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Abstract ��
 

�7�K�L�V���U�H�V�H�D�U�F�K���H�[�S�O�R�U�H�V���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�¶�V���F�R�O�R�Q�L�D�O���S�D�V�W��in the context of the Covid-19 

pandemic. The exhibition project, Inside Arcadia, is a hybrid of sculptural installation, 

performance design �D�Q�G���D�Q���L�P�P�H�U�V�L�Y�H���Y�L�U�W�X�D�O���U�H�D�O�L�W�\�����W�K�H���O�D�W�W�H�U���D���������Û���G�L�J�L�W�D�O���V�F�H�Q�R�J�U�D�S�K�\���R�I��

�0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�¶�V historic quarantine and defence sites. These features are experienced 

interconnectedly while wearing a stereoscopic Head Mounted Display (HMD). The research 

underpinning Inside Arcadia’s three exhibitions focuses on technological spectralities – the 

phantom experience of virtual disembodiment wearing the HMD. This discussion relates to 

defining how these VR digital scenographies comprise �D���µ�T�X�D�U�D�Q�W�L�Q�H���J�R�W�K�L�F�¶����The work of 

noted academics specialising in video game studies ontology is considered, including Espin 

�$�D�U�V�H�W�K�¶�V���Q�R�W�L�R�Q���R�I���Y�L�U�W�X�D�O���V�S�D�F�H��as an allegory of space and Grant Tavin�R�U�¶�V���G�L�V�F�X�V�V�L�R�Q���R�I��

IVR as a novel medium. European cultural contexts identify allegory as simply describing 

one thing by pointing to another, related thing, e.g., Elizabeth M. DeLoughrey�¶�V��deployment 

of allegory referencing Walter �%�H�Q�M�D�P�L�Q�¶�V notions of history and ruin. Inside Arcadia 

recontextualises this in �$�R�W�H�D�U�R�D��New Zealand as a gothic mode – a site-specific, digitally 

�O�D�\�H�U�H�G���������Û���P�H�G�L�D�W�L�R�Q���R�I��historic animal and human quarantine and defence sites. Inside 

Arcadia also references a quarantine gothic, acknowledging the historic exclusion of 

�7�D�U�D�Q�D�N�L���:�K�—�Q�X�L��from cultural and ecological relations with �0�—�W�L�X���6�R�P�H�V��Island. Terry 

�&�D�V�W�O�H�¶�V���L�Q�W�H�U�S�U�H�W�D�W�L�R�Q���R�I���D�O�O�H�J�R�U�\���D�V���S�K�D�Q�W�D�V�P�D�J�R�U�L�D���R�U���H�[�K�L�E�L�W�L�Q�J���J�K�R�V�W�V���L�Q���S�X�E�O�L�F��is 

identified as having a key role conceptually and technologically in linking this past with the 

COVID-19 pandemic. This context is critical to understanding the role of Inside Arcadia’s 

HMD technology mediating a ghostly digital avatar whilst leaving a material trace of 

footprints on the chalk-floor installation. My argument above is demonstrated through Inside 

Arcadia’s three exhibitions. To help contextualise the field, this research references the 

works of Lisa Reihana ���1�J�—�S�X�K�L��- �1�J�—�W�L���+�L�Q�H�����1�J�—�L���7�X-Te Auru), Brett Graham (�1�J�—�W�L���.�R�U�R�N�L��

Kahukura, Tainui), Sven Mehzoud and Stuart Foster regarding the historical European 

colonising gaze toward Aotearoa��New Zealand. The installation of my work at separate local 

sites contributes to understanding spatial porosity and spatial layering wearing the HMD, an 

action performing a ghostly avatar. These distinctions are demonstrated through extended 

analysis in the final section to this exegesis. As sustained throughout my creative research, 

wearing the HMD mediates Inside Arcadia’s layers of virtual space within its physical 

installation. When considered part of this site-specific palimpsest, Inside Arcadia emerges as 

