideas to visualize a synecdoche
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figure 5.32 second round of drawing a synecdoche

synecdoche

• a part stands for the whole
• a well known clue

figure 5.33 further development of the drawings

the second drawing session
After exchanging the ideas several times
we made use of different meetings with
alternately teachers, students and laymen.
In this we focused on two different aspects,
namely if one could distinguish the intervention
made, and secondly if the picture would be a
place he or she would like to visit. The image
in figure 5.34 for example, shows a drawing in
which one of the students did not recognize
the intervention at all. Since the figures of
speech have to serve as eyecatchers in the
final design, this idea is apparently not strong
enough. Figure 5.35 shows the first drawing
we made after we talked about the drawing.
While the students thought they would like
to experience a landscape like in the first

drawing, we did not change the basic idea,
though we increased the focus at the done
intervention.
We also discussed the drawings shown in the
previous paragraph. For example the drawings
made for the synecdoche at the railway. The
drawings were criticized in different ways. We,
for example, got criticized about the size of
the trees, but also about the recognisability
of the figure of speech in the drawing. For
example in one of the LAMA meetings
wherein we discussed our project. People
did not recognize the idea behind the trees,
mainly because the railway itself is a much
stronger element than the newly planted row
of trees (LAMA meeting, 2013). On the basis of
this feedback we chose to continue with the

metonymy

• something stands for the thing itself
• related to associations

5.34a no recognition of the design intervention

5.34b further development

figure 5.34 further development on the basis of feedback by students
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other drawing, wherein the railway itself is of
more importance.
There are also examples of drawings though,
which people described in exactly the way
as the idea was originally meant. An example
of such a drawing is shown in figure 5.35. One
of the students described this drawing as
follows: “The contrast in this area is rather big.
The organic green shapes at the foreground
create a natural impression, while the
background with its grey, more rectangular
shapes creates a more industrial character.
In general this could be a pleasant industrial
area.” (Van Och, 2013) This student describes
the huge contrast in the drawing between
the more natural foreground and the mainly
industrial background. The drawing shows one
of the ideas we had to visualize an antithesis,
an opposition of antithetical elements, and is
therefore described in a satisfying way.
With the feedback in mind we started a new
drawing round, wherein we for example
focused at the placement of elements,

5.35 recognition of an antithesis

the type of vegetation, and the width and
material of the path. Together with this we
focused on what the influence of the different
senses in this scene could be. In some drawings
the addition of specific colours are able to
emphasize the idea, while in others sound
might be more important. Figure 5.36 shows
the colours which we introduced in chapter
IV as one of the conclusions of the landscape
analysis in the area of the big plant (page 84
and 85).We used these colours to develop the
drawing of a metonymy at this place further,
as shown by the four drawings in figure 5.37.

most important colours in this area

accent colours

5.36 dominant colours at the site

metonymy

• something stands for the thing itself
• related to associations

5.37a association

5.37b contrasting

5.37c adapted striking colour

5.37d adapting colour

figure 5.37 comparing colour
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While the first drawing is adapted to the
general colours of the surroundings, the
second drawing uses one of the more contrary
colours we noted in the area. The third and
fourth drawing are based on colours that are
not very present in the surrounding area. The
difference between the colours in these two
drawings is the association people might have
with them. Blue for example is often associated
with water. A blue circle in the landscape
might evoke questions, through which the
drawing could become associated with the
idea behind an interrogation (something
prompting a question). Since the dot in the
landscape has to attract people’s attention
at first, we chose to use a contrasting colour,
which is derived from the surrounding colours,
as shown in figure 5.38.

boxes might help to emphasize the natural
character of the place. The statement might
be even stronger when people realize that
there are so many birds here by seeing the bird
houses already from far away, for example by
giving them a bright colour.

summarizing step III
This whole process resulted in 23 x 6 final
drawings. All these drawings and the most
important sketches we made to come to
these final results are shown in the sketchbook.
The sketches wherein we integrated the sound
and colour elements are used as an extra
input for the design. In the next paragraphs
we illustrate the process of comparing the 138
final drawings.

figure 5.38 final drawing with a contrasting colour

The drawings in figure 5.39 show an interplay
between sound and colour. To emphasize
the statement this place makes, we wanted
to add nesting boxes in the treetops. The
possibility of hiding some sound boxes in these

exclamation

• a strong statement > a call for attention
• something standing out of its context

figure 5.39 interplay between sound and colour
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5.5 STEP IV
comparing

goal: a broad comparison of the 138 different
drawings we made. The most important steps
taken within this step:
• determining a way to compare the 138
drawings
• comparison per place from the perspective
of an objective researcher
• comparison per place on the basis of a
designers intuition
• comparison per figure of speech from the
perspective of an objective researcher
• comparison per figure of speech on the
basis of a designers intuition
In the previous paragraphs we gave an
overview of the process of drawing. The next
paragraphs give an overview about what
we did with all these drawings. In the end we
made the drawings to use them as a design
input. For a walk of only a few kilometres it is
definitely way too much to use 138 drawings
as input. Before we can make a selection in
the drawings we do want to use, we therefore
compared all the drawings. We did this in
two different ways, per figure of speech (six
different drawings at once), and per place
(23 different drawings at once). Moreover
we divided the process of comparing in an
objective and a subjective comparison. The
first in the role of an (as much as possible)
objective researcher, and the second in the
role of a creative designer.

comparison per figure of speech
“objective researcher”
In this paragraph an overview is given of the
comparison of each time six different drawings,
showing one figure of speech at six different
places. In these drawings we searched for
both regularities and differences by looking at
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the drawings objectively, looking through our
landscape architectural lens. The following
pictures in figures 5.40 to 5.43 show four
examples of this process, namely anastrophe,
antithesis, cliché, and exclamation, all drawn
at the six different places.
An important regularity in the six drawings
showing an anastrophe, is the impact of the
intervention and the use of both landform and
water. The interventions that were done all
have a big impact on the surroundings, almost
completely changing the place shown in the
drawing. This change is often created by the
use of water and the landform on which the
walking path is placed. The walking path has
a prominent place within every drawing. The
interventions are mostly not multifunctional
but mainly focused at the experience of the
walker.
In line with these similarities, the six drawings
do not show six unique interventions. The
designs are comparable in impact and type
of intervention. The context of the area is
important in the sense that some of the designs
make use of elements in the surroundings,
for example the train which is placed upside
down at the container storage place. Though
this design might also be integrated at
another industrial area with an old train. The
design made for the canal with a wooden
path surrounded by reeds is also not per se
related to this specific canal, but could also
be integrated in another canal.
When you imagine yourself walking in these
six different landscapes, you will, despite of
the similarity of the interventions, probably
have six completely different experiences.
Moreover there is a difference in how easily
these interventions will catch your attention.
A lot of people will probably note the fragile,
almost shoddy bridge railing. You can wonder
though if people will note the walking path on
top of the water as something to remember.
While the interventions inspired by an
anastrophe are not very diverse, the influence
of the place itself is very important for the

anastrophe

• inversion of the normal or expected
• emphasis, humor, priority

figure 5.40 the six drawings visualizing an anastrophe

The six drawings showing an antithesis are all
based on a difference between something
natural, or the organic forms of these natural
elements, and something unnatural and built
by humans. This similarity immediately shows
the huge influence of the context on the
designs inspired by an antithesis. While the
six places are all situated in, or close to the
industrial area, the most places itself are more
industrial or urban than natural. An obvious
opposition to this atmosphere is the use of
natural elements and forms.

Important similarities in style of the interventions
are the use of winding paths within the
surroundings. The attention of the walker has
to be focused at the surrounding area, not on
the path itself. The question is though, if people
walking here would recognize something
unusual. Most people are used to a contrast
between something built and natural. Again
the context is of importance. The plant is an
impressive, huge building, definitely associated
with something non-natural. This makes the
contrast at this place stronger, making it
easier for people to note and remember the
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place. The old potato factory at the contrary is
easier to associate with a natural surrounding,
which makes the contrast in this drawing more
difficult to recognize.
Colour and sound are important elements in
the use of this figure of speech. The contrast
between a natural foreground and industrial
background is a difference in shapes, but
definitely also one of colours and sounds.
Using extra colours and sounds is a way to
emphasize the contrast.
Although the basis of the interventions is rather

antithesis
• opposing antithetical elements

figure 5.41 the six drawings visualizing an antithesis
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similar, the landscapes you can imagine
yourself walking in are quite different. Walking
along the canal, exposed to wind, sun, and
rain, with an open view, is a totally different
experience than walking in an increasingly
dense forest on the basis of a huge plant.
Interventions on the basis of this figure of
speech at other places, for example in more
natural surroundings, will definitely result in
other design inspirations.
Comparing the six drawings of a cliché, the
differences between these drawings are
striking. Apart from the terraces at both the

potato factory and the container storage
place, the type as well as the goal of the
interventions seem to be different initially. They
do have in common though, that you are
probably not surprised by the interventions that
are done. Walking through these landscapes
might give you the feeling you already saw
this place before.
The done interventions are all rather small, with
a limited impact on the surrounding area. This
is partly due to the size of the interventions, and
partly because they are all to a high degree
based on the context itself. The unused railway

for example, is the basis for the placement of
birches in and along this track. Like the canal
forms the basis of the winding wooden path,
and the old train is used as a small cafe.
This makes it difficult to draw conclusions
about for example the importance of
vegetation or colour and sound in the designs.
An advantage of a cliché is the diversity of
the ideas gathered, a disadvantage might
be that people are already too used to these
types of landscapes to note them.

cliché
• overuse through repetition
• reformulation and novel use

figure 5.42 the six drawings visualizing a cliché
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Looking at these six drawings, the influence
of the vegetation in the intervention is striking.
The vegetation used is very different in size
and character though. While the purity and
fragility of the small tree placed in front of
the plant makes a statement at this place,
the size and colours of the tree along the
railway form a statement at that place. There
is also a difference in the size and impact
of the interventions in the context. Some of
the designs are for example based on the
planting of just one tree or shrub, while the
design along the canal is based upon a whole
vegetation line.

exclamation
• a strong statement > a call for attention
• something standing out of its context

figure 5.43 the six drawings visualizing an exclamation
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Interesting in these drawings is the influence of
colours and sounds. The done interventions are
often deliberately triggering different senses.
Specific types of aromatic plants both attract
animals as bees and butterflies; though also
influence the experience of people walking
by.
Walking in these different landscapes is
probably always a walk wherein you at least
once note something remarkable in the
landscape. A tree, shrub, or the placement
of different beehives or bird boxes draws your
attention at least for a moment, which might
make you remember this place.

conclusions
After doing this first analysis we compared the
results, and made a list of the most important
aspects of influence in the different drawings.
Important aspects in the 23 comparisons
where:
• the type of intervention
• the importance of the context
• the role of vegetation in the intervention
• the role of both colour and sound
• the drawing process and diversity of ideas
Before we show a summary of these results for
all the figures of speech we give an overview
of the comparison per place based upon
our own intuitive reaction in the following
paragraph.

comparison per figure of speech
“intuitive designer”
Apart from an, as much as possible, objective
comparison of the figures of speech, we
also compared them on the basis of our
intuition. We did this by choosing intuitively
one drawing which most appealed to us at
first instance. After this we tried to explain why
we chose this specific drawing. To clarify this
process we describe three examples; climax,
anachronism, and dramatic irony.
The six pictures in figure 5.44 are visualisations
of a climax. Looking at these six images we
both directly chose the climax drawn in the
area of the big plant as the one which most
appealed to us. When we imagine ourselves
walking in these six different landscapes, we
imagine this place to be attractive as well as
offering a real climax experience.
The difference in height, which can be found
in every drawing, is not bigger in this climax
than in the other drawings. How much you

go up or down is thus not per se the factor
determining the success of the climax. The
context and your background are both of
major importance though. The drawing
for the canal shows a winding pathway,
which goes through some bushes and
suddenly finds itself in the middle of a
broad canal. We can image that a person
not used to the presence of a lot of water
might experience this situation as a climax
experience. We both grew up in an area
with a lot of water, and need a much
bigger water surface to get this same
experience.
This importance of the context can also
be recognized in the drawing we chose.
The whole drawing seems to be directed
at the big plant at the background. When
we visited this area, we were impressed by
this huge building, a feeling that is even
strengthened by climbing the stairs in this
drawing.
Figure 5.45 shows the visualizations of an
anachronism. Again we both chose the
same drawing without hesitating, namely
the landscape shown at the container
storage place. The small, straight ditch
at the existing site is transformed into
a natural looking, meandering river.
Although the drawing might be mistaken
for an anachorism (something placed out
of place), we think this is a good way to
integrate old and new in a landscaped
way.
Interesting in comparing this drawing with
the other five drawings is the difference
in type of interventions. The intervention
we chose is much more the design of
a landscape, while the other drawings
mainly depend on the implementation of
elements, for example of a meadow with
a windmill and cows. The meandering
river shows a way an anachronism as
described by Spirn can be translated into
a landscaped intervention.
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climax
• increasing intensity and significance
• sequence of stages > exceptional experience

figure 5.44 the six drawings visualizing a climax

The drawings shown in figure 5.46 visualize
a dramatic irony. Of these visualizations we
both had two preferences instead of only
one, namely the dramatic irony drawn for
both the plant and the potato factory. In both
drawings the path leads through or along a
place where something happens. You are in
both situations triggered to take a better look
and stay for a while. You can imagine there
will always be people sitting, watching, and
playing at these places.
The other drawings show people walking,
sitting, relaxing, and playing as well. Though
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these landscapes are not that much triggering
you to stay a while as the other places do.
Moreover you can imagine these places
without people, being empty, making people
wonder why places like this are designed for
this area. If you imagine the stage and the
plaza with fountains without people, they can
still be attractive places triggering you to sit
down and take the time to read something at
a quiet place. The context is thus an important
element in the development of this figure of
speech.
The table in figure 5.47 shows an overview of

anachronism
• something placed out of time
• reconstruction, renovation, free renewal

figure 5.45 the six drawings visualizing an anachronism

the results of both the objective and subjective
comparison per figure of speech. Columns
two to seven show the results of the first
comparison, while the last column summarizes
our intuitive findings.
The information in the table resulted in a few
interesting conclusions. First of all we can
conclude that we were able to visualize all
the figures of speech at six different places.
Moreover we were able to develop diverse
ideas for the six places for fifteen of the
twenty-eight figures of speech. In the eight
figures of speech were we noted a similarity

between the six drawings, the context was
often of big importance, and we experienced
these figures of speech as being more difficult
to translate in a landscaped intervention.
Another context might thus give another result
in the easiness to come up with diverse ideas.
Another important conclusion can be found
in our intuitive choice for the drawings which
most appealed to us. We did not choose
one drawing showing an intervention along
the canal, while we chose for all the other
places at least five different visualizations. An
important characteristic of this place are the
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dramatic irony
• something placed out of time
• reconstruction, renovation, free renewal

figure 5.46 the six drawings visualizing a dramatic irony

rather monotonous lines in the form of the
canal, road and bicycle path. The railway is
also a long line in the landscape, but is situated
in a more diverse landscape. It might thus be
more difficult to come up with an appealing
design idea based on figures of speech for a
rather monotonous long stretch landscaped,
than a more diverse landscape not stretched
along a long line.
The areas that we chose as the best translation
of the figure of speech, do not show a lot of
similarities at the first instance. One interesting
result is though, that we chose the eastern
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access zone for five different figures of
speech. Three of these figures of speech are a
euphemism, litotes, and meiosis. These three
figures of speech are all focused on hiding
something, or distracting your attention. This is
in line with our experience of this place as one
of the least attractive places to stay during
our landscape analysis.
In the discussion in chapter VII a more extensive
overview of the conclusions is given. In those
conclusions the results of the comparison per
place are included as well. This comparison is
explored in the following paragraphs.

figure 5.47 overview of the comparison per figure of speech
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anastrophe

• use of both water
and ground form

• impact on a large
area

• huge landscaped
interventions

• the interventions
are based upon the
landscape type,
though not per se
upon this specific site

• the interventions
make use of the
existing context

• difference in
the extent of the
intervention

anachronism

• important role
elements

• the interventions
are based upon
the context by
contrasting this
context

• often big, almost
surreal landscapes

• big influence of
man: recognizability
of designed
interventions

• the underlying
meaning is not
based on the
context in particular

• the ideas all have
a deeper meaning

anachorism

allegory

importance context

type of intervention

• limited role of
vegetation: in only
one example trees
are planted

• no specific role

• use of trees
and plants out of
another context

• important role of
vegetation

• the implemented
vegetation is often
maintained neatly

role of vegetation

• no specific role

• no specific role

• importance of
colour of the plants
used (e.g. bright
colour of green of
the rice plants along
the canal)

• no specific role

role of colour and
sound

• difficult to come
up with ideas in
every context

• when more
landscaped risk
of overlap with
anachorism

• difficult to think of
landscaped ideas

• and when
‘strange’ enough
risk of overlap with
interrogation

• difficult to estimate
the ‘strangeness’ of
the intervention

• rather easy to
come up with a lot
of ideas

• little diversity:
similar ideas

• quite diverse
ideas, though often
based on elements

• diverse ideas,
mostly based on the
use of vegetation

> railway

• importance
of offering the
opportunity to
discover the
intervention

• importance of an
unusual design

> container storage

• clear choice for
an integration or
juxtaposition of old
and new

• importance
of focusing on
a landscaped
intervention

> eastern access

• the intervention
has to be
recognizable as
something different

• importance of a
clear boundary or
frame

> container storage

• importance of
using the existent
context as a basis

• importance of
making people
aware of something

diversity of
subjective
ideas within the
comparison
development of one
figure of speech

• difficult to show
• diverse ideas
underlying ideas in a
drawing

the drawing process
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apostrophe

• for a moment you
forget about the
surroundings

• often based upon
elements

• the context is
used as a source of
inspiration

• different role
in the different
interventions

• all interventions
seem to be
incomplete

aposiopesis

•the path has a
clear direction and
goal

• the context is of
importance: the
ideas often contrast
this contextt

• different
importance of the
context

• big interventions,
completely
changing your
experience of this
landscape

• different use of the
interventions

• the path forms a
central part in the
design idea

• different impact of • context used as
the interventions
background

• height differences
are of importance

• based upon the
context

• the interventions
are often based on
elements

antithesis

antiphrasis

anticlimax

importance context

type of intervention

• different per
design: hedges, a
vineyard and trees,
either as structuring
or aesthetical
element

• the vegetation is
used to emphasize
the path and to
direct your gaze

• important role

• vegetation is of
importance in all
drawings

• the vegetation
used is mainly used
as a structuring
element

• often important
in structuring a
sequence of stages

role of vegetation

• colour is important
in all drawings, it is
a help in pointing
people passing by
at something

• no specific role

• both colour
and sound are
important elements
to emphasize the
(visual) contrast

• emphasize the
use of a material
in an unexpected
way (e.g. blue
flowers in the shape
of a flowing river)

• no specific role

role of colour and
sound

• importance of
a specific idea to
address people with

• diverse ideas

• diverse ideas
though difficult
to think of new,
original ideas

• difficult to design
landscaped
interventions

• difficult to come
up with ideas

• similar ideas
caused by the
similarities between
the six areas

• diverse ideas

• easiness to come
up with an idea
strongly depends on
the existing context

• difficult to come
up with new,
innovative and
landscaped ideas

> potato factory

• importance of
designing a total
landscape instead
of single elements

> container storage

• use the landscape
to address

• importance of
designing a total
experience

> eastern access

• addressing the
different senses

• importance of a
clear contrast

> container storage

• challenging
people to discover
the unexpected
material or form

• importance of
using the context

> potato factory

• risk overlap climax

• extra importance
of focusing at the
attractiveness of the
intervention
• height difference
not necessary

• diverse ideas
• difficult to come
up with attractive,
landscaped ideas

diversity of
subjective
ideas within the
comparison
development of one
figure of speech

• difficult to not
implement a
disappointing design

• difficult to show
a sequence in a
drawing

the drawing process
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euphemism

dramatic irony

conceit

climax

cliché

• might be more a
to support for the
main design idea

• landscaped
interventions

• interplay between
water and the
surrounding area

• the drawings show
a place to stay and
include stairs to sit on

• people are
indispensible

• most of the
drawings show an
urban atmosphere

• often striking,
unusual
interventions

• use of height
differences and
viewpoints

• relatively big
interventions:
human interference
easily recognizable

• very important:
determines what
you want to hide

• no specific role

• no specific role

• the context is
of influence on
the success of the
climax

• ideas based on
the direct context

• relatively small
interventions

• different use of the
interventions

importance context

type of intervention

• important role of
vegetation to hide
the unwanted

• an important role
of sound, as one of
the elements to be
hided

•sounds are
important by people
chatting and
laughing, thereby
attracting other
people to discover
this place

• no specific role

• vegetation has
a limited role in all
drawings

• the vegetation
which is used
emphasizes the
importance of the
place to stay

• no specific role:
the use of colour
often results in a
similarity with a
synecdoche

• no specific role

role of colour and
sound

• often used to
create a sequence
of stages

• vegetation often
used as element

role of vegetation

• easy to come up
with ideas

• easy to come
up with ideas to
make people play
and watch in a
landscape

• difficult to create
place specific
drawings

• difficult to come
up with landscaped
ideas

• difficult to come
up with innovative
ideas

• difficult to show
a sequence in a
drawing

• difficult to come
up with attractive
interventions

• difficult to come
up with landscaped
ideas

the drawing process

• difficult to come
up with diverse
ideas

• difficult to come
up with diverse
ideas: all drawings
include stairs to
sit on

• diverse ideas,
though often
creating an urban
like atmosphere

• similar ideas:
often based upon a
difference in height
and a viewing point

• diverse ideas

> eastern access

• importance of
designing different
ways to hide: a
not too enclosed
landscape

> potato factory
> plant

• design has to be a
ttractive without
people as well

•importance of the
context

> container storage

• importance of
creating a relation
on the basis of at
least one aspect
present in the
existing landscape

> big plant

• the height
difference does
not determine the
success of the climax

• importance of the
context

> railway

• importance
of designing an
attractive landscape
despite of being
cliché

diversity of
subjective
ideas within the
comparison
development of one
figure of speech
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• the interventions
react upon
something in the
existing context

• the context is
the basis of the
ideas and the
interventions are
strongly integrated
in this context

• ‘normal’
landscapes

• the interventions
are often strongly
related with the
path you are
walking on

meiosis

metonymy

• the landscapes
are a bit strange or
desolated

• often huge,
different types of
interventions

• the context forms
the basis of the
done interventions

• the intervention
often differs from
the context to be
able to raise to
question

• extreme,
landscaped
interventions

interrogation

litotes

• the intervention
stands out from
the context it is
designed in

• all the drawings
show at least one
striking element

exclamation

• huge interventions
different in essence

importance context

type of intervention

• colour is used
to emphasize the
meaning of the
figure of speech

• sound is important
through its absence

• the vegetation
often directs your
gaze

• the vegetation
used is often a bit
smaller than usual
• no specific role

• vegetation is of
• no specific role
importance: often
used to direct the
view or to hide
landscape elements

• no specific role

• difficult to draw
while a metonymy
is based upon
an association
which has to grow
throughout time

• difficult to draw
an idea purely
based upon a
meiosis (often
overlapping e.g. a
euphemism)

• easy to come up
with a lot of ideas

•difficult to come
up with ideas

• difficult to come
up with an idea
with no overlap
with other figures
of speech (e.g. an
exclamation)

• easy and nice to
come up with ideas

• both colour and
sound are created
by the planted
shrubs and trees,
and the animals
they attract
• the importance of
• vegetation has a
completely different sound and colour
role in every drawing differs strongly per
done intervention

the drawing process

• easy to come up
with ideas if you
have a certain
statement you want
to make

role of colour and
sound

•addressing the
different senses is of
importance

• the vegetation is
often on the basis of
the design idea

role of vegetation

• often a focus on
the walking path

• diverse ideas

• diverse ideas

• diverse ideas

• diverse ideas

• diverse ideas with
often a similar basis
(something natural)

> potato factory
> plant

• importance of using
the existing landscape
to refer to

> eastern access

• importance of
evoking an almost
surprised reaction

• importance of using
humour in the design
idea

> eastern access

• important to evoke
an almost disorienting
experience

> container storage

• importance of
designing a whole
landscape

• importance of
evoking a totally
disorganized reaction

> railway

• designing an
surprising experience
which is no climax

• importance of
addressing the
different senses

diversity of
subjective
ideas within the
comparison
development of one
figure of speech
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synecdoche

prochronism

personification

oxymoron

• no specific role

• the context is of
main importance
if a design of a
synecdoche has
to be made on the
basis of the existing
• a path leads to this landscape
specific element

• interventions
based on individual
elements, which
become landscape
landmarks

• path often straight
or integrated in
pavement

• most interventions
are based on the
production of
energy

• often based on
elements

• the interventions
are all different in
seize and impact

• no specific role

• the designs
seem to ignore the
context

• artificial
interventions

• often big,
almost park like
surroundings

importance context

type of intervention

role of colour and
sound

• important role in
emphasizing the
synecdoche (e.g.
by planting trees
smaller than normal
at the basis of a
huge windmill)

• important role in
directing the view

• of limited
influence: a lot of
pavement used

• often related to
associations (e.g. a
willow which might
remind one of a
mourning person)

• difficult to come
up with landscaped
ideas

• difficulty of finding
a way to integrate
this figure of speech
with the existing
landscape

• difficult to come
up with ideas

the drawing process

•of importance
in attracting the
attention

• a synecdoche
only becomes a
synecdoche through
time

• difficult to come
up with ideas
because of the
importance of the
context

•use of bright colours • difficult to come
to emphasize the
up with innovative
futuristic character
ideas: risks of
designing a cliché

• importance of
sounds (e.g. the
wind through the
leaves of the willow)

• vegetation has an • colour is of
importance to
important role in
emphasize the
regular patterns
• a big part of
versus the natural
the vegetation is
growing trees and
maintained neatly
shrubs

role of vegetation

• diverse ideas:
though all of them
are based upon
single elements

• difficult to come
up with diverse
ideas: often based
on the production
of energy

• difficult to come
up with diverse
(landscaped) ideas

• difficult to come
up with diverse
ideas

> potato factory
> railway

• importance of
designing more than
just the landmark,
but use the whole
landscape

• importance of the
existing context

> plant

• importance of
innovation

• importance
of an almost
overwhelming
feeling

> plant

•importance of an
association

> railway
> plant

•importance of
integrating the
intervention in the
existing landscape

diversity of
subjective
ideas within the
comparison
development of one
figure of speech

comparison per place
“objective researcher”

the comparison of the drawings made for the
big plant.

Next to a comparison per figure of speech,
the figures of speech are also subjected
to a comparison per place. This means a
comparison of 23 different drawings at once.
In the next paragraphs an overview is given of

Looking at the drawings, the first conclusion
that can be drawn is that the 23 figures of
speech offered 23 very diverse design ideas.
Between these design ideas there are of
course some similarities as well as differences.

allegory

anachorism

anachronism

anastrophe

anticlimax

antiphrasis

antithesis

aposiopesis

apostrophe

cliche

climax

conceit

dramatic irony

euphemism

exclamation

interrogation

litotes

meiosis

metonymy

oxymoron

personification

prochronism

synecdoche

figure 5.48 the 23 different design ideas for the big plant
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A first difference is the fact that only four
drawings, visualizing a conceit, euphemism,
meiosis, and personification, literally do
something with the plant itself. In the drawing
of a euphemism and meiosis, shown in figure
5.49 the building is planted with respectively
grass and trees. The visualizations of a conceit
and personification show a painting at the
walls of the plant, shown in figure 5.50. All
the other figures of speech have impact on
the total landscape, and with that on the
experience of the plant, though they do not
literally change something in its appearance.
Next to a difference in the change of the plant

itself or not, there is a difference in the extent
to which your attention is focused at the plant.
There are only four drawings in which the plant
is completely hidden behind trees, namely in
the visualization of an anastrophe, conceit,
interrogation, and litotes, shown in figure 5.51.
Interesting is that three of these figures of
speech, all except litotes (figure 5.51d), often
raise a question about the intention of the
design. They are no common designs in the
context they are made in. The plant is more
something at the background that might
even emphasize the strange character when
people see its silhouette through the tree
crowns.

euphemism

meiosis

• dresses up the unwanted

• making something less significant
• using material and form as understatement

figure 5.49 grass and trees planted on top of the big plant

conceit

personification
• relating two dissimilar things

• identifying the non-human with the human

figure 5.50 painting at (one of the) walls of the big plant
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anastrophe

conceit

• inversion of the normal or expected

• relating two dissimilar things

• emphasis, humor, priority

interrogation

litotes

• prompting a question
• something unexpected

• an affirmation through understatement
NOT:

• the negative of the opposite

figure 5.51 the big plant hidden behind new trees

metonymy
• something stands for the thing itself

• a part stands for the whole

• related to associations

• a well known clue

figure 5.52 extra focus at the big plant by the planting of trees
138

synecdoche

climax

personification
• increasing intensity and significance
• sequence of stages > exceptional experience

• identifying the non-human with the human

5.53b

5.53a

figure 5.53 extra focus at the big plant by the use of a sequence (5.53a) and light spots (5.53b)

Most of the drawings though, have an open
view to the plant. In nine drawings this view
is even emphasized, which is done in two
different ways. In five of the nine drawings
the foreground contrasts the industrial
background with its green character. A hilly
landscape with linden trees (allegory), the
implementation of a small forest (antithesis,
aposiopesis), a vineyard (apostrophe), and
a maze (oxymoron), as shown in figure 5.55 ,
emphasize the huge industrial building at the
background. In the other four drawings the
focus at the plant is emphasized through the
direction of your view, both by the plantation

of trees (metonymy and synecdoche), a
sequence in the form of a stair (climax), and
the use of spotlights and a deepened path
(personification), shown in respectively figure
5.52 and 5.53.
Another thing we noted is that we only
designed one place where in animals are
integrated once (a meadow with cows as a
visualization of a cliché, shown in figure 5.54).
Next to that we did draw only four places where
you are invited to do something (oxymoron,
apostrophe, antiphrasis, and dramatic irony,
shown in figure 5.56), three places where you

cliché
• overuse through repetition
• reformulation and novel use

figure 5.54 the only example of a design ideas that integrates animals
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allegory
• different levels of meaning
• enlighten, instruct

antithesis

aposiopesis
• a broken statement or address

• opposing antithetical elements

• something to be completed in the imagination

apostrophe

oxymoron

• address

• fusing contradicting elements

• directed to an imaginary person or idea

• one single expression

figure 5.55 different ideas which all have a focus upon the big plant

are invited to sit down (anachronism, conceit,
and dramatic irony, shown in figure 5.58), and
one place where you are invited to stay a bit
longer to enjoy the view upon the big plant
(metonymy, shown in figure 5.57).
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Another difference in the drawings is the
direction of the path. There are four drawings
with a winding path, which are all combined
with the planting of trees (allegory, anastrophe,
antithesis, and meiosis, shown in figure 5.59).

antiphrasis
a!

ah

ow?

apostrophe

• material or form used in an unexpected way

• address

• expression contrasts meaning

• directed to an imaginary person or idea

dramatic irony

oxymoron

• a double vision of the future

• fusing contradicting elements

• including actors and observers

• one single expression

figure 5.56 design ideas for the big plant where you are invited to do something

metonymy
• something stands for the thing itself
• related to associations

figure 5.57 invitation to stay a bit longer to enjoy the view
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anachronism
• something placed out of time
• reconstruction, renovation, free renewal

conceit
• relating two dissimilar things

dramatic irony
• a double vision of the future
• including actors and observers

figure 5.58 places that are focused on inviting you to sit down
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allegory

anastrophe

• different levels of meaning

• inversion of the normal or expected

• enlighten, instruct

• emphasis, humor, priority

antithesis
• opposing antithetical elements

meiosis
• making something less significant
• using material and form as understatement

figure 5.59 different design ideas based upon a winding path

euphemism
• dresses up the unwanted

figure 5.60 example of a design idea which shows a path in a straight line to the background
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apostrophe
• address
• directed to an imaginary person or idea

climax

interrogation
• increasing intensity and significance

• prompting a question

• sequence of stages > exceptional experience

• something unexpected

oxymoron

prochronism

• fusing contradicting elements

• representing a future

• one single expression

• inform, entertain, inspire

figure 5.61 landscape ideas in which you have to find your way yourself
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There are five more drawings showing a
landscape in which you have to find your way
yourself (apostrophe, climax, interrogation,
oxymoron, and prochronism, shown in figure
5.61, while all the paths in the other drawings
are a straight line in the direction of the
railway in front of the big plant (for example in
a euphemism shown in figure 5.60).

design ideas shown in these four drawings
we planted hedges (oxymoron, figure 5.62b)
and grapevines (apostrophe, figure 5.62a) in
two visualizations, which means that there are
only two ideas without any new trees, plants
or shrubs (personification and prochronism,
shown in respectively figure 5.63a and 5.63b).

The industrial area resulted in the planting of
a lot of trees. There are only four drawings
of design ideas in which we did not plant
any new tree (apostrophe, oxymoron,
personification, and prochronism). In the

apostrophe

oxymoron

• address

• fusing contradicting elements

• directed to an imaginary person or idea

• one single expression

5.62a

5.62b

figure 5.62 design ideas wherein no (big) trees are implemented

personification

prochronism

• identifying the non-human with the human

• representing a future
• inform, entertain, inspire

5.63a

5.63b

figure 5.63 design ideas wherein no new vegetation is integrated
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This comparison per place resulted in a list with
important aspects as well:
• change of important visual elements in the
context

we used respectively green and red stickers.
Both of us intuitively pasted first the green and
sequentially red stickers on diverse drawings,
illustrated in figure 5.64.