�D�Q���D�O�O�H�J�R�U�\���R�I���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�¶�V���F�R�O�R�Q�L�D�O���S�D�V�W, the haunting echo of a quarantine gothic 

returned amidst the Covid-19 pandemic. 
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Introduction ��
 
Inside Arcadia �����$���T�X�D�U�D�Q�W�L�Q�H���J�R�W�K�L�F��

��

��

��

��

What does it mean to place a box on your head and become immersed as a virtual ghost 

within an uncanny digital scenography1? (fig. 1). Essentially, my creative research, Inside 

Arcadia, is an examination of this provocation2. The outputs of the PhD are an immersive 

virtual reality (IVR) installation and public exhibitions in related sites. This exegesis provides 

context for my research and explains the new contributions my practice has made.  ��

There are three principal contexts underpinning my practice: 

1. �7�K�H���U�H�S�U�H�V�H�Q�W�D�W�L�R�Q���R�I���D���µ�T�X�D�U�D�Q�W�L�Q�H���J�R�W�K�L�F�¶���W�K�U�R�X�J�K���D���I�R�X�U-part digital 

scenography in immersive, virtual reality (IVR). This work is based on historic 

quarantine and defenc�H���V�L�W�H�V���I�R�X�Q�G���R�Q���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�����O�R�F�D�W�H�G���L�Q���W�K�H���P�L�G�G�O�H��

of Te Whanganui-a-Tara���:�H�O�O�L�Q�J�W�R�Q���K�D�U�E�R�X�U�� 

2. Comprehending a quarantine gothic as a �Y�L�H�Z�H�U�¶�V stereoscopic experience of 

virtual disembodiment using a Vive Head Mounted Display (HMD). 

3. The physical installation and performance of a quarantine gothic exhibited as 

Inside Arcadia across related exhibition sites.  

 

The term �µ�T�X�D�U�D�Q�W�L�Q�H���J�R�W�K�L�F�¶���L�V���R�I���F�H�Q�W�U�D�O���L�P�S�R�U�W�D�Q�F�H�����,��introduced this term two years into my 

doctoral studies, when the global Covid-19 pandemic arrived3. The pandemic gave 

�V�L�J�Q�L�I�L�F�D�Q�W���L�P�S�H�W�X�V���W�R���P�\���Z�R�U�N�¶�V���L�Q�W�H�Q�W���D�Q�G���L�Q�I�R�U�P�H�G���P�\���G�H�V�L�J�Q�V���I�R�U��immersive, virtual digital 

scenography; a creative mode referencing both the pandemic and the ways in which 

 
1 Scenography is traditionally the stagecraft term for creating an atmosphere and setting a stage scene supporting the text of a 
play (including actors, props). Digital scenography is part of an expanded field of scenography that dematerialises the stage. 
2 All images of audiences for Inside Arcadia in The Engine Room Gallery Exhibition 5th – 17th August (2021), used in this 
exegesis, are non-identifying and were made after alerting participants to recording with notices visible throughout the gallery.    
3 Although SARS-CoV-2 is the name for this specific coronavirus, Covid-19 has gained wide acceptance. I have used Covid-19 
throughout the exegesis to refer to both the virus and the pandemic. 

(fig. 1) Doidge, M. (2021). Inside Arcadia. Left. 6 x 3 m chalked floor, The Engine Room Gallery. Right, water shader ‘wave�¶ 
from Phantasmagoria: The bunker. [HMD screenshot of water shader wave]. Courtesy the artist.                                                                                                                                          
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colonialism and quarantine �R�Q���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G allude to rupture in cultural and 

ecological relations between the present and the past. There are four scenographies 

encountered in the IVR. The “Vestibule” hub is the opening scene from which each of the 

three �µ�3�K�D�Q�W�D�V�P�D�J�R�U�L�D�¶��scenes are accessed4 (fig. 2). Phantasmagoria here is defined as 

the public exhibition of ghostly images. The four scenographies are: 

1. The Vestibule. Animal quarantine pig and deer pen. 

2. Phantasmagoria: The human quarantine barracks. 

3. Phantasmagoria: Animal quarantine boiler room. 

4. Phantasmagoria: The bunker. 

 

 

     

 

 

 

In what follows, I introduce key terms used in the PhD and explain the evolving phases of 

the project. I give an overview how my creative research provides a hybrid contribution of 

new knowledge to the fields of performance and spatial design by developing a digital 

scenography as an immersive virtual reality and its sculptural installation. This layered 

project relates to site in a gothic mode, providing a ghostly allegory of the colonial history of 

�T�X�D�U�D�Q�W�L�Q�H���D�Q�G���G�H�I�H�Q�F�H���R�Q���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G��through exhibition at several related sites. 