• focus at existing elements in the context
• animals as a part of the design idea
• the development of places to do something
• the development of places to stay for a
while
• the direction and design of the path
• the importance of vegetation
Before we show the results of the other places
as well, we first explore our intuitive choice
for the ideas which instantly appealed to us,
and the once which we, now we compare
them with others, do not deem suitable for this
place.

comparison per place
“intuitive designer”
Looking again at the 23 drawings per place
we tried to imagine ourselves walking in these
different landscapes. We tried to imagine the
colours of the landscapes during different
times of the day and in different seasons. We
tried to hear the sounds inherent to these
places. We imagined if we would be seduced
to sit down for a while, and moreover, if we
would come back to this place after our first
visit. Are we able to tell a story about this place
when we come home? Would we remember
this place?
Interesting is, that we could, after drawing all
the versions of figures of speech for the plant,
remember some of them, while we could not
directly mention others. To make a selection of
the drawings which still directly appealed to
us, and the drawings which we did not deem
suitable for this place in comparison to the rest,
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figure 5.64 subjective selecting process

The seven drawings in figure 5.65 are the
visualizations of the figures of speech we chose
for one of the six places. The drawings with
two green circles are chosen by the two of us
(climax, dramatic irony, and oxymoron), while
the others are chosen by one of us (allegory,
antiphrasis, personification and prochronism).
There are a few interesting similarities between
these seven drawings. First of all we chose
only drawings in which the view of the plant is
completely open. Moreover this view is often
emphasized by a sequence (climax), by the
addition of eyes on the wall (personification),
and the contrast between a green foreground
and the industrial background (allegory and
oxymoron). The three drawings we both chose,
also emphasize this view through the way you
walk in the landscape. Both the maze and
climax let you determine your own path you
want to walk, while the dramatic irony opens
up the whole area in front of the plant to walk,
stay, and play in.
Interesting as well is the choice for both
personification and prochronism, which are
the only two design ideas without any new
trees, shrubs, or plants. They both emphasize
the industrial character of the place.

climax
• increasing intensity and significance
• sequence of stages > exceptional experience

personifcation

oxymoron

• a double vision of the future

• fusing contradicting elements

• including actors and observers

• one single expression

allegory
• different levels of meaning

antiphrasis
a!

ah

• material or form used in an unexpected way
• expression contrasts meaning

• enlighten, instruct

dramatic irony

ow?

prochronism

• a double vision of the future

• representing a future

• including actors and observers

• inform, entertain, inspire

figure 5.65 chosen figures of speech as design inspiration for the big plant
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A last remarkable choice is the selection of
a relatively big amount of drawings showing
a place to stay, or a place where you are
challenged to do something, compared to the
rest of the drawings. In the drawings showing
an oxymoron, dramatic irony, and antiphrasis
you are invited to walk through a huge maze,
sit down along, or play a while at the stage or
at the playground.
It would be interesting to test if the inhabitants
of Coevorden themselves would make the
same or comparable choices. We both have
the same educational background, while the
inhabitants of Coevorden would probably
make the choice on the basis of different
considerations. In the reflection in chapter VIII
(page 220) we will reflect upon this in more
detail.

anachronism
• something placed out of time
• reconstruction, renovation, free renewal

litotes
NOT:

• an affirmation through understatement
• the negative of the opposite

Figure 5.66 shows the nine drawings which we
selected as the ideas which we do not want
to use as an input for this design. The drawings
with two red dots are chosen by the two of
us (anachronism, anticlimax, euphemism,
and litotes), while the rest is chosen by one
of us (anachorism, anastrophe, aposiopesis,
metonymy, and synecdoche).
Interesting is that most of these drawings do
not have an open view and/or focus at the
plant (anachorism, anachronism, anastrophe,
euphemism, and litotes). This is in line with the
choice we made for the ones we want to
use, since they are all more focused at this
existing element. We did chose two drawings
with a focus on the plant though, but these
drawings both do so little with the rest of the
landscape, that it might not be enough for the
development of an attractive walking route
(metonymy and synecdoche).
Except for no focus at the plant, the majority
of these drawings seems to completely neglect
the context they are implemented in. They seem
to visualize a small world in itself, contrasting
(aposiopesis and litotes), hiding (euphemism),
and neglecting (anachorism, anachronism,
anastrophe, and anticlimax) the context.
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aposiopesis
• a broken statement or address
• something to be completed in the imagination

figure 5.66 the drawings which will not be used as a design input

anticlimax
• failure of expectations

euphemism
• dresses up the unwanted

• sequence of stages > unexpected experience

anachorism

anastrophe

• something placed out of place

• inversion of the normal or expected

• out of a foreign context

• emphasis, humor, priority

metonymy

synecdoche

• something stands for the thing itself

• a part stands for the whole

• related to associations

• a well known clue
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antithesis
• opposing antithetical elements

apostrophe

cliché

• address

• overuse through repetition

• directed to an imaginary person or idea

• reformulation and novel use

conceit

exclamation
• a strong statement > a call for attention

• relating two dissimilar things

• something standing out of its context

interrogation

meiosis

• prompting a question

• making something less significant

• something unexpected

• using material and form as understatement

figure 5.67 ‘left over’ group; not selected neither used as design input
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Choosing these two groups resulted in a
‘left over’ group, which we did not chose as
preference, neither selected as drawings we
do not want to use as a design input. These
drawings (antithesis, apostrophe, cliché,
conceit, exclamation, interrogation, and
meiosis) are shown in figure 5.67. Interesting is
that these drawings show a version in between
those drawings we did and did not choose.
The drawings almost all show a new landscape,
though better integrated in the context than
the drawings we did not chose. These small
landscapes are almost all a natural area
wherein a lot of trees are planted. There is still
a focus on the plant, but less profound than in
the drawings we did chose.
Together with the results of the objective
comparison an overview of the whole
subjective comparison is shown in the table in
figure 5.68.

conclusion
Looking at the results in the table, there are
a few interesting conclusions which can be
drawn. The first two columns say something
about the visual importance of existing
elements in the design idea, and how often
these elements are changed. Interesting is that
the context in four of the areas, respectively
the container storage, the potato factory, the
railway, and the big plant, are of much more
importance in the design than in the two other
places (the eastern access and the canal). The
presence of eye catching, industrial elements
in the four areas where in the context is often
of importance, play an important role in this.
In total we only designed a landscape with
animals three times. Two of these drawings
visualize an anachronism, one of them a cliché.
Unconsciously a landscape with animals seems
to be associated with something outdated or
something seen so often that it has become a
cliché. Beside these drawings we did develop
more ideas though wherein we used specific
vegetation to attract for example bees and
butterflies.

Looking at the results in the table we did not
design a lot of places where you are invited
to do something or to sit down for a while. We
developed a maximum of four drawings with
an activity to do for one place, and five places
which invite you to sit down through the use of
benches, chairs or stairs. Although there are of
course more places where you can sit down in
the grass, it is clear that this was not our focus
point. This is an important conclusion we have
to use in the design phase, by designing more
places to stay for a while next to the path
going through the whole area.
Important of this path is the integration of it in
the design. In a lot of the not-chosen drawings
the path is placed in the context as if it does
not belong to this context. A good example
of this difference is the path shown in the
drawings in figure 5.69. Figure 5.69a shows an
interrogation at the container storage place.
The path leads through the area but has no
interaction with this area at all. The drawing
shown in figure 5.69b on the contrary shows
a path which is in interplay with its direct
environment. Through the location of the path
the walker is focused at the environment he is
walking in.
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figure 5.68 overview of the comparison per place (1 = big plant 2 = canal, 3 = container storage,

152

3.

2.

1.

• the train is often
used in another
way as expected

• the appearance
of the train is often
different by a
chang of its colour,
material, or shape

• focus at the
train is important
in a majority of the
drawings

• not used in any of
the drawings

• not used in any of
the drawings

• you can see the
windmills at the
background in
a majority of the
drawings: never
a focus at the
windmills

• the buildings,
road, and
windmills are never
changed

• the bank of the
canal is changed
only once in a
more natural
looking side

• in one drawing
cows are a part of
the new landscape
(cliché)

• a focus at the
plant is important in
the majority of the
drawings

• the plant itself is
changed in four
drawings (e.g.
personification)

animals as a part of
the design idea

focus at existing
elements in the
context

change of visual
elements in the
context

• most of the paths
are without any
curves

the direction and
design of the path

• the path is mainly
focused at an
• there are however existing element: the
more places where plant
you might sit down
at the ground (e.g.
climax)

• in three ideas
places purely
designed to sit down
are developed (e.g.
conceit)

the development of
places to sit down

• there are four
places which invite
to look at something
(e.g. metonymy)

• one idea invites
people to do
something at this
place (dramatic
irony)

• two places invite
you to stay for a
while (dramatic
irony and cliché)

• there is not much
space for the path,
it is often straight
and has the same
direction

• the path is always
• two drawings invite • five places invite
you to do something you to sit down (e.g. situated in between
the road and water
(dramatic irony and anachronism)
conceit)
• there is not much
contact with the
• these places both
water
stimulate contact
with the water

• in four of the
drawings is focused
on the development
of something to do
(e.g. dramatic irony)

the development
of places to do
something

• importance of
designing a whole
landscape instead
of single elements

• hedges are often
used to direct the
path and/or your
view

• most drawings
chosen include a
winding path

• importance of
existing elements
(the train)

• importance of
interaction with the
water

• diverse paths in
which attention
is paid to the
materialisation

• importance of
some shelter in the
form of trees, a
hedge or bushes

• a preference for
a place where you
are invited to do
something

• importance of the
ability to stay for a
while

• importance of a
focus on the context

subjective
comparison - of
importance in the
chosen drawings

• in about half of
the drawings trees
are planted

• there are not
much newe trees
planted

• in almost
every idea new
vegetation is used:
mainly by means of
the planting of new
trees

the importance of
vegetation

4 = eastern access, 5 = potato factory, 6 = railway)
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6.

• the canal is no
focus point in the
drawings at all

• the railway is
• the majority of the
used in every
ideas is not focused
design except one at the context
(prochronism)
• a focus at the
•the railway is
railway is realized by
changed in more
a change of colour
than half of the
or shape
interventions

• often a new
part with a
specific function
is added to the
existing building

• a focus at the
factory is of less
importance

• not used in any of
the drawings

• the potato factory • not used in any of
is often an important the drawings
element in the
drawings

5. • the potato
factory is
changed in
almost half of the
drawings

animals as a part of
the design idea

• you can almost
• in one drawing
always see the plant cows are a part of
and windmill
the new landscape
(anachronism)
• though: only a
few drawings focus
at the plant and
windmill

focus at existing
elements in the
context

4. • the plant and
windmill are
changed in only
three drawings
by a change of
colour

change of visual
elements in the
context

• there are no
places that
invite you to do
something, (the
only exception
could be allegory,
where it is possible
to ice skate in the
winter)

• one place invites
you to sit down
(dramatic irony):
almost all drawings
are focused on
walking

• only some of these
places do have a
connection with the
water

• the path often
changes something
in the railway

• most paths follow
the line of the
railway

• most paths are
straight, following
the direction of the
canal

• the railway is
relatively often
completely left
open without
any new trees or
bushes

• three of the
drawings show an
extreme urban-like
situation compared
to the rest

• the trees planted
(in nine drawings)
are often used to
hide something or to
direct the view

• in almost every
drawing there
is something
extraordinary to see
in the surroundings

• the path in the
chosen drawings is
different than just the
line of the railway,
challenging you to
find your own way

• the potato factory
is a central point

• the path is
integrated in the
design idea, it
is a part of the
intervention

• the chosen design
ideas are different
from a normal/
expected situation

• importance of
integrating the path
in the design and
existing context

• colour has an
important role in a
lot of the drawings
chosen

subjective
comparison - of
importance in the
chosen drawings

• in five drawings
no vegetation
,except for grass, is
implemented at all

the importance of
vegetation

• important role of
differences in height

the direction and
design of the path

• three places invite • often a straight line • relatively few trees
along the water
are implemented (in
to sit down
six of the drawings)
• these places still
• hedges are used
do not look as really
to direct the path
attractive places to
and your view
stay though

the development of
places to sit down

• one place invites
• four places invite
you to do something you to sit down
(e.g. synecdoche)
(dramatic irony)

• at one place you
are invited to swim
(dramatic irony)

the development
of places to do
something

interrogation

aposiopesis

• prompting a question

• a broken statement or address

• something unexpected

• something to be completed in the imagination

figure 5.69 a difference in the degree to which the path is integrated in the landscape

It is difficult to draw one conclusion about the
used vegetation. The trees, shrubs, and plants
implemented often direct your view, though
are as often a design element to improve the
quality of the place.
The table in figure 5.70 shows how often we
did chose the different figures of speech by
sticking a green or a red dot on it. Interesting
is that there are only three figures of speech
that we did not chose at all, namely litotes,
meiosis, and metonymy. A reason that we did
chosen to use as chosen to not use
design inspriation as inspiration

allegory
anachorism
anachronism
anastrophe
anticlimax
antiphrasis
antithesis

not chose a meiosis might be the meaning of
this figure of speech, making something less
significant. Since we want people to show
the landscape in their surroundings, that it is
worth it to come and see this area, the use
of a meiosis might contradict this too much.
We did also chose a euphemism only once for
example.
The drawings of a litotes visualize an affirmation
through understatement. The design area
could be a reason we did not chose this figure
of speech at all. If we want to show the beauty
of this area, this figure of speech would result
in a design idea which shows that the place
is not ugly. Moreover, we experienced the
visualization of a metonymy as difficult, since
this figure of speech is strongly related to
associations, and you do not know how the
reactions of people will develop through time.

aposiopesis
apostrophe
cliché
climax
conceit
dramatic irony
euphemism
exclamation
interrogation
litotes
meiosis
metonymy
oxymoron
personification
prochronism
synecdoche
figure 5.70 results of the subjective choosing process
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Interesting as well is that we did chose almost
every figure of speech at least one time as an
idea which we did not want to use as a design
input anymore. The only two drawings which
we did never vote down are visualizations of
an antithesis and a conceit. These figures of
speech are both about opposing elements.
While an antithesis is the opposition of
antithetical elements, a conceit is the relating
of two different elements. The industrial
character of the site, easily contrasted or
related with an opposing, natural element,
might be the reason for this.

5.6 STEP V
choosing

goal: a selection of drawings which can be
used as a design input. The most important
steps taken within choosing:
• determining the purpose of selecting
• determining a way to make a selection
In the end, the goal of making the 138
drawings, is to use them as a design input for
a walking route through the selected area.
The drawings itself are no design yet though,
and using all the different drawings would
definitely be too much during a walk of only a
few kilometres. The design has to be a balance
with just enough eyecatchers to keep people
triggered without designing a route with an
overkill of striking elements. Therefore we have
to make a selection of drawings, which can
be used as an input during the design phase.
The previous paragraphs gave an overview
of the process of comparing the different
visualizations of the figures of speech. We
deliberately chose to do this not only on the
basis of an objective comparison, but also
on the basis of subjective choices. Likewise
a landscape design, which is in the end the
reason we developed the drawings, is never
the result of only rational choices.
Therefore we will use the 38 drawings chosen
on the basis of our intuition, by comparing the
figures of speech per place, as a first selection
for the design phase. During the design phase
these drawings will be developed further and
will probably change again. A rational choice
for this purpose is therefore less useful at this
stage. We did prefer the intuitive choice per
place above the intuitive choice per figure
of speech. For the design phase it is not
important at which place a visualization of a
figure of speech works best, but it does matter
though, which figures of speech at one place
works bests. The next chapter will explain the
different steps taken in the design process.
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VI
WALK IN LANDSCAPE
EXPLORING THE LANDSCAPE DESIGN

Now we have defined a first selection of
drawings to use as design input, the question
is how a design can be based upon this. In
paragraph 6.1 an overview and explanation is
given of the drawings chosen. The whole design
process is mainly based on intuition rather than
rational choices. These steps are explained in
paragraph 6.2, resulting in a landscape design,
which is introduced and explained in paragraph
6.3. Paragraph 6.4 reflects objectively upon this
mainly intuitive process. In this an overview of
the final figures of speech used, their role in the
design, and the number of figures of speech
used in the different areas is given.

6.1 DESIGN INSPIRATION
In the previous chapter we explained how
we derived 39 drawings out of a total of 138
drawings. Before we start to explain how we
made an even smaller selection from this still big
amount of drawings, we shortly introduce the
chosen drawings. In the following paragraphs
we describe this selection per place, and give
some background information about how the
meaning of the figures of speech influenced
the creation of these ideas.

big plant
For the big plant we chose seven different
drawings in total; a visualization of an allegory,
antiphrasis, climax, dramatic irony, oxymoron,
personification, and prochronism, shown in
figure 6.1.
allegory
You will experience this landscape as if you
literally walk in two different landscapes. As if
you are snorkelling in sea and look variously in
the water world below you or the world above
sea level, in both phases only slightly aware
of this other world, you are in this landscape
walking above and under a dense canopy.
antiphrasis
The landscape shown in this drawing makes
use of existing elements in an unexpected
way. Industrial elements at the foreground are
changed into a playground. The space and
tranquillity of this place might change your
first idea about going to an industrial area for
recreation purposes.
climax
Walking up the stairs slowly gives you a better
view on the big plant at the background.
The moment you are able to see the whole
horizon you will be almost overwhelmed by
the magnitude of the scenery. The meadow
with some trees offering shade invites you to
sit down for a while to easily experience the
whole scene.
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dramatic irony
The landscape in this drawing is designed to
stimulate the occurrence of events. The plant
forms an impressive background of a stage,
attracting both actors and observers. You can
imagine yourself sitting down with a book, to
read in an almost mysterious, serene place.
But you can also imagine the place full of
people, playing and watching, inviting other
people to join as well.
oxymoron
The landscape shown in this drawing will
catch your attention through the big contrast
between the green foreground of hedges,
and the huge industrial building at the
background. Looking closer the green hedges
form a maze, a fusing of maintained shapes
of living hedges, inviting you to find your way
through.
personification
When you walk in this landscape, the huge
building at the horizon seems to be a friendly
character looking at you. The eyes on the
plant make it easy to ascribe human feelings
to this non-living object. The eyes make it easy
to remember the place, to refer to it and to
develop a story around it.
prochronism
In contrast with the other drawings shown, this
landscape is completely made of unnatural
materials. These materials and the colours
used make you feel as if you walk in a futuristic
landscape. Is this how every industrial area will
look like in future? And is this how you want
the world to develop? By enabling people to
check the total energy production per time
unit, the sustainability aspect might make
people come back.

allegory
• different levels of meaning
• enlighten, instruct

antiphrasis
a!

ah

ow?

climax

• material or form used in an unexpected way

• increasing intensity and significance

• expression contrasts meaning

• sequence of stages > exceptional experience

dramatic irony

oxymoron

• a double vision of the future

• fusing contradicting elements

• including actors and observers

• one single expression

personification

prochronism
• representing a future

• identifying the non-human with the human

• inform, entertain, inspire

figure 6.1 chosen figures of speech as design inspiration for the big plant
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canal
For the canal we chose seven different
drawings in total; a visualization of an allegory,
antiphrasis, dramatic irony, interrogation,
oxymoron, personification, and synecdoche,
shown in figure 6.2.
allegory
The landscape shown in this drawing is
designed to make people aware of the
path and underground they are walking at.
The winding path variously crosses the line
between ground and water. At ground level
the material of the path allows grass to grow
through it, while the path above the water
shows the water underneath it. We expect
people to note these differences in material
and colour, triggering them to look around at
the bigger landscape where both the ground
and the water are a part of.
antiphrasis
The ordinary Dutch canal is in this landscape
changed in a way which you do not see
often. The difference in height makes it easier
to reach the water line, and changes the
whole character of the place by the constant
sound of water. You can imagine yourself
sitting down at the stairs with your feet in the
water, listening to the sound of water fusing
in a rhythm with the industrial sounds at the
background.
dramatic irony
The visualization of a dramatic irony at this
place invites people to use the stepping stones
in the water. A part of the canal is in this way
changed in to a playground. The stairs along
the water allow people to sit down and watch
the scene.
interrogation
When you walk on the path shown in this
drawing you will realize something strange is
happening. First of all there are trees growing
through the path. After which you realize you
are walking on a wooden path on top of a
canal. Why are there trees growing here? Why
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are they planted in this way? A landscape
which prompts questions, but which also simply
offers you a nice walk taking advantage of
both the wind over the water surface, and the
shadows of the trees in the path.
oxymoron
The landscape shown in this drawing seems to
be completely cut off from the surroundings.
The shrubs neatly maintained in round shapes
give you the feeling of walking in a park like
environment, which might give you a save
feeling in the industrial area. You can imagine
this place gives you the feeling to be in a
complete different world for a while, enjoying
the tranquillity and the beautiful view on the
canal.
personification
The elements in the water together form a
human shape, which people might recognize
when walking by. An interesting way to refer
to this place, where you can sit down in the
grass and enjoy the shadow of the diverse
trees. Moreover you can dare a swim, and lay
down in the sun on top of one of the elements
in the water.
synecdoche
The people walking at this path might be
attracted through the view on the big windmill
which you can see from far away. The bright
colour makes it an easily recognizable
landmark, as well as a way to refer to this
area. Interesting is that you can even touch
the landmark if you walk to it, and realise the
actual size of it from close by.

allegory
• different levels of meaning
• enlighten, instruct

antiphrasis
a!

ah

ow?

dramatic irony

• material or form used in an unexpected way

• a double vision of the future

• expression contrasts meaning

• including actors and observers

interrogation

oxymoron

• prompting a question

• fusing contradicting elements

• something unexpected

• one single expression

personification

synecdoche

• identifying the non-human with the human

• a part stands for the whole
• a well known clue

figure 6.2 chosen figures of speech as design inspiration for the canal
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container storage
For the container storage area we chose
six different drawings; a visualization of an
allegory, anachronism, aposiopesis, conceit,
exclamation, and interrogation, shown in
figure 6.3.
allegory
A first important characteristic of the drawing
that shows the allegory is the openness of
the landscape. To be able to learn people
something, the industrial area is not hidden
but rather exposed. Walking through the safe
area in between the two hedges offers you
a unique view in another world. We expect
people to both enjoy the walk itself, and the
experience of being pointed at the view,
the sounds and smells of a working industrial
landscape.
anachronism
While an industrial area is often associated
with modern times and development, a
natural looking landscape at this place serves
as a reference to the past. The place does not
hide present times though, you can often see,
and always hear the sounds of the industrial
area surrounding you. A landscape which
shows that ‘old’ and new can successfully be
linked together.
aposiopesis
Everything in this landscape helps to direct
your gaze at the framework of an old train.
The trees and hedge first block your view, and
subsequently point in the direction you have
to walk and look. The path does this as well by
even extending over the water. The train itself
does not have a story yet. The people walking
here will start to develop this story from the
moment they first see the framework in the
landscape.
conceit
In this drawing an old train is used as a new
pathway. The path on top of the old railcars is
designed as a luxury promenade including a
lawn of trees. Sitting in a moving train bringing
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you to the place you want to be, is related to
the act of walking yourself to your destination.
The height of the old carriages give you a
beautiful overview over the area, as well as
a safe feeling of being not too close to the
landscape below you.
exclamation
The visualization of an exclamation at this
place shows newly planted deciduous trees,
creating a natural calm place. In some of the
birdhouses a box to simulate extra bird sounds
will be placed, contributing to the serene
character of this place. We expect people to
take a short break to be able to look around
and be wondered by this place.
interrogation
The landscape shown in this drawing is
completely different from the other landscapes
shown so far. When walking through this
landscape, one question after the other will
pop up in mind. Moreover this unexpected
place can be used in many different ways, all
to be thought of by the people who are going
to walk through this landscape.

allegory

anachronism

• different levels of meaning

• something placed out of time

• enlighten, instruct

• reconstruction, renovation, free renewal

aposiopesis
• a broken statement or address

conceit
• relating two dissimilar things

• something to be completed in the imagination

exclamation

interrogation

• a strong statement > a call for attention

• prompting a question

• something standing out of its context

• something unexpected

figure 6.3 chosen figures of speech as design inspiration for the container storage area
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eastern access zone
For the eastern access zone we chose six
different drawings in total; a visualization
of an anachorism, antiphrasis, antithesis,
apostrophe, conceit, and litotes shown in
figure 6.4.
anachorism
The landscape shown in this drawing is
placed within visible edges, emphasizing the
strangeness of this landscape at this location.
Walking through this landscape you are
constantly both separated from, and focused
on, the industrial surroundings you are walking
in. We expect people to start loving this place
because of the various activities you can
undertake here.
antiphrasis
The drawing visualizing an antiphrasis is mainly
focused on the implementation of one
element. A new dike along the water is at the
same time developed as a bench. From far
away you only see a structure in which you
can recognize a dike, though from closer by
you can recognize its interesting use.
antithesis
Important in this drawing is the opposition
of the natural foreground and the industrial
background, as if you are walking through two
different worlds. The winding paths variously
lead you through shrubs and trees, as well as
through open meadows with a wide view on
the plant and windmill. We expect people to
become aware of the beauty of both these
places through the contrast between them.
apostrophe
The visualization of an apostrophe is a much
more park-like environment. Almost as walking
through an exposition, people are addressed
by the coloured boxes, the text labels upon
them, and the different types of trees planted
in them. We expect people to be triggered by
the huge amount of different trees, to take this
knowledge home, and to come back a next
time.
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conceit
The drawing shows a walking path, which is
not situated next to the water line, but literally
in this water line. High and dry, and low and
wet, are related to the development of this
walking path with an extraordinary view on
the surroundings. Since you walk even lower
then you would do usually, the size of the huge
plant and windmill are even more impressive.
litotes
The visualization of a litotes indirectly shows the
importance and size of the industrial area. The
colours and the absence of trees and shrubs
make a walk in this area an overwhelming
experience. You are exposed to all weather
situations, feeling even smaller because of
the lowered path. We expect people to be
overwhelmed by this landscape at first, but
believe they will realize the opportunities
for countless activities shortly after this first
reaction.

anachorism
• something placed out of place

antiphrasis
a!

ah

ow?

• out of a foreign context

antithesis

• material or form used in an unexpected way
• expression contrasts meaning

apostrophe
• address

• opposing antithetical elements

• directed to an imaginary person or idea

conceit

litotes
• relating two dissimilar things

• prompting a question
• something unexpected

figure 6.4 chosen figures of speech as design inspiration for the eastern access zone
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potato factory
For the potato factory we chose in total
seven different drawings, a visualization of an
allegory, anticlimax, antiphrasis, aposiopesis,
dramatic
irony,
personification,
and
synecdoche, shown in figure 6.5.
allegory
The visualization of an allegory at this place
shows the potato factory working as a smallscaled potato farm. You walk through the
fields where the potatoes grow, and continue
your walk through the old factory. The place
tells about the development of a product,
but also about the ins and outs of a farm. The
story of the potato factory is always at the
background allowing you to make up your
own story about it.
anticlimax
When you walk in the direction of the potato
factory in this situation, you can only see the
facade for a long time. The facade seems
to invite you to look inside this huge, almost
impressive building. When you come closer
you start to wonder what kind of drink you
will order in the bar you expect to find. Going
through the doors makes you realize there is no
building at all. You are standing in a meadow
with fruit trees, a lovely place, do certainly not
what you expected.
antiphrasis
The landscape in this drawing changes
through time. While walking at this place
in winter time you might note the special
shape of the grass lawns, realizing this could
be a nice place to enjoy the sun in summer
times. Coming back in spring the whole place
changed; many many little blue flowers seem
to have changed some of the lawns in small
streams of water. A change you will definitely
come back for next time.
aposiopesis
In this drawing the whole situation seems to be
changed. The path is no longer placed along
the water, but is directed at a framework which
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seems to be slowly taken over by nature. You
can imagine yourself sitting in the grass in the
shadow of one of the trees. The place has a
serene character, allowing you to make up
your story about the way this place came into
existence.
dramatic irony
The visualization of a dramatic irony at this
place seems to be an idyllic decor in between
the trees around it. Using this route for the first
time you do not know the hidden fountains,
and might unconsciously be one of the
actors in a play. At this place there is always
a possibility of watching and playing, both
when you are alone as well as when the place
is crowded with people.
personification
When you walk back to town via this
landscape, you can enjoy the water around
you. You can easily reach the water, and the
sound of the water gives the place a peaceful
atmosphere as being far away from home.
Looking at the building you can recognize a
face. This face makes it even easier to refer
to the place, and to connect a story to the
water which falls down from its eyes.
synecdoche
Colour, light, sound and the presence of
other people are important elements in this
scenery. In this situation the potato factory
will be developed as a landmark. It becomes
the centre point in the natural surrounding,
offering places to sit and drink something. The
bright colours of the chairs make it an easy
place to refer to.

allegory
• different levels of meaning
• enlighten, instruct

anticlimax
• failure of expectations
• sequence of stages > unexpected experience

aposiopesis

antiphrasis
a!

ah

ow?

• material or form used in an unexpected way
• expression contrasts meaning

dramatic irony

• a broken statement or address

• a double vision of the future

• something to be completed in the imagination

• including actors and observers

personification
• identifying the non-human with the human

synecdoche
• a part stands for the whole
• a well known clue

figure 6.5 chosen figures of speech as design inspiration for the area around the potato factory
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railway
For the railway zone we chose six different
drawings in total; a visualization of an allegory,
anastrophe, cliché, euphemism, exclamation,
and oxymoron, shown in figure 6.6.
allegory
In this drawing you seem to see a typical Dutch
landscape at first. A small ditch with pollard
willows at each side make you remember
wintertime. Maybe you can come back then
for ice-skating. When taking a closer look
the small ditch seems to be an old railroad,
serving as a new waterway. Why and how this
happened is up to the walker, who integrates
with his story, the two stories of this old and
new landscape in one.
anastrophe
Walking at the path shown in this drawing gives
you a beautiful view over the surroundings
and the little lake below you. Interestingly the
bridge is not higher than the surrounding area;
why is this? And is this actually a railway you
are walking on? The landscape is inversed
in comparison to the original situation. This is
something that a lot of walkers will not know,
and which will contribute to the mysterious
character of the place.
cliché
The visualization of a cliché shows, in line with
the definition of a cliché, a scene which is
seen more often. There are a lot of examples
of old industrial areas, wherein old railways
are planted with birches. Interesting is though,
that these places are still not used extensively.
While designers might experience it as a cliché
design intervention, other people walking in
this area will be focused on the interesting
combination of a railway and forest-like
landscape.
euphemism
In this landscape you will feel completely
isolated from the town. Through the use of
both ground form, and the planting of trees
and shrubs you are in another world where you
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can still see and especially hear the industrial
background. We expect people to like this
contrast with the street wherein they live, and
to see this as a low threshold invitation to easily
‘change worlds’.
exclamation
Walking in this landscape, there is one
important element drawing your attention
immediately. This one big tree makes you
aware of the fact that there are no other trees
around you. A fact allowing you to note the
size and shape of the tree, the way it changes
through the seasons and grows throughout the
years. You will start to know in which weather
and which time of the year you want to go
back to take another picture or simply enjoy
the view.
oxymoron
The landscape shown in this drawing is a fusing
of straight lines and irregular forms. In between
the coloured paths you can find naturally
growing reeds and grass, as well as gravel of
different sizes and shapes. Interesting in this
landscape is that you can choose your own
path to walk on, allowing you to experience
the surroundings from different perspectives.

allegory

anastrophe

• different levels of meaning

• inversion of the normal or expected

• enlighten, instruct

• emphasis, humor, priority

cliché

euphemism
• overuse through repetition

• dresses up the unwanted

• reformulation and novel use

exclamation

oxymoron

• a strong statement > a call for attention

• fusing contradicting elements

• something standing out of its context

• one single expression

figure 6.6 chosen figures of speech as design inspiration for the railway zone

169

6.2 COMBINING
The described drawings in the previous
paragraph do all show a landscape of which
we think it might be a valuable addition in the
walking route we will design. But how much
of these drawings do we need in the whole
route? And what is the best way to combine
the different drawings? The design we make
should not just be the sum of the drawings
together. Combining them in the best way
should add value; one plus one should be
three.
The next paragraphs will show these different
phases step by step. To clarify the process we
make use of the pictures we made throughout
the process. In every step we will explain the
basis of our choices, which is either objective
or subjective.

STEP I ordering
To get a clear overview of all the different
design ideas together, we placed them on
the ground in the same order as in the route
we are going to design. This first step is shown
in the picture in figure 6. 7.

figure 6.7 chosen drawings in the order of the route

figure 6.9 and 6.10 show a few examples of
these combinations we tried out. We both
found combinations which might be interesting
as a design input, as well as combinations we
do not want to use.

figure 6.8 shuffling the drawings to search for combinations

A first example of an interesting combination
we found is shown in figure 6.9a. The picture
shows the visualization of an allegory and an
interrogation, both made for the canal. The
consciousness of people about the place
where they walk, generated by the winding
path above variously ground and water level,
would even increase the surprise of seeing
trees growing in a part of the path above the
water. Consequently this might increase the
interest in the rest of the route, what might
they discover more?
The picture in figure 6.9b shows a combination
of two drawings at the canal as well, this
time an antiphrasis and a dramatic irony. The
drawing which shows an antiphrasis might be
a nice play element for children together with
the stepping stones. This would generate an
even nicer view for those sitting and watching,
and more to play with for the actors involved.
The antiphrasis in its turn, is still the use of the
canal in an unexpected way, which is not
emphasized neither toned down by the
integration of the stepping stones.

STEP II shuffling
From this position we started to shuffle the
drawings, searching for different sequences
of drawings within one, or between adjacent
areas as shown in figure 6.8. The drawings in
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A similar combination is shown in picture 6.9c
an antiphrasis and conceit at the eastern
access zone. Both these design interventions
are rather small, and might be more interesting
with an extra intervention in the surroundings.

By combining these two drawings a third figure
of speech can be recognized. Through the
bench along a special type of path wherein
you can see people walking a dramatic irony
is developed.
Two last examples of ideas which emphasize
each other are shown in figure 6.9d and figure
6.9e. The eyes as a personification of the plant
can be combined in a nice way with both an
oxymoron and an antiphrasis. Both the figures
of speech keep their original meaning, while
the character of the place changes.
Interesting in these combinations is that an
antiphrasis seems to be easy to combine
with other figures of speech. In three of the
five combinations we shown, an antiphrasis is
used. An interesting finding on which we will
reflect upon in the conclusions in chapter VII
at page 206.
The picture in figure 6.10a shows a first example
of a combination that we found which does
not work. The drawings are a visualization of
an antithesis at the eastern access zone and
an anachronism at the container storage
place. They both show a natural landscape,
though both with another purpose. The
landscape in the visualization of an antithesis is
based upon the contrast between the natural
foreground and the industrial background.
The visualization of an anachronism is based
upon historical grounds. When we would
base the design for these areas upon these
two figures of speech, the contrast of the
antithesis would be undone, and the result
would be a monotonous landscape lacking
any eyecatchers.
The drawings in figure 6.10b are visualizations
of a litotes and conceit at respectively the
eastern access zone and the container storage
place. In contrast to the previous example,
these drawings both show an industrial, urbanlike landscape. If you imagine yourself walking
through the landscape inspired by a litotes,
turn the corner at the end of the path, and see
the landscape inspired by a conceit in front of

6.9a combination of an allegory and interrogation

6.9b combination of an antiphrasis and dramatic irony

6.9c combination of an antiphrasis and conceit

6.9d combination of a personification and antiphrasis

6.9e combination of an oxymoron and personification
figure 6.9 searching for interesting combinations
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you... you can imagine you are not triggered
that much anymore. The whole landscape
exposes you to all weather conditions,
without offering any shelter or shadow. This
combination would create a too monotonous
design, again without enough eyecatchers.
A third example shows a combination of two
drawings which are just not possible to use at
the same time. The drawings in figure 6.10c are
a visualization of an allegory and anastrophe,
both for the railway zone. While the allegory
shows the railway in use as a kind of water
basin, the anastrophe shows a situation totally
reversed. In this case one of the design ideas
excludes the other.
The drawings in figure 6.10d show an example
of a combination which might be possible,
but which would weaken the strength of one
of them. The drawings are a visualization of
a euphemism and an exclamation, both at
the railway zone. While the placement of
the extraordinary tree would not change the

euphemism, the exclamation gets less strong
by combining it with a euphemism. In the
drawings the tree that forms a statement is
flowering, thereby still forming a contrast with
the trees of the euphemism at the background.
The biggest part of the year though, this tree is
green, or does not have leaves, just like all the
other trees. During the biggest part of the year
the exclamation would thus be less strong
through the placement of other trees around
it. The eye-catching purpose of the tree would
then be undone.