��

��

 
4 The Vestibule scene model is a digital hub or antechamber for the quarantine gothic. It is the opening scene, wearing the 
HMD, and the only one which is interactive. By looking at the “quarantine” labels on the vestibule pen walls, the viewer 
activates each one separately to access randomly the three ‘view-�R�Q�O�\�¶����non-interactive �V�F�H�Q�H�V���W�L�W�O�H�G���µ�S�K�D�Q�W�D�V�P�D�J�R�U�L�D�¶�����9�L�H�Z-
only allows for a non-hierarchical �V�S�D�W�L�D�O���I�R�F�X�V���R�Q���D�O�O���������Û���W�L�P�H-based modes, especially audio and animation. Once all are 
�Y�L�H�Z�H�G�����W�K�H���µ�9�H�V�W�L�E�X�O�H�¶���U�H�V�H�W�V���D�Q�G���F�D�Q���E�H���Y�L�H�Z�H�G���D�J�D�L�Q�����D�V���L�Q���D��palimpsest loop but not in the same order as previously (fig. 2).  

 

(fig. 2) Doidge, M. (2022). Top middle. The vestibule. Bottom. Three Phantasmagoria. Left. ‘The bunker’. Middle. ’The 
human quarantine barrack’. Right. ‘Animal quarantine boiler room’. [HMD screenshot]. Courtesy the artist.                                                            



7 
 

�$���T�X�D�U�D�Q�W�L�Q�H���J�R�W�K�L�F����

��

��

 

 

A ‘�T�X�D�U�D�Q�W�L�Q�H���J�R�W�K�L�F�¶���L�G�H�Q�W�L�I�L�H�V the gothic as a mode�����D���Z�D�\���R�I���V�H�H�L�Q�J���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�¶�V��

historic sites5. A mode is ‘a way of doing and seeing, adaptable across dislocations of 

culture, time and space�¶��(Lawn, 2006, pp. 14-15). Therefore, I propose a quarantine gothic6 

�L�V���D�Q���L�P�P�H�U�V�L�Y�H���������Û���P�R�G�H�����D�Q���D�O�O�H�J�R�U�\���R�I �W�K�H���F�R�O�R�Q�L�D�O���K�L�V�W�R�U�\���R�I���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�¶�V��

historic quarantine and defence sites. Inside Arcadia also offers two critical contexts to 

interpret these digital scenographies. Firstly,���µ�3�K�D�Q�W�D�V�P�D�J�R�U�L�D�¶—the public viewing of 

ghosts—engages allegory as a gothic mode for Inside Arcadia presented through three 

exhibitions. Secondly,��the �µ�S�K�D�Q�W�R�P���V�X�E�M�H�F�W�L�Y�H�¶ in which the uncanny experience of IVR 

disincarnation wearing the HMD is also one of disembodied viewing, from an unusual virtual 

position, looking at the digital scenography as a ghost (fig.3).   

Throughout Chapter Two, a quarantine gothic is discussed in detail, contextualising this 

�P�R�G�H���D�V���D���J�K�R�V�W�O�\���D�O�O�H�J�R�U�\���R�U���µ�S�K�D�Q�W�D�V�P�D�J�R�U�L�D�¶; �O�L�W�H�U�D�O�O�\���µ�V�H�H�L�Q�J���J�K�R�V�W�V���L�Q���S�X�E�O�L�F�¶�����7�K�L�V��

context is emphasised in the creative research exhibitions in Chapter Three that documents 

and analyses performing a quarantine gothic within public exhibitions of Inside Arcadia. 