STEP III smaller selection
The different sequences and combinations
we found resulted in a new selection. The
picture in figure 6.11 shows this next step in the
process, with still 22 drawings left.

STEP IV further comparison
An amount of 22 different design ideas might
still be too much for the route we are going to

6.10a combination of an antithesis and anachronism

6.10b combination of a litotes and conceit

6.10c combination of an allegory and anastrophe

6.10d combination of a personification and synecdoche

figure 6.10 examples of combinations which do not work
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figure 6.11 creating a smaller selection of drawings

figure 6.13 further selection using the basis map

design. Moreover, we have to test the effect
of the combinations we found. Therefore, we
started another round of comparing, this time
in combination with the map of the area, as
shown in figure 6.12. In this step we focused
more at an objective decision than in the
previous steps. We combined information
from literature and our personal experiences
to make decisions about for example the
amount of eyecatchers in one area.

university, which takes about ten minutes. We
imagined ourselves this ten minutes ride on
the bicycle path along the canal. This would
definitely feel as a much longer ride because
of the monotony of the landscape, while you
need even more stimuli when moving at a
lower speed. The pictures in figure 6.14 show
what you would see every fifteen seconds
if you would walk along the canal in the
contemporary situation. The pictures are
based upon a view in constantly the same
direction, and thus not totally realistic in this
sense, but they give a first impression of a
walk along this route. If you would draw this
sequence it would look more or less like the
scheme shown in figure 6.15.

In this process we found other combinations
which do and which do not work. The picture in
figure 6.13 shows an example of a combination

figure 6.12 combination of drawings along the canal

which we investigated. In total the road along
the canal from the entrance of the area untill
the view at the big plant is 560 meter. People
can still recognize someone as being human
rather than an animal or shrub at a distance of
300 up to 500 meter (Gehl, 2010), which gives
an idea about this distance. Since we design
a walking route, where people will walk about
four kilometres per hour, this line would take
about seven up to maybe even ten minutes.
We cycle every day from our houses in the
centre of Wageningen to the campus of the

In his book ‘Cities for People’ (2010) Gehl
describes a balance between too few and
too many stimuli during a walk. He states
that our senses need stimulation at intervals
of only four to five seconds (Gehl, 2010).
This would correspond with about eighty to
hundred eyecatchers at a line of 560 meter.
An eyecatcher in this sense though, should
not always be a synecdoche for example. A
swan in the reed along a path can also be
an eyecatcher. The fact that you cannot plan
these external factors makes it even more
difficult to estimate the right number and type
of drawings we need along this line.
The schemes in figure 6.16 represent four
different sequences. In the first sequence
(figure 6.16a) a landmark in the form of a huge
windmill marks the beginning of the path in this
area. The plant at the end of this path serves
as a second major eyecatcher. During the
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0 - 0,25 min.

0,25 - 0,50 min.

0,50 - 0,75 min.

0,75 - 1,00 min.

1,00 - 1,25 min.

1,25 - 1,50 min.

1,50 - 1,75 min.

1,75 - 2,00 min.

2,00 - 2,25 min.

2,25 - 2,50 min.

2,50 - 2,75 min.

2,75 - 3,00 min.

3,00 - 3,25 min.

3,25 - 3,50 min.

3,50 - 3,75 min.

3,75 - 4,00 min.

4,00 - 4,25 min.

4,25 - 4,50 min.

4,50 - 4,75 min.

4,75 - 5,00 min.

5,00 - 5,25 min.

5,25 - 5,50 min.

5,50 - 5,75 min.

5,75 - 6,00 min.

6,00 - 6,25 min.

6,25 - 6,50 min.

6,50 - 6,75 min.

6,75 - 7,00 min.

7,00 - 7,25 min.

7,25 - 7,50 min.

figure 6.14 contemporary situation along the canal
wow nice
view!!
ah a
canal,
nice new
view!

0 m.
0 min.

hmm it
does not
change
that much...

50 m.

100 m.
1 min.

nice view
upon the
other side of
the canal

what is this? An
entrance road?
No... can’t go in
there...

150 m.
2 min.

200 m.

250 m.
3 min.

300 m.
4 min.

350 m.

a side
road?!

400 m.
5 min.

450 m.
6 min.

500 m.

550 m.
7 min.

figure 6.15 schematic overview of the degree your attention is attracted through something in the landscape along the canal

walk there will be different elements catching
your attention; for example a shipyard at
the other side of the canal, different road
signs and a side road. Though they will never
enlarge your degree of attention for the
surroundings as much as the two landmarks
do. The second scheme (figure 6.16b) shows
the same sequence wherein an extra windmill
is placed halfway the walk. You can see that
the addition of this extra windmill weakens the
impact of the first landmark. While you can see
both elements at once, the strength of both
individual elements gets weaker. When you
would place so much windmills that seeing
them all at once would makes it an even
more impressive experience, the scheme
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might look as shown in the third sequence
(figure 6.16c). Though in this case, the scale of
the windmills along the canal would decrease
your climax experience when seeing the plant
for the first time enormously. The fourth scheme
(figure 6.16d) shows the use of only two huge
landmarks, and the implementation of several
smaller eyecatchers in between them.
We chose to search for a sequence as shown in
the fourth sequence (figure 6.16d), to optimally
use the potential elements in the context. The
degree in which these interventions attract
your attention can still be changed in the
design phase. The path can have more or less
extreme curves for example, and the impact

such a big
wind turbine!
impressive
view upon the
plant

after the wind
turbine there
is no new eyecatcher

6.16a

two big
wind
turbines!
the second
wind turbine

6.16b

still nice, but
less impressive

wow! a whole
park of huge wind
turbines

hmm... not
that impressive
anymore

6.16c

such a big
wind turbine!

impressive
view upon the
plant

interesting
smaller eyecatchers

6.16d
0 m.
0 min.

50 m.

100 m.
1 min.

150 m.
2 min.

200 m.

250 m.
3 min.

300 m.
4 min.

350 m.

400 m.
5 min.

450 m.
6 min.

500 m.

550 m.
7 min.

figure 6.16 different design ideas visualized in the degree they will catch the attention of the passerby

of the interrogation is dependent of the type
and size of the trees used. The search for this
right combination is explained in the design
phase, starting at page 156.
Related to this is the combination of the
drawing of two times a synecdoche at
respectively the potato factory and the canal,
shown in figure 6.17. The distance between
these two elements would only be 220 meter,
which is not even half of the distance of the
path along the canal, so a walk of only three
minutes. Where would you refer to if you
would talk about this walk? Probably only to
one of these two landmarks… At the campus
of Wageningen UR there are at the moment

three buildings of about the same size, built
at a distance of about 200 meter. They are all
huge, and visible from far away. They could
all get the function of a landmark. When
students speak about going to the campus
though, most people refer to the Forum
building, which is the first building built and
used at the campus... We therefore decided
not to use this combination of drawings as a
design input.
Another example of a combination we will not
use is shown in figure 6.18. The drawings in this
figure show a visualization of an antithesis and
conceit at respectively the eastern access
zone and the container storage place. The
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figure 6.17 two synecdoches in a too small area

figure 6.18 two drawings which would weaken each other

figure 6.19 further selection by using the exact information of the map
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path around the corner up to the old train
at the end is in total 340 meter, a walk of
about five minutes. The conceit shows a
pavement without any extra green, while the
implementation of extra green would weaken
the contrast created by the antithesis. The
combination of the drawings in the way they
are created, would result in a walk that would
feel as much longer than a five minute walk.

drawings are inspired, but only a part of the
design intervention.

STEP V final selection
The previous step slowly resulted in a smaller
selection of drawings, as shown in figure
6.19. The picture in figure 6.20 shows the final
selection of fourteen drawings, placed in the
same sequence as they will be used in the
route. Figure 6.21 gives an overview of the
eleven drawings we chose as a basic input for
the design. Of the three other drawings, shown
in figure 6.22 we do not use the whole idea or
meaning of the figure of speech on which the

figure 6.20 final selection of drawings
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allegory

allegory

• different levels of meaning

• different levels of meaning

• enlighten, instruct

• enlighten, instruct

6.21a canal

6.21b container storage

anachorism

anticlimax

• something placed out of place

• failure of expectations

• out of a foreign context

• sequence of stages > unexpected experience

6.21c eastern access

6.21d potato factory

climax

conceit
• increasing intensity and significance

• relating two dissimilar things

• sequence of stages > exceptional experience

6.21f big plant

6.21g container storage

exclamation

interrogation

• a strong statement > a call for attention

• a part stands for the whole

• something standing out of its context

• a well known clue

6.21i railway

6.21j canal

figure 6.21 final selection of drawings to be used as design inspiration
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cliché

dramatic irony
• overuse through repetition

• a double vision of the future

• reformulation and novel use

• including actors and observers

6.21e railway

6.22a potato factory

exclamation

personification

• a strong statement > a call for attention

• identifying the non-human with the human

• something standing out of its context

6.21h container storage

6.21h container storage

synecdoche

synecdoche

6.21k canal

• a part stands for the whole

• a part stands for the whole

• a well known clue

• a well known clue

6.22c potato factory
figure 6.22 drawings of which a part will be used as inspiration
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The map in figure 6.23 shows the walking
route, the place where the basic pictures are
taken (orange dots), and along the route we
show the different drawings we chose. Their
locations are based upon the research we did
in the previous step.
This sequence though, does not determine
the exact size of the different interventions.
The visualizations in figure 6.24 give a birdseye overview of the approximate size of the
interventions per area.The different figures of
speech resulted in interventions of different

figure 6.23 the chosen drawings linked to the walking route
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sizes. An anachorism at the eastern access
resulted in an intervention of about four
hectares, while the exclamation at the railway
exists of the implementation of a single tree.
These differences are mainly based upon two
aspects; the purpose of the figures of speech
as eyecatchers, as well as the attractiveness of
the route itself. In the case of the anachorism
for example, the implementation of only
one big pine tree, could have served as an
anachorism as well. Though to offer a pleasant
walk this area needed, on the basis of the
landscape analysis (page 73), more than

figure 6.24 birds-eye overview of the different interventions and their spatial impact
181

182

the implementation of a single tree. To make
sure that people will imagine themselves in
an area somewhere else and to be able to
offer a pleasant and attractive route, this area
therefore has this relative big surface.
The exclamation at the railway on the
other hand, is created in an area with a
lot of potential (page 86). Moreover, the
exclamation at this place is stronger when only
one tree is implemented instead of a whole
forest-like area. This difference is based upon
the context. The exclamation at the container
storage for example, does exist of more trees,
through which it sharply contrasts the different
areas around it.
In an interplay with the drawing of the birds eye
views we started to develop the landscape
plan.

STEP VI facilities
The walking route will probably attract a
bigger and more diverse group of people
when there are enough places to sit down
for a while. All these people have different
preferences concerning these places. Some
people do prefer benches or chairs, while
others like to sit down in the grass. Moreover
different weather circumstances determine a
preference for places in the shadow or sun.
In the map and pictures in figure 6.25 the
facilities at the basis of the conceptual design
are shown. The orange dotted lines indicate
those facilites that we already drew when
creating the design ideas on the basis of the
figures of speech. The black dotted lines show
extra ideas to create more, and more diverse
places to sit down for a while.

sitting in the sand

shadow of pine trees

stairs used as element to sit on

an area in full sunlight

grass hill to walk and sit on

cherry trees offering shadow

wooden elements to sit on

deciduous trees offering shade

bright coloured chairs

nut trees offering shadow

stairs that can be used to sit on

open land along the water

figure 6.25 draft of the landscape plan with an investigation in to the available (orange) and extra (black) facilities
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STEP VII designing

During the design process it became clear
that the design is not a literal translation of the
figures of speech into a landscape plan. The
landscape plan is based on the ideas of the
figures of speech, but they are adapted and
integrated within the landscape. In paragraph
7.2 we go into more detail about this (page
215).

On the basis of this extra analysis, we started
a next round of designing, resulting in the final
landscape plan as shown in figure 6.26. In the
next paragraph we will discuss this design step
by step.

T
S

H
G

Q

J
I

M
O

R

N
P

L

B

K
F

D
A

E

C

100 m

figure 6.26 landscape plan
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dwellings
bicycle path
roads
existing trees
containers
walking path dune area
sand hill
pine trees
deciduous trees
concrete path with hedge of beeches
trains
birch trees
railway in gravel
reed along the water
magnolia
grass
stairs
small cherry trees
concrete platform
water
winding path along the water
wind turbine
small square and path of stone
walnut trees
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6.3 DESIGN DETAILS
To describe the different areas that together
form the landscape wherein people are
invited to make a short walk, we first illustrate
the landscape plan on the basis of details,
cross-sections and atmospheric images. After
this first description we continue with a more
atmospheric description of the visualizations
at page 200 and 201.

dunescape (figure 6.27 to 6.30)
The eastern access zone is transformed into
a dune area on the basis of an anachorism.
Through the scale of the intervention, covering
the whole parcel which had no function yet
(see the map in figure 4.45 at page 75), you
can be completely enclosed by the area
while forgetting about the context. The dune
area invites you to sit or lay down along the
water, to picnic in the sand, and to take your
badminton set with you.
The most important materials in this landscape
are the sand all over the place, and the wood
used for the walking paths. The winding paths
throughout the area are placed on top of
the landscape, allowing you to walk through
the landscape, or easily leave the paths and
walk literally in the landscape. The rough,
broad planks in the sand contribute to the
atmosphere of being somewhere else, by
making people think of a beach view.
The trees that dominate and characterize
this landscape are a type of pine trees; the
Scots pine or Pinus sylvestris. This tree is in the
Netherlands often planted at, and therefore
often associated with, sand drifts. To prevent
that the sand will be blown away, different
types of grass, like Ammophila arenaria, are
planted.
These different materials and plants influence
the colours and sound you can perceive
throughout different times of the day and year.
While the pine trees stay green in wintertime,
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and do not flower, the main colours of this
landscape do not fluctuate much. The sound
of the wind will variously be strong and be
gone behind the hills you are walking through.
The different sounds and colours emphasize
the strangeness of this place in comparison to
its context.

forest of sounds (figure 6.31 to 6.34)
The transition zone between the eastern
access and container storage area is changed
in to a small, forest-like landscape, inspired on
a drawing of an exclamation. The pine trees
that characterize the dune landscape slowly
make way for bigger, denser deciduous trees.
This area invites you to sit down and admire
the almost gradual but sudden transition.
The most important materials in this area are
used for the path and furniture. The material
of the path did not change since the dune
area, and therefore does not point you at the
changing surroundings. This contributes to the
sudden realization of walking in a completely
different landscape. The massive benches
and cubes to sit on are also made of wood.
They fit the serene character of the place,
discretely inviting you to sit down for a while.
The small forest consists of a mix of
big, deciduous trees, mainly chestnuts
(Castanea), oaks (Quercus), beeches (Fagus
sylvatica), and ashes (Fraxinus excelsior). The
underground slowly changes from sand with
a few grasses to an area with predominantly
grass. This grass in maintained, not like a
clean lawn, but rather to create a natural
atmosphere wherein people are invited to sit
down in grass.
The size of the trees strongly influences the
colour as well as sound in this area. The dense
canopy forms a shelter against the sun, and for
a brief period even against rain. The grass and
green canopy create a natural character,
with different shades of green instead of the
bright colours of sand in the dune area. The
only contrasting colour in the area is used to

wooden path

water
sand

pine trees

5m

25 m

figure 6.27 detail of the dune landscape

2m

A

10 m

figure 6.28 section of the dune landscape with the silhouette of a plant at the background

figure 6.29 one of the entrances in to the dune area

figure 6.30 walking in the middle of the dune area
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B

pine tree
oak

pine tree

grass

beech

beech
oak

beech

sand

chestnut

ash

ash

beech ash

oak

ash

fence

oak

ash
oak

ash
chestnut
beech

oak

chestnut
chestnut

ash
beech

chestnut ash
oak

chestnut

ash

chestnut
ash

pine tree

beech

oak
chestnut
pine tree
oak

beech
oak

pine tree
ash

ash
pine tree

oak

water
path

wooden path
pine tree

pine tree
oak

beech

chestnut

chestnut

seating elements

beech

oak

beech
oak

beech
pine tree

ash

road

oak

5m

25 m

figure 6.31 detail of the little forest with decidious trees

2m

C

10 m

figure 6.32 section of the little forest with an old train at the background

figure 6.33 walking along the water to a little forest
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figure 6.34 entering the little forest with coloured bird houses

D

highlight the different bird boxes in the trees.
In the autumn the trees lose their leaves,
leaving the trees the whole winter without any
green. Instead of the rather stable character
of the dune area throughout the year, this
area completely changes on the basis of the
different seasons. Next to colour, sound has
an important role as well in this area. Birds are
invited to nestle in the bird boxes, and extra
speakers emphasize the sound of birds in
spring and summer time.

the context. In autumn and winter the hedge
is covered with orange-like leaves, as if they
are rusty like the trains wagons at the nearby
railway. In summer time though, the hedge
turns green again, as a clear contrasting line
between path and surroundings.

landscape exposition (figure 6.35 to 6.38)

At the end of the concrete path you will find
a broad stairway, leading you to a path on
top of the old train wagons. The stairway both
invites you to walk to the wide view which you
will probably have on top of the wagons, as
well as invites you to sit down for a while and
look back at the path you walked.