Phantasmagoric ghostly illusions were once projected by imaging technologies for public 

spectacles and theatre. Lens-based technologies, like stereoscopy, mediated ways to make 

illusion of ghosts visible, seeing spectres the audience could only think of or read about. 

From this history, mediating phantoms provided visons and visceral experience of what 

 
5 Jennifer Lawn in Gothic N.Z refers to the gothic as a mode but n�R�W���D���J�H�Q�U�H�����6�K�H���L�V���D�G�R�S�W�L�Q�J���$�O�H�[�D�Q�G�U�D���:�D�U�Z�L�F�N�¶�V��notion in 
Feeling Gothicky, a context later referenced also by Mark Fisher to contextualise The weird and the eerie.  
6 My research from 2020 – 2022 found reference to a ‘�T�X�D�U�D�Q�W�L�Q�H���J�R�W�K�L�F�¶��online only in two twitter posts and a deleted Tumblr 
site. One twitter post was from journalist Cory Doctorow, dated April 5, 2020, referencing abandoned fast-food premises. 
Neither Google scholar nor Massey University Library searches provided further creative contexts. 

(fig. 3) Doidge, M. (2022). Inside Arcadia. Phantasmagoria: The Boiler room [HMD screenshot].                 
Courtesy the artist. 
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ought not to be there. The spectre became a visual allegory for normality being perceived—

instead—as a ghostly aberration.  

   

 

 

Furthermore, my research identifies an application of this spatial mode as allegory through 

notions of virtual space like the phantom subjective. Here �,���D�O�V�R���I�D�Y�R�X�U���*�U�D�Q�W���7�D�Y�L�Q�R�U�¶�V��

notion of IVR, in The Aesthetics of virtual reality, wearing the HMD producing a novel form of 

pictorialism (Tavinor, 2021, pp. 72-75). �3�H�U�I�R�U�P�L�Q�J���������Û���L�P�P�H�U�V�L�R�Q���W�K�L�V���Z�D�\���D�S�S�U�R�S�U�L�D�W�H�V���W�K�H��

lens-based medium of stereoscopy used by the Vive Pro HMD (fig. 4 left, middle). This 

device is a contemporary digital version of popular 19th century stereoscopic devices, once 

used to view a succession of ghostly images experienced as a disembodied sensation, a 

precursor to the phantom subjective. I focus on this sensation of virtual disembodiment when 

immersed, viewing a quarantine gothic. Th�L�V���L�V���Z�K�H�U�H���W�K�H���+�0�'���G�H�S�O�R�\�V���W�K�H���Y�L�H�Z�H�U�¶�V���J�D�]�H—

experienced as virtual disembodiment—when interacting with or just viewing the digital 

scenography through a digital avatar, the virtual ‘ghos�W�¶���� 

In Chapter Two, I expand on the ghostly avatar as part of a quarantine gothic. In Chapter 

Three, I situate this context as an original contribution to performance design using IVR to 

experience and perform phantasmagoric digital scenography. Performance design was first 

�G�H�V�F�U�L�E�H�G���E�\���'�R�U�L�W�D���+�D�Q�Q�D�K���D�Q�G���2�O�D�I���+�D�U�V�O�¡�I�¶�V���E�R�R�N��Performance Design (2006) and 

involves the study of space, body, action, and media. Uniquely, Inside Arcadia makes a 

virtual reality contribution here, experienced as an imme�U�V�L�Y�H�����������Û���G�L�J�L�W�D�O���V�F�H�Q�R�J�U�D�S�K�\ as 

exhibited in The Performance Arcade 2022. This involves a notion of spatial layering where 

the performance of a quarantine gothic at the exhibition site provides an additional layer to 

this work.  