The container storage place is changed into
a landscape which is exposed to the walker,
inspired on the drawing of an allegory. A
path, guided by a hedge at both sides, winds
through the landscape, thereby deliberately
addressing you to the landscape around you.
At a safe distance from the industrial area
surrounding you, you have the chance to
easily experience the place.

The stairway is, like the path that leads to it,
made of concrete. Entering the path on top
of the old train wagons means a complete
change in the materials around you. The
concrete makes way for the rusty steel of the
old wagons. The path you walk on is partly
sunken in the wagons, through which a part
of the old roof can be used as the two railings
at the side.

The path is made of concrete and leads you
through the landscape. This material is in line
with the materials used in the surroundings,
and therefore does not attract your attention.

In this part of the design we did not add any
new vegetation. The existing plants mainly
exist of (unmaintained) grass, and young
trees, predominantly beeches.

In this part of the landscape design there are
not much new trees or shrubs planted, to be
able to show the pure character of the place.
The hedge guiding the path, is one of the
few green elements in the surroundings, and
consists of small beeches (Fagus sylvatica),
regularly pruned to maintain its straight lines.

The colours and sounds in this area both
contribute to the industrial character of the
place. The major colours in this area are grey
and rusty orange/red of respectively the
walking path and train wagons, relatively
similar throughout the year. The lack of green
also influences the type of sounds typical for
this area. The place offers little places for birds
to strike down, through which their sound does
not dominate this place as in the little forest
earlier in the route.

Everything in this landscape is focused on
showing you its real self, its colours and sounds.
The sounds produced in the area are mainly
caused by the industrial surroundings, making
you alert about passing trains, the delivery and
pick-up of containers, and the sounds of faraway cars and trucks. The colours are related
to this landscape, dependent on for example
the type of colour the containers present at
that moment, have. The hedge that guides
the path variously contrasts and blends in to
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hedge

birch trees

path

grass
gravel

road
reed

water

stairs

path on top
of train

railway
water

platform

5m

25 m

figure 6.35 detail of the path and stairs in the direction of the promenade on top of the old trains

2m

E

figure 6.36 section showing the stairs and path on top of one of the trains

figure 6.37 wide view over the industrial landscape
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figure 6.38 stairs to the path on top of the old train

10 m

F

walking along the water (figure 6.39 to
6.41)

on the landscape surrounding you. You are
variously protected from and exposed to the
current weather circumstances.

The huge windmill near the entrance to the
industrial area can be seen from far away. Its
size and bright colour make you both see and
remember the landmark. Interesting is that
you are not only able to perceive the windmill
from far away, but also from very close by.
You can touch the mill, and be surprised or
even overwhelmed by its size when standing
next to it.

The winding path is made of different materials,
pointing at the underground of either soil or
water. The path along the water is made of
gravel, allowing the grass to go through it.
The parts of the path above water level are
made of wooden planks with small openings
in between them, which allow you to see the
water underneath you.

The most important material used attracting
your attention are the bricks of which the
paths exists. They are constructed in a clear
pattern, except for the ones close to the
windmill. The changing pattern attract your
attention, and make you even more aware of
this huge element in front of you.

Both along, as well as in the path, we planted
several alder trees (Alnus), which often grow
along the water. We use the same type of
trees at the shoreline as in the path, to create
a unity that is still able to raise questions. Reeds
along the path emphasize the in-between the
shoreline and water character of the area.

Along the path close to the windmill a lane
of maple trees (Acer triflorum)will be planted.
These relatively small trees even emphasize
the size of the windmill. Moreover the trees
offer a pleasant, sheltered walk along the
canal.

A difference with the previous area, is that
the alder trees do not change colour from
summer until winter time. They lose their leaves
while they are still green. The character of the
place thus changes within a short time. The
path, which is variously sheltered and exposed
to the weather circumstances, influences the
strength of sound of for example the wind.

The maple trees are green throughout
the spring and summer, and change in to
beautiful autumn colours before losing their
leaves in wintertime. This change of colours
offers different experiences in different times
of the year.
Important sounds at this place are the sound
of water as well as the sound of the windmill.
These sounds are both influenced by the
amount of wind, creating a more silent place
when there is not much wind, and a space
with more remarkable sounds when there is
more wind. Moreover, the path is situated at a
lower level than the road, dimming the sound
of passing cars and trucks a bit.
At the end of the promenade you have to
descend a few steps to reach the next part of
the route. The winding path makes you focus

These sounds of the surroundings slowly form
a mix of sounds with your own footsteps in the
landscape. The more sheltered, more quiet
places are accompanied with your footsteps
on the gravel, while the sound of your footsteps
disappear in the sound of wind and water
when you start walking on the wooden parts
of the path.

landscape stage (figure 6.42 to 6.45)
At the end of the winding path you are led
to the other side of the road, where the paths
slowly descend in a kind of green gulch in
between the industrial buildings and the road.
When you walk underneath the road you see
a long stairway made of grass in front of you.
When you walk further you constantly see
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water

walking path

railway

alder trees
wood
reed
grass

gravel

water
road

bicycle path

building

5m

25 m

figure 6.39 detail of the winding path along the water

2m

G

10 m

H

figure 6.40 the big, coloured wind turbine along the water

2m

10 m

J

I
figure 6.41 walking variously above the water and ground
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cherry

water

oak
cherry

reed

beech

cherry
oak

building

oak

cherry

road

alder trees
and shrubs
cherry

cherry

cherry

cherry

grass

cherry
cherry

bicycle path

wall
25 m

5m

cherry
figure 6.42 detail of the entrance to the stairs in front of the big plant

2m

K

10 m

L

figure 6.43 cross section of the stairs in front of the plant, planted with cherry trees and enclosed by a fence of cortens steel

figure 6.44 walking along the canal

figure 6.45 an increasing view at the big plant at the horizon
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more of the view at the background, with in
the end a wonderful view on the big plant on
the horizon.
The most important material used in this design
intervention is used for the vertical elements
of the stair steps, made of weathering steel.
The steel contrasts the bright colour or green
of the grass, and thus clearly shows where you
have to climb a step, dividing the green hill in
different steps.
The most important green element in this
design intervention is the grass, which is
maintained neatly throughout the year. The
different steps are all covered with grass,
inviting you to sit down for a while. The small
trees along the sides of the hill contribute to
this feeling. The relatively small cherry trees
(Prunus avium) blooms from April up to May,
contrast with their size and lovely little flowers
against the background with a huge, grey,
industrial building.
The cherry trees are in the time they are
blooming the most important colour that
attracts your attention. The pink flowers
contrast the predominantly grey and green
shades. Most sounds at this place will be in the
background, like the sound of passing cars
and trucks, as if they are far away from this
special place.

railwayscape (figure 6.46 to 6.55)
When you walk down from the path on top of
the old train wagons, you reach a path in the
middle of an old railway. Following this path
you walk in a forest-like landscape, with trees
both in and along the railway. The further you
walk the denser the trees around you, as if
you are slowly excluded from the surrounding
context.
The most important materials in the little world
you are walking in are the gravel that surrounds
the railway, and the material of the old railway
itself. Used to be the railway existed of wooden
railroad sleepers with gravel in between them.
194

While this is no pleasant combination to walk
on, the gravel is removed and replaced by
new wooden planks. In this way it is possible
to preserve the character of the railway, and
at the same time offering an enjoyable walk.
The forest-like landscape is created by the
planting of birch trees (Betula pendula). Birches
can grow relatively close to each other, so
we did not add any other low vegetation to
create the dense atmosphere.
The most important colours in this landscape
are the grey and rusty brown shades of the
gravel and railway which are rather similar
throughout the year, contrasted by the bright
white and green of the birch trees. The leaves
of the birches change through time, with a
beautiful bright green in springtime.
The dense forest-like landscape does not
completely exclude you from the sounds of
the industrial area surrounding you. Through
the dominating sound of birds, you can hear
far away sounds of trains, trucks and the
loading and unloading of containers.
When you walk further, the forest-like
landscape suddenly makes way for an empty
grass field with one single tree. The tree stands
alone, apart from all other trees you have seen
so far, and immediately draws your attention.
When walking closer you find out that it not
the tree that gives way to the railway, but the
other way around. The railway winds along
the tree, as if this is the everyday situation.
The most important material in this landscape
is the old railway including the new wooden
planks that together form the path. In this
situation there is only a small line of gravel
along the railway, which creates a more
natural character.
While there are less birch trees in the direct
surroundings, the landscape is rather natural
through the reeds along the water and the
grass all over the place. The tree that attracts
your attention is a magnolia (Magnolia x
soulangeana), a deciduous tree that flowers

water

reed
grass

magnolia

railway

building
gravel

5m

25 m

figure 6.46 detail of the path in the railway along the magnolia tree

2m

M

10 m

N

figure 6.47 entering a forest-like environment in between different railways

figure 6.48 walking in between the birch trees

figure 6.49 a sudden open view upon one special tree
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2m

O

10 m

P

figure 6.50 section of the walking path in the railway along the magnolia tree

2m

Q

10 m

figure 6.51 cross section with at the background the edge between the industrial and living area

in early spring, even before the leaves appear.
The colours in this landscape are almost
perfectly matched, except for the single tree
along the railway. The rusty colours of the
railway wagons and the railway itself perfectly
match the colours of the reed and dry grass
around it. The tree contrasts these colours by
its either green leaves or little pink flowers. In
wintertime, when the tree loses its leaves, this

landscape might seem to be more in balance
through which the kink in the railway is even
emphasized. This strange shape makes sure
that even in wintertime people do notice
this single tree, perceiving its size, shape, and
character.

figure 6.52 the shape of the railway is adapted to the tree

figure 6.53 walking in between birch trees again
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The sound of birds in the forest-like landscape
is in this area disappeared and replaced

R

by dominating sounds of the industrial area
around you.

ending the route (figure 6.56 to 6.58)
Just before the canal you are not able to follow
the path on the old railway anymore. If you
turn left you head to the huge windmill that
accentuates the entrance of the area, and if
you turn right you walk into the direction of the
potato factory. The path you are walking on is
on two sides enclosed by a dense hedge. At
the end of the path you can see the facade of
an old building. This almost impressive facade
pulls you towards it, wondering what might be
behind the doors. When going through the
door you are surprised by the small meadow
with trees, certainly not the view you expected.

element. The trees behind the facade are a
small type of walnut trees (Juglans regia). The
trees are grown in a small meadow with grass.
Interesting in this landscape is the difference in
colours as well as sounds between the world in
front of, and behind the doors in the facade.
In the little garden behind the huge facade
you hear more birds and are focused on the
greenness of the place that surrounds you. In
the little square in front of the facade though,
you can hear the sounds of the city, and
experience the colours of road and building,
rather similar throughout the year.

In this landscape the most important elements
are the path and terrace in front of the
building and the building itself, both consist of
bricks. Also important are the different chairs
and tables which can be found in the small
meadow behind the facade. The coloured
iron chairs have an important role in making
people remember this place.
The most important vegetation in this
intervention consists of the hedge at two sides
of the path, and the grass and trees behind
the facade. The hedge along the path
consists of small beeches (Fagus sylvatica).
The hedge is not the main point of attention,
and is therefore used as a recurrent theme in
the design, instead of a new, eye-catching

figure 6.54 birch trees growing in the path

figure 6.55 crossing the ring road
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figure 6.56 detail of the path and little square in front of the old facade, and the little garden behind it

S
figure 6.57 cross section of the secret garden behind the facade of the old potato factory
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25 m

figure 6.58 looking through the doors in the secret garden
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BOX | MAKING A WALK
When I came home after work today, I realized
that I did not yet enjoy the beautiful spring
weather at all this week. Since I only planned
a date with friends after dinner, I decided to
use my free hour before dinner to enjoy the
sun. From the moment I closed the front door
I felt the sun at my skin which made me desire
to the wind in the openness of the landscape
around town.
Only ten minutes later I see the first signs of
the landscape I am heading towards. A trail
of scattered pine trees guides me towards the
ring road. From the moment I cross this road I
feel like entering another world. In front of me I
can see the contours of a hilly landscape with
much more pine trees of different shapes and
sizes.
I walk along the first path that leads me into
this beautiful landscape. Although it feels like
this landscape does not really belong here, I
enjoy the view of the sand dunes in front of
me. The little river flowing through the heart
of the area, and the children playing around
the water front, almost seduce me to sit down
and enjoy the mix of sounds of birds, playing
kids, and the faraway industry.
At the moment I cross the small wooden bridge
over the water it feels like the landscape
surrounding me starts to change. When I try
to define this difference, the trees around
me draw my attention. In between the pine
trees I distinguish more and more deciduous
trees, big trees with a dense canopy that offer
shade. At the moment I notice this the many
bright red bird boxes catch my eyes. At that
moment it feels like I experience the place
as a whole. It makes me sit down on one of
the wooden blocks for a while. Enjoying the
rhythm of the sounds of the wind through the
leaves and the songs of birds.
At the moment I want to walk further I see
that I have to snare my shoelaces again, and
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bend down on my knees. Sitting on my knees I
realize that the sand of the dunes slowly made
way for young, fresh green grass blades. When
I walk further I perceive the bright green of the
grass, that grows denser the further I walk.
At a certain moment I discern the edge of the
small forest in front of me. I reach this edge by
walking up a few steps, ending at a concrete
path guided by a broad hedge at both sides.
When I start walking along this path I realize
that I completely forgot about the industrial
context from the moment I entered the little
forest. Though it does not disturb me that I am
able to experience this place now. It even
interests me; I wonder how this area functions,
and what they produce here. I realize that
I stop a few times to take the time to really
perceive the character of this place.
At the end of the path I reach a stairway.
Unfortunately I have no time at the moment, so
I have to remember this place to come back
once to sit down at the broad steps and enjoy
the view over this impressive area. At the end
of the stairs I find myself on a path partly in and
on top of an old train. This perspective offers
me a beautiful view over the industrial area,
as well as the landscapes I passed through.
Since I have to prepare dinner before my
friends come around I decide to take the
shortest way back home. Via a stairway
through the train wagon I walk downwards
to another forest-like area. I find myself on a
wooden path in the middle of an old railway.
The further I walk, the denser the trees around
me seem to grow. I enjoy the sounds of birds,
and at the moment I start to long to a more
open area where I can feel the sun, the trees
suddenly give way to a big open field. There
is one tree along the railway though, which
directly attracts my attention. The tree grows
freely in all directions, and as if it is stronger
than all the industrial elements around it, the
railway is even distorted along the tree trunk.
I start to wonder how this tree might look in
early spring, probably with a lot of white or
pink flowers.

When I pass the tree I realize that I do not only
like this one single tree, but also the industrial
surroundings wherein it grows. It almost feels
like someone painted this place, to make
sure that all colours fit into their context. I
have to tell this tonight, they will definitely
be enthusiastic to come and experience this
themselves once.
Walking through another forest-like area I can
hear the sounds of nearby cars before I reach
the ring road again. When I cross this road I
decide to follow the path in the railway up
to the canal. Along this part of the path the
birches with their white trunks start to make
place for other types of trees, smaller and with
a denser canopy of a darker shade of green.
Just before the canal the path splits into
two different directions. Last time I walked in
the southern direction. I can see the huge,
bright yellow wind turbine just behind the ring
road. Every time I walked along this mill I was
surprised by its size again, though I certainly
enjoyed the winding path along the canal as
well. The first time I did not notice the different
materials of the path, corresponding with
either the ground or water underneath it. This
discovery surprised me, and encouraged me
to come back more often to be able to tell
about other stories hidden in this landscape.

and enjoy.
I will certainly visit this place again. Maybe I
have to bring a picnic or a book next time. For
now though I decide to turn right. In between
two hedges I walk in the direction of an old
factory building. Like all people I spoke to I
was completely surprised the first time, when
I discovered that the only thing left over from
the building is the facade. At the moment you
walk through the doors and expect to enter
a huge hall, you step in to a picturesque little
garden with grass and small trees. While this
did not live up to my expectations, I started to
love this place, and I often use the coloured
chairs to sit down and enjoy a drink and book.
Remembering these lovely afternoons I pass
the facade and walk back to my own house.
At the moment I open the door I realize I did
not think once about the craziness at work
today. I can still feel the sun and wind at my
skin, and look forward to a nice diner and
evening with friends.

While I love the view on the canal, the wind
in my face when I walk at the wooden path
above the water, and the shelter of the trees
that grow along the water; the view at the end
of this path surpasses everything. If you cross
the road you are led through a kind of green
gulch in between the industrial buildings and
road. I did not feel completely at ease here
the first time, not knowing what to expect.
At the moment I turned around the corner
though, I was completely astonished by the
view in front of me. Every step you take at the
green hill leads you to a better view on the
huge plant at the background. The last time I
visited this place the little trees on the hill were
all flowering. Little pink flowers which changed
the place in a lovely hill landscape to sit down
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6.4 WALKING THE ROUTES

ends in a winding path guided by two broad
hedges. A long stairway subsequently leads
you to a path on the top of an old train, after
which another stairway leads you to a forestlike area around an old railway. Via this path,
passing a beautiful single tree, you reach the
ring road again, from where you can see the
chimney of the potato factory again.

The box at the previous pages gives an example
of an experience you might have when you
walk through the renewed landscapes at the
south of Coevorden. The maps and graphs at
these two pages summarize an experience like
this. The map in figure 6.59a shows the walking
route which starts at the eastern access. Via
the dune area you walk in to a little forest that

The graph in figure 6.59b schematically shows
the experience you have when walking

15.

1.
10.

5.

20 m

6.59a
the dune
landscape!

one pine
tree?

6.59b

ah, the
forest edge
another
forest?

1.
0 m.
0 min.

interesting
path...

stairs!
nice
view!

400 m.

600 m.

5 min.

figure 6.59 walking route starting at the eastern access
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more
trees...

wow, that
tree!

ah, the ring
road again

huh,
trees?!

another
path

10.

5.
200 m.

nice path
takes
in the rails
long...

100 m

800 m.
10 min.

15.
1000 m.

1200 m.
15 min.

1400 m.
18 min.

1500 m.

through this area. The landscape around you
variously draws your attention obviously and
more discrete.

top of an old train. A stairway subsequently
brings you to the path on the old railway that
is surrounded by birches. This paths leads you,
along the single tree, back to the old factory
where you started your walk.

When you decide to walk along the west side,
you will walk along the huge, yellow wind
turbine via a winding path over variously the
ground and water, to the view on the grass
hill and huge plant at the background. At
the end of this hill you reach a bridge, almost
a square, that connects you with a path on

In figure 6.60b an impression is given of the
experience you might have when walking this
route.
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figure 6.60 walking route starting at the wind turbine along the canal
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The maps as well as the graphs at the previous
page gave an impression of the design. This
design is based upon, not composed of,
the fourteen figures of speech we selected
throughout the design phase. We used the
figures of speech as inspiration, but also
because of their eye-catching quality.
In designing with the figures of speech we used
different combinations of these style elements,
and used them for areas of different sizes. In
this way we tried to come up with a design
which is attractive and able to seduce you
to come back another time, without being a
fairground of individual design interventions.
Whenever this landscape plan would really be
executed, a more detailed phasing plan has
to be made. A first important consideration
one has to take into account when making
this plan is that whenever people start to walk
in the area, the landscape has to be able
to seduce people to come back at a later
time. The trees in the dune landscape do not
have to achieve their maximum height before
people start walking in the area, though they
do have to be able to offer some shelter as well
as an attractive view. The phase of execution
can, when done in a well-considered way,
also be used though to attract people to the
area from the moment the paths are open for
walkers. Elements like the wind turbine and the
trees at the hill in front of the big plant can
be added in phases, and serve as constant
changes that surprise people and make them
come back.

204

Gehl, J. 2010. Cities for People. Washington DC: Island
Press

205

VII
CONCLUDING
DISCUSSION AND CONCLUSION

This chapter is dedicated to the discussion
about the process and findings of this project
and the search for an answer on the research
question. In the first paragraph, 7.1, the
relations between, and possible categories of,
the figures of speech after using this tool in our
design process are discussed. In paragraph
7.2 an overview is given of the number and
type figures of speech used, and in the third
paragraph, 7.3, the research questions are
answered.

7.1 FIGURES OF SPEECH

another place would thus have different
consequences for each of them.

In the previous chapters the process of
designing and the final design are described
step by step. After introducing the figures of
speech based on the way Spirn describes
them in her book ‘The Language of
Landscape’ (1998), we got to know more
about the meaning of the individual figures
of speech. We translated them from words to
images, and used them as a design input for
the final landscape plan. In this chapter we
use the experience we acquired throughout
the project to reflect upon the individual
figures of speech and the way they might be
categorized.

On the basis of the results we assume that
all individual figures of speech we used are
valuable in the design process. In the rest of
the chapter we therefore do not focus on
the differences, but on the relations between
them.

relations and categories

importance of every figure of speech
When we started the process of understanding
and translating the figures of speech
introduced by Spirn, we decided to use the
qualities of all individual figures of speech.
While Spirn introduces oxymoron and antithesis
together in one paragraph for example, we
introduced them as two different elements,
both with their own, unique character. Looking
back we can state that this decision is justified
by the different type of ideas these figures of
speech offered. Both antithesis and oxymoron,
but also exclamation and interrogation gave,
separately of each other, a lot of inspiring
ideas and should therefore be treated on the
basis of their own characteristics.
In the research process we did discover
differences in the easiness to come up
with different ideas, the easiness to think of
landscaped interventions, and the influence
of the context upon the ideas. An antithesis
at this site for example, is often generated by
contrasting the industrial site by implementing
a natural surroundings. The interventions that
are done for a cliché on the other hand, are
not as much based on the context, and more
on the implementation of elements. Designing
with an antithesis and personification at
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relations between figures of speech
Throughout the process we discovered several
relations which we did and did not expect.
In chapter V for example, we noted that an
antiphrasis could easily be combined with
other figures of speech (page 92). Can we
state this as a general conclusion? And are
there more general conclusions to be stated
about the relations between the individual
figures of speech? In the following paragraphs
we explore these possible relations, which we
summarize in a scheme at page 213.
We started this new search for relations
between the individual figures of speech with
the process of comparing all the drawings
we made. In this process we investigated if it
would be possible to recognize another figure
of speech in a specific drawing. Recognizing
another figure of speech does not mean
that the drawings are interchangeable.
If we did recognize an anachorism in an
anachronism for example, they could not
function as a representation of both. They are
representations of one figure of speech but in
some of them links to other figures of speech
can be discovered. The drawings in figure 7.1 for
example, show the visualization of respectively
a cliché, 7.1a, and an exclamation, 7.1b. In
the drawings we made to visualize a cliché,
we did not recognize any other figure of
speech, while we could distinguish the idea
behind other figures of speech as well in the
visualization of an exclamation.
You can think of several links between the
meadow with cows, representing a cliché,

cliché

exclamation
• overuse through repetition

• a strong statement > a call for attention

• reformulation and novel use

• something standing out of its context

7.1a cliché in front of the big plant

7.2b exclamation at the railway

figure 7.1 the ability to recognize the meaning of other figures of speech in a drawing

and other figures of speech, though they are
always rather farfetched. You could say for
example, that the drawing contains elements
of a euphemism, hiding the plant at the
background. The fact that you can still see
a big part of the plant, even in summer time,
contradicts this idea.
The drawing of the exclamation has much
stronger links with the ideas of other figures
of speech. The large tree, and especially the
deformation of the railway, will definitely raise
questions and can therefore be mistaken for
an interrogation. While the statement in the
drawing is stronger than the degree to which
it makes you wonder about it, the drawing is
more an exclamation than an interrogation,
though the recognition of an interrogation
in an exclamation indicates at a strong link
between the two figures of speech.

figure 7.2 process of comparing all visualizations

In this way we investigated all drawings we
made. In combination with cards with the
names of the figures of speech and Postits indicating the different relations, we
started to set up a scheme as shown in the
pictures in figure 7.2 and 7.3. A summary of
the connections we found, and what type of
relations these are, is shown in the scheme in
figure 7.4.
In this scheme we only show a link between
two figures of speech if we did recognize this
relation in three or more, so at least in fifty per
cent, of the drawings.
The arrows with a continuous line point
at relations we distinguished in all of the
visualizations of a specific figure of speech.
The visualizations of a meiosis in figure 7.5
show such a relation between a meiosis and

figure 7.3 searching for relations and categories
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metonymy

prochronism

dramatic irony

allegory

anachronism

cliché

meiosis

litotes

euphemism

oxymoron

antithesis

conceit
antiphrasis

anticlimax

anachorism

exclamation

anastrophe

interrogation

aposiopesis

climax

synecdoche

apostrophe

personifcation

figure 7.4 relations between the individual figures of speech on the basis of the design process

a euphemism. In figure 7.5a the landscape
shown in front of the plant is literally placed
on top of the plant as well. With the grass and
trees at the top one can almost expect to see
monkeys in the trees around him or herself, as
if the plant is an African monkey rock, hiding
or belittling its actual use in a funny, or almost
ironic, way.

The drawing in figure 7.5b shows a second
example of a visualization of a meiosis. The path
is guided by a wooden structure with a green,
flowering climber, hedges, and benches. The
structure, which you would expect in a rather
kitsch garden, ironically hides the function of
the place where it is built. In this way a meiosis
can thus be seen as a funny or ironic version
of a euphemism.

meiosis
• making something less significant
• using material and form as understatement

figure 7.5a visualization of a meiosis at the big plant

figure 7.5b visualization of a meiosis at the eastern access

figure 7.5 an example of a relation found in all drawings per figure of speech made, shown with a continuous line in the scheme
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The arrows with dashed lines in the scheme
refer to relations that we found in a part of
the drawings of a series. These relations seem
to be possible, but are not per se inherent to
the figures of speech. The visualizations of an
exclamation in figure 7.6 show such a relation
between an exclamation and an anachorism.
The drawing in figure 7.6a shows the
visualization of an exclamation along the
canal. The trees, bushes, grass, flowers and
beehives make you feel like you are at once
in another world. Initially the drawing shows
a statement for the quality, the beauty, and
peacefulness of this world, but it is possible to
recognize the placement of something out of
place as well.
The visualization of an exclamation in figure
7.6b though, does not have any relation with
an anachorism. In this drawing one is focused
on the potato factory since the ground on
which the factory is built looks like it has literally
been raised a bit. The ground along the factory
is covered with grass, just like the rest of the
surroundings, and therefore no reference to
another place.
Interesting is that we did not find this relation
the other way around. In the drawings we
made to visualize an anachorism, we did not
recognize any exclamation. In this sense, an
anachorism can be seen as a tool that can be
used to establish an exclamation. As shown in

the scheme the relation between exclamation
and anachorism is one-sided.
In the scheme there are also some relations
shown with a winding arrow, pointing at
relations that we found, but cannot be
explained on the basis of the meaning of the
individual figures of speech. The drawings in
figure 7.7 show the visualizations of a conceit.
The drawing in figure 7.7a shows the relation
of an industrial, outdoor space, with the
interior of a living room, complete with a floral
wallpaper to cover the walls of the plant.
The drawing in figure 7.7b shows the relation
of two different worlds, coming together in a
restaurant or cafe. While you can imagine this
would be a nice place to sit, with a view on
the water, the surrounding green, and the old
potato factory, this is not the only place where
you can experience this.
Both drawings show an example wherein you
can recognize a cliché, in spite of the fact
that the meaning of a conceit and cliché are
rather different. That we still recognize a cliché
in some of the drawings visualizing a conceit
can be the result of various factors. The fact
that we found different relations between a
conceit and other figures of speech can be
the result of the difficulty of translating this
specific figure of speech. It can also depend
on the quality of the designer though, while
designing a cliché or not, is connected to a
designers innovative qualities.

exclamation
• a strong statement > a call for attention
• something standing out of its context

figure 7.6a visualization of an exclamation along the canal

figure 7.6 an exclamation at the potato factory

figure 7.6 an example of a relation found in at least half of the drawings per figure of speech
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conceit
• relating two dissimilar things

7.7b visualization of a conceit at the potato factory

7.7a visualization of a conceit at the big plant
figure 7.7 an example of a relation which we did not expect to find

general considerations

These three types of relations can either in
one or in two ways be recognized, shown with
respectively one arrow or an arrow at both
sides of the line. A conceit and anachorism
are for example always linked to each other.
They are both talking about the relation of two
different elements.

There is a big difference in the number of
relations we found between the individual
figures of speech. For some of the figures of
speech we did find only one relation with
another figure of speech. In the drawings
visualizing a dramatic irony for example, we
could recognize the idea behind a cliché.

emphasis

climax &
anticlimax

anomaly

metaphor

paradox &
irony

address

“special importance,
value, or prominence
given to something”

“the most intense,
exciting, or important
point of something”
and “a disappointing
end to an exciting or
impressive series of
events”

“something that
deviates from what is
standard, normal, or
expected”

“a thing regarded
as representative
or symbolic of
something else”

“speak to (a person
or assembly)”

(Oxford Dictionaries)

(Oxford Dictionaries)

“a seemingly absurd
or contradictory
statement or
proposition which
when investigated
may prove to be well
founded or true” and
“the expression of
one’s meaning by
using language that
normally signifies the
opposite, typically
for humorous or
emphatic effect”

(Oxford Dictionaries)

(Oxford Dictionaries)

(Oxford Dictionaries)

(Oxford Dictionaries)

•
•
•
•
•
•

•
•

placement
framing
contrast
exaggeration
distortion
alliteration
echoism
assonance
parallelism
epanaphora
epanalepsis

•
•

climax
anticlimax

•
•
•
•

anachronism
prochronism
anachorism
anastrophe

•
•
•
•
•
•
•

synecdoche
metonymy
personification
euphemism
conceit
allegory
cliché

•

•
•
•
•

antithesis
oxymoron
antiphrasis
litotes
meiosis
dramatic irony

•
•
•
•

figure 7.8 the six categories of figures of speech as introduced by Spirn in ‘The Language of Landscape’ (1998)
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apostrophe
aposiopesis
exclamation
interrogation

oxymoron

prochronism
antiphrasis
anachronism
anastrophe
anachorism

conceit
antithesis

placement
personifcation
interrogation
exclamation
apostrophe aposiopesis

metonymy
allegory
synecdoche

litotes
meiosis

epanaphora

contrast
alliteration
assonance
echoism
exaggeration
epanalepsis
parallelism
distortion

climax

framing

euphemism
cliché
anticlimax
dramatic irony

figure 7.9 the categories and relations we found before starting the test and design phase

Conceit on the other hand, has a relation with
four other figures of speech.

In the next paragraphs we compare these
findings with the initial division of the figures
of speech of Spirn and the categories and

metonymy

prochronism

dramatic irony

allegory

anachronism

cliché

meiosis

litotes

euphemism

oxymoron

antithesis

conceit
antiphrasis

anticlimax

anachorism

exclamation

anastrophe

interrogation

aposiopesis

climax

synecdoche

apostrophe

personifcation

figure 7.10 relations between the individual figures of speech compared
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relations we distinguished before starting the
test and design phase.

comparing the different outcomes
The schemes in figure 7.8 and 7.9 respectively
show the categories of figures of speech
introduced by Spirn, and the categories and
relations we found at the beginning of the
project.
The scheme in figure 7.10 shows another version
of the relations we found after comparing
the results of the test and design phase. The
different coloured lines in this scheme indicate
the different categories defined by Spirn
(figure 7.8), while the coloured circles point
at the different categories we found earlier
(figure 7.9).
The grey surfaces in the scheme show the
relations between individual figures of speech
as defined by Spirn as well as by us before
and after the test and design process. These
surfaces might therefore be the basis for the
formation of new categories.
Interestingly in a comparison of the results
beside those highlighted with the grey boxes,
is that some of the relations we found through
the test and design phase were already
described by Spirn (for example climax and
anticlimax), while we defined others that Spirn
did not link (for example aposiopesis and
personification).
The scheme shows a summary of different
sources of information. They all have a slightly
different background and are therefore
difficult to compare. We cannot conclude on
the basis of these results which categories or
relations between categories describe reality
the best. We decided not to use the information
in figure 7.10 to create new categories for
a next design project. The most interesting
aspect of the figures of speech in this project
was, according to our personal experience,
the huge diversity all of them offered. When
you would use categories as the start of a
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new project, this diversity is limited from the
start. We would therefore recommend to test
and use the whole range of figures of speech
in a design process. A statement that will be
further underlined in the next paragraphs.

7.2 FIGURES OF SPEECH
used in the project

When you would walk the route that starts at
the eastern access, you would sequentially
encounter:

With this new information about the relations
between the individual figures of speech
in mind, it is interesting to look back at the
visualizations we chose to design with.

an anachorism
• something placed out of place
• out of a foreign context

The map in figure 7.11 shows the figures of
speech used in the landscape design, and
the impact they have at the landscape.

an exclamation
• a strong statement > a call for attention
• something standing out of its context

anticlimax

allegory

cliché

conceit
anachorism

exclamation

climax

allegory

exclamation

100 m

figure 7.11 schematic overview of the landscape plan and figures of speech used
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an allegory
• different levels of meaning
• enlighten, instruct

an exclamation
• a strong statement > a call for attention
• something standing out of its context

a conceit
• relating two dissimilar things

a cliché
• overuse through repetition
• reformulation and novel use

a cliché
• overuse through repetition
• reformulation and novel use
an exclamation
• a strong statement > a call for attention
• something standing out of its context
a cliché
• overuse through repetition
• reformulation and novel use
an anticlimax
• failure of expectations
• sequence of stages > unexpected
experience
And in case you start at the old potato
factory and walk along the canal in southern
direction, you would come across:
a synecdoche
• a part stands for the whole
• a well known clue
an allegory
• different levels of meaning
• enlighten, instruct
an interrogation
• prompting a question
• something unexpected
a climax
• increasing intensity and significance
• sequence of stages > exceptional
experience
a cliché
• overuse through repetition
• reformulation and novel use
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an anticlimax
• failure of expectations
• sequence of stages > unexpected
experience
In figure 7.12 another version of the scheme in
which we show the different relations between
the individual figures of speech is shown. The
orange and black circles show respectively
the first and second route that is described.
The numbers indicate the order wherein you
would come across the figures of speech.
In total we used a number of nine different
figures of speech. Interestingly, the figures of
speech that are placed next to each other
in the route are almost never related to each
other in the scheme. In total we used for both
walks eight visualizations as a design input.
Per route there are thus seven transition zones
between the visualizations used. Only two
of these fourteen transition zones are based
upon two figures of speech that are related
to each other according to the scheme in
figure 7.12 (the step from an anachorism to an
exclamation, and from a conceit to a cliché,
both in the first walk).
The use of the figures in this way can be
explained by the overall goal of the figures
of speech in the design. Their eye-catching
purpose is even stronger when they are used
in an order wherein they are least similar with
the preceding figure of speech.
Interesting in this conclusion, is that the results
would be different if we would compare the
routes with only the categories of Spirn or
the ones we determined before the design
process. In that case a synecdoche for
example, would be linked with an allegory, so

the second and third step of the second walk
would be based upon two figures of speech
linked to each other. This difference seems
to underline the correctness of the relations
found during the design process.
A last striking result in the scheme in figure 7.12
is the use of the same four figures of speech
in both walks; allegory, anticlimax, cliché, and
exclamation. Even more interesting is that we
did not expect to use an anticlimax or cliché
at all beforehand, because of their negative
associations. Why especially these figures of
speech are chosen twice, why we did use
others twice in one walk, and did not use other
figures of speech at all is hard to explain on
the basis of this single study. The type of area
is probably of influence (in an industrial area
it could be pleasant to come across a cliché
and recognize something familiar in a place
you do not know), as well as the type of design
(in a walk it might be more easy to design a
figure of speech based on a sequence, for

metonymy

prochronism

example an anticlimax, as in a design for one
fixed place).
This project shows only one example of how
the figures of speech could be used. To
generalize any result in a general conclusion
further research has to be conducted.

dramatic irony

meiosis

litotes

5. + 7. 5. + 7.
allegory

3.
2.

anachronism

cliché

4.

euphemism

oxymoron

antithesis

conceit
antiphrasis
anachorism

1.

exclamation

6.
2. + 6.

3.
anastrophe

8.
anticlimax

interrogation

aposiopesis

synecdoche

apostrophe

personifcation

1.

8. 4.
climax

figure 7.12 schematic overview of the landscape plan and figures of speech used
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7.3 RESEARCH QUESTION
finding answers

We started this thesis with an interest in the
relation between people and landscape, and
were fascinated by the fact that a landscape
can be seen as a language. Starting from
the belief that this design language can
contribute to a connection between people
and the surrounding landscape we stated the
following research question:
In what way can the figures of speech,
distinguished by A.W. Spirn, be translated in to
a useful design tool,
and
how can this tool be used in designing the
surroundings of Coevorden, while enhancing
the connection between people and
landscape?
In the following paragraphs we will sequentially
discuss the first and the second part of this
research question.

answering the 1st part of the question
To translate the figures of speech to a useful
design tool we have passed several steps
during the process. In the following paragraph
we summarize these steps which we think are
useful in the translation process. These steps
are based upon the results of this thesis project,
and show one way to make the translation.
In chapter VIII from page 220 up to 225 we
discuss the reliability of this project, and the
possibility of using other approaches.
Overall we can state that the process of
translating the figures of speech from text in
to images answers this first part of our research
question. In this process we took several
important steps. First of all we started with
acquiring a thorough understanding of every
individual figure of speech. In the search for a
real understanding we used different sources
of information. Except for Spirn we consulted
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dictionaries and encyclopaedias. Moreover
we tried to apply the knowledge gathered
by searching for reference pictures. In this
way the search for pictures served as a test
as well as a step forward; we knew if we really
understood the individual meanings, and we
gathered first ideas about the way the figures
could be designed in a more landscaped
way. The development of both icons and
definitions can be seen as the conclusion from
this first step.
A second important step, which we executed
simultaneously with the first step, is the
exploration of the site. On the basis of both
the ideas of Spirn as well as Potteiger and
Purinton we gathered information about the
place itself, as well as the ideas and wishes of
the people living there. This knowledge, both
the objective facts about the way the place
works and interacts with the wider context, as
well as the more subjective information given
by the people living in or near to the design
area, are indispensible in the research process.
The figures of speech can only be applied
successfully, when a thorough understanding
of the existing landscape on the basis of all its
layers is acquired.
In both the first and second step described,
the interplay between an objective and more
subjective approach is of importance. During
the process we deliberately took different
positions as researcher, variously working as
an objective researcher and as a creative
designer following his intuition. This interplay
is important to work to a final product that
functions as it should be on the one hand,
and is also able to offer aesthetical delight on
the other hand. Even more important though,
is the consciousness about this interplay.
There are innumerable decisions to take from
the moment you start untill the moment you
present your final idea. To be able to explain
and defend these decisions, the basis on which
these decisions are taken is of importance.
Throughout the whole process, either working
more objectively or subjectively, we made use

of feedback people were willing to give us. The
feedback of inhabitants, students, teachers as
well as laymen gave us insight in factors which
we might otherwise have been forgotten.
Working with the figures of speech both offers
as well as asks for feedback moments. The
visualizations made on the basis of the figures
of speech offer a nice starting point for a
discussion. They help to make people realize
about different possibilities and moreover they
make sure everyone is talking about the same
type of intervention.
A last important factor which is necessary
for a successful translation of a description
to a visualization of a figure of speech, is
the available time. In every landscape
architectural project it is important to get
acquainted with the place and people you
are designing for. Still, in most projects the
idea generation afterwards does not take
much time. Using the toolbox with figures of
speech as design input requires enough time
to explore the whole range, although more
experience with this toolbox might eventually
save time.
By following these steps we did not prove
that the translation of the figures of Spirn
resulted into a useful design tool. We did give
an overview of the use of figures of speech.
We explored their possibilities in the design
process, and based our landscape design on
these results. In this way we made it plausible
that the translation of figures of speech, when
taking the previously described steps into
consideration, can result in a useful design
tool.
Interestingly, every designer using this design
tool will end up with different design ideas.
Moreover the importance of the context
within the tool guarantees the uniqueness of
interventions at different places. In paragraph
8.2 (page 224) we go more in detail about the
use of the figures of speech as tool within the
landscape architectural discipline.

answering the 2nd part of the question
To connect the inhabitants of Coevorden with
the surrounding landscape we opened up the
landscape. We did this literally by opening up
and providing access to the area by making a
walking route. The figures of speech are in this
design used for their eyecatching ability.
When
the
landscape
design
would
be executed, the inhabitants of the
neighbourhoods in the south of Coevorden
would be able to make a little walk starting
at their own front door back and forth to the
industrial area, in about thirty minutes (2,5
kilometre). The existence of different routes
allows people to walk further, up to a distance
of five kilometre (about one hour). Once you
arrive in the industrial area there are more
possibilities to prolong your stay. There are
several places to sit, either on benches or chairs,
as well as in the grass or sand, depending on
the place you are at that moment. The place
invites to bring a book or picnic, to bring your
kite, as well as you swimsuit or ice-skates in
either summer or winter. You can enjoy both
the sun and shadow, as well as the wind and
lee.
The area will be easy to access, and is
accessible every moment of the day, every
day of the week, every week of the year;
offering new ingredients for a new story to
think of and tell about every time.
We stimulate the connection between
people and landscape by using the figures
of speech as eyecatchers in the area. Again
we cannot prove that the use of eyecatchers
positively influences the degree in which
people are connected to the landscape.
Moreover we cannot prove that people will
perceive the eyecatchers we designed. We
assume though, that striking elements in the
landscape, changing throughout the day or
year, are a trigger for people to pay attention,
to think about, and return to, the landscape
they are walking through. With the introduced
design it is made probable that this will
happen.
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VIII
LOOKING BACK
REFLECTION AND RECOMMENDATIONS

In this last chapter we will reflect on the research
process and give recommendations for further
research. The reflection is split up in several
parts, starting with a reflection on the reliability
of the design language as used in this project
in paragraph 8.1, continuing with the usefulness
of the research method in the landscape
architectural field in paragraph 8.2. After this
reflection upon the design method we will give
some recommendations for future research in
paragraph 8.3.

8.1 DESIGN LANGUAGE
In the previous chapter we analysed the
different conclusions we could draw about the
use of figures of speech in the design process.
Throughout this process several factors
influenced these outcomes. In this paragraph
we discuss the reliability and limitations of
the most important factors of influence in this
project.

reliability discussed
A first important factor that strongly influenced
the results of this project is the choice for using
drawings as technique to visualize the figures
of speech. Within this choice there are three
aspects of major influence:
1. We chose to make the drawings for six
different areas, functioning as representation
for the rest of the area. We did choose these
six places on the basis of our analysis. Through
our landscape analysis we got to know the
contemporary landscape and on-going
processes, through which we were able to
choose for typical places within this area.
Six places in an area of about one square
kilometre can never represent reality though,
and is therefore a first factor influencing the
reliability of the results.
2. The choice for using drawings results in an
even more simplified representation of reality
than other methods could have offered.
A rendering program or landscape model
for example, can make it possible to look
at a place from different perspectives, and
moreover to observe a certain sequence. In
the drawings we made we paid attention at
drawing the background in accordance with
the actual situation. This enabled us to draw
parts of a sequence, but an intervention can
never be seen from another point of view.
Moreover we were aware of the easiness to
only focus at the visual aspect instead of the
influence of all senses when using this method.
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We tried to avoid this by adding different
types of drawings (sections, visualizations),
and by focusing in the descriptions on the
total experience you can have at a certain
place.
3. A third important aspect of using drawings
as method is the influence of the style of
drawing. We both created half of the total
number of drawings. Although we tried to
draw in the same style and with the same
pencils the difference between them can
still be distinguished. This difference might
influence the choice for one visualization
above another. We tried to reduce this
influence by making sure that one person
drew all visualizations for one place.

the projects basis
A second important factor that influences the
reliability of this project is our starting point;
‘The Language of Landscape’ (1998), written
by Spirn. We critically reflect upon the way
Spirn introduces the figures of speech on the
basis of six categories. This does not alter the
fact though, that we based this whole project
upon the ideas of one person.
Before we started the project we did research
about the background of Spirn. Anne Whiston
Spirn is landscape architect, author, teacher,
and photographer. She worked in practice
for six years, including five years in McHarg’s
office in Philadelphia. At the moment she
teaches at the department of Architecture
at the Massachusetts Institute of Technology.
Over the past 25 years she investigated how
processes of development, settlement en
migration interact with natural processes
(Spirn, 2008). Spirn states that she writes to
understand why and how things come; as an
author she wants to “inspire readers to see their
world afresh and imagine new possibilities”
(Spirn, 2008). These are interesting facts, in line
with the idea behind this project.
We also made sure to read several reviews
about ‘The Language of Landscape’ (1998).

These reviews are mainly positive and
especially praisefull about the endless inspiring
and lively examples that are often based
upon Spirn’s own experiences (Cowel, 2002)
(Bunkse, 2002) (Huntley-Smith, 2001). Though
most reviews also agree upon the lack of
theoretical discourse; she does not refer to a
wider frame of intellectual reference (Cowel,
2002). This lack of background information is
most profound in the part that deals with the
poetics of landscape (Bunkse, 2002). Spirn only
briefly describes the figures of speech, and
does not explain why she introduces them on
the basis of the six categories mentioned.
There are several projects wherein one
used the ideas of Spirn as guideline, among
which the three research projects written at
Wageningen UR, and the integration of the
language of landscape in a design course by
Alon-Mozes (see page 41 in chapter III). Still,
using figures of speech in the design process is
never described thoroughly by another author
in a book or peer reviewed article.
Both the fact that the method we use is never
tested thoroughly before, as well as the fact
that we base this method upon the ideas of
mainly one author, influence the reliability of
the outcomes. The ideas have to be tested
more often before we can state that using
figures of speech offers a valuable contribution
to a design process.

external factors
A third important factor influencing the
reliability is the influence of external factors, like
the influence of sunlight upon the colours in the
landscape, and the influence of the weather
upon the sounds that can be heard. These
factors were of great importance throughout
the project. We paid special attention to
mainly colour and sound, and the influence
of the time of the day as well as the type of
season. Colour though, is not a property of
objects, but of light (Motloch, 2001). You can
take colours into account throughout the
design phase, but you cannot design them

yourself. They are created constantly by the
changing amount of sunlight and shadow.
Sounds are another example of something
that you cannot design. We designed the
conditions wherein for example the sound
of birds might develop, but if this actually
happens is an external factor which cannot
be predicted completely.
Important in the way we designed with colours
and sounds is the experiential analysis we did.
This analysis is based upon the fourth landscape
layer, as introduced in chapter III (page 32).
We experienced the place on the basis of
our landscape architectural background.
Another landscape architect might have
a comparable experience, but there will
definitely be differences in experience as well;
caused by both external conditions as well as
the subjective research approach, that both
might influence the research outcomes.

costs
A last important consideration in reviewing the
reliability but also the feasibility of the project,
is the influence of costs. When this landscape
plan would really be executed a detailed
planning and overview of costs has to be
made.
In this proposal we did pay little attention to
the costs of the different interventions. When
this would have been an important issue in
the requirements of a project or competition
for example, we could have use this as a
guideline throughout the drawings process
with the figures of speech, or we could have
adjusted the design ideas in the design phase.
We used the fact that we do not work for a
client as a chance though, to investigate
and show the broad range of possibilities that
designing with figures of speech offers.
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8.2 RECOMMENDATIONS

8.3 FURTHER RESEARCH

Despite these different factors influencing
the reliability of our research, we look back
at the project with satisfaction. Throughout
the project we took several side roads, all
influencing the end result. The fact that we
did make photos of all steps, and our constant
awareness about our role as researcher at the
moment we made a decision, both helped
us to structure the whole project. We are
especially satisfied about the way we are able
to explain the landscape design we made.
Whenever someone asks us how a certain
element in the design developed, or why we
did chose for this specific intervention, we are
able to explain this story.

We see this research project as one step in
a bigger process. Both for the development
of the surroundings of Coevorden as well as
for the use of figures of speech in a design
process more research has to be conducted.

Therefore, we think that the use of figures of
speech in a design process could serve as
a valuable contribution for the landscape
architecture field. The toolbox filled with 23
figures of speech offers a huge source of
information. Using this box stimulates out of
the box thinking and enlarges the designers
vocabulary.
It could be interesting for example, to use
the figures of speech in a design studio in the
Bachelor Landscape Architecture. The figures
of speech might in this way be a useful tool to
make new students familiar with the possibility
of creating diverse (landscape) ideas in a
structured way.
A last possible interesting use, could be the use
of figures of speech in a participation process.
The figures of speech not only offer a lot of
ideas, but they also function as a visualization
of these ideas, through which it becomes
possible to easily talk about them.
Before it is possible to use figures of speech in
this way more research is needed. In the next
paragraph we conclude with an overview of
recommendations for further research.
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designing for Coevorden
At page 71 in chapter IV we introduced our
design idea, which focuses at the development
of the surrounding area of Coevorden. In
this thesis we developed one of these areas
by developing different little walks. The rest
of the surrounding area is definitely suitable
for the development of little walks as well;
with this development offering the basis for
different experiences and the development
of different stories. How this could be done
forms an interesting basis for further research.

use of the figures of speech in different
circumstances
Using figures of speech to design the rest of the
surrounding area of Coevorden would be an
interesting way to test the method in different
circumstances. The more small scaled,
agricultural area at the north of Coevorden
for example, is already thought of as being
a beautiful landscape. The problem of this
area is more a problem of accessibility than
one of unattractiveness, so a different starting
point than the situation we started with in the
industrial area.
At the moment we only used the figures of
speech in one design project at one place.
It could be interesting in further research to
test the usefulness of those figures of speech
in different contexts as well. In this project we
made a design for the surroundings of a town.
The urban fringe zone is often associated with
an area where people are not connected to
(page 20 and 21), and therefore maybe the
perfect place to work with figures of speech.
Beside the question if the figures of speech

are a useful tool for the rest of the surrounding
area of Coevorden, it would therefore also
be interesting to test them in a completely
different landscape in another part of the
Netherlands or the world.

How exactly the figures of speech can be a
help in this is an interesting question for further
research.

Moreover we are only two designers, both
educated at the same university, and with a
comparable background and interests. We
are curious about the experiences of other
designers when they would test and use this
way of designing.

Bunkse, E.V. 2002. Reviews: The Language of
Landscape. Journal of Historical Geography 28 (1):
153-155

developing different methods
As described in chapter V we used drawings,
as a fast and flexible way of working, to
visualize the figures of speech. Testing other
visualization techniques could be interesting
to improve the quality as well as the efficiency
of the method. Using models and rendering
programs could improve the quality of the
products by their ability to view a scene from
different perspectives. Photoshop, Illustrator or
Vectorworks could be interesting programs to
reduce the time you need to visualize an idea.
Moreover the use of these different techniques
might reduce the influence of different styles
inherent to different designers.

Cowell, M. 2002. Book Review: Language
Landscape. Cultural geographies: 9, 368-370.
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Huntley-Smith, J.A. 2001. The Language of Landscape.
Environmental History 6(3): p. 485-486
Spirn, A.W. 2008. Action. http://www.annewhistonspirn.
com/landscapearchitect/ [August 15, 2013]

participation process
As we stated in paragraph 8.2, we think that
the use of figures of speech might be an
interesting tool in participation processes. This
could be done in different ways; for example
by using the visualizations to talk about the
different options you as designer distinguished,
or by giving examples of different directions
you can start working at, for example by using
the pictures that we searched on the basis of
the descriptions of Spirn. Important herein are
factors like the scale of the site (the examples
should match this scale), as well as the way you
are going to make a decision during or after
the meeting. You as a designer, the client who
will finance the project, and the inhabitants
who know the landscape surrounding them is
going to chance, will all have different ideas.
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APPENDICES
The following documents are included on the
CD, which you can find in the in the cover of
the report.
• list of figures
• workshop transcript
• digital version of the report
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