(fig. 4) Inside Arcadia. Doidge, M. (2022). Left. The Performance Arcade container chalk tracks. Middle, HMD The 
Performance Arcade (2022). Right. Vestibule model scaled to container dimensions [GUI screenshot]. Courtesy the artist. 
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In Chapter Three, 3.4 A performative palimpsest. �,���L�Q�W�U�R�G�X�F�H���W�K�H���F�R�Q�F�H�S�W���R�I���µ�W�K�H���S�D�O�L�P�S�V�H�V�W�¶7, 

a metaphor for spatial layering that I also consider a paradigm for allegory8. This notion is 

useful in considering how a quarantine gothic, mediated by the HMD, is manifested via 

performance action within a sculptural installation in relation to the exhibition site. Immersed 

viewers of my work leave a trace of their footprints on the yellow-chalked floor of the 

installation (fig. 4, left). Over time, the accretion of these footprints becomes a collective 

record, each iteration erasing the trace left by earlier viewers. Such overwriting is a 

palimpsest record of performing the digital scenography while wearing the HMD: a 

performance action leaving a trace slowly spreading out, tracked into the surrounding 

exhibition site. Given yellow is the colour of the international maritime quarantine flag, this 

collective notion of contamination and spread contributes to a quarantine gothic as 

allegorical of the Covid-19 virus, its replication, transmission and the subsequent pandemic. 

Another layered context is the chalked floor area (fig. 4, left) scaled to match the floor area of 

the interactive opening scene model, including the volume of this vestibule or anti-chamber 

(fig. 4, right). This scale relationship was adjusted for the Performance Arcade exhibition 

site, February 2022. As noted, wearing the HMD immersively performs the virtual by leaving 

a physical trace of footprints. I also argue Inside Arcadia’s performance of a quarantine 

gothic, experienced as HMD-induced disembodiment, is a ghostly allegory for dislocation—

both globally and locally—amidst the Covid-19 pandemic. Next, I briefly overview three 

distinct phases my studies beginning in early 2018 to assist understanding my research 

process.    

�:�K�D�N�D�Z�K�L�W�L���D�W�X���U�—��—���P�R�Y�L�Q�J���E�D�F�N���D�Q�G���I�R�U�Z�D�U�G����

During the pre-pandemic phase through to early 2020 I travelled back and forth by ferry to 

�0�—�W�L�X���6�R�P�H�V Island in the middle of Wellington Harbour. I came to know �0�—�W�L�X���6�R�P�H�V��

historic quarantine and defence sites and, through representatives of its owners, Taranaki 

�:�K�—�Q�X�L�����W�K�R�V�H involved with its care. This process of site-specific engagement began with 

meeting iwi kaitiaki and Department of Conservation (DOC) rangers, then making content for 

digital scenographies, and �H�[�S�H�U�L�P�H�Q�W�L�Q�J���Z�L�W�K���S�K�R�W�R�J�U�D�P�P�H�W�U�\�����D���������Û�G�L�J�L�W�D�O scanning 

technique). This was followed by building 3D digital models from thousands of images of 

selected �O�R�F�D�W�L�R�Q�V�����,���D�O�V�R���U�H�V�H�D�U�F�K�H�G���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�¶�V���F�R�O�R�Q�L�D�O���K�L�V�W�R�U�\���R�I���F�R�Q�I�L�V�F�D�W�L�R�Q���E�\��

the Crown and eventual return to �7�D�U�D�Q�D�N�L���:�K�—�Q�X�L�����7�K�L�V���U�H�V�H�D�U�F�K���D�F�N�Q�R�Z�O�H�G�J�H�G���W�K�R�V�H��

histories as layers of colonisation that I discuss in the Orientation section under Arcadia, a 

 
7 The palimpsest as a metaphor refers to a space where incongruous texts coexist in a state of opposition, of collision yet 
potentially colluding. A palimpsest is an artefact, a surface bearing writing that, when scraped clean and written over, still 
retains a trace of original script.   
8 Craig Owens writing in part one of the Allegorical impulse.Towards a theory of postmodernism (1980) “the paradigm for the 
allegorical work is the palimpsest”  
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trope of the British colonial immigration in the 19th century. My focus then was also on the 

i�V�O�D�Q�G�¶�V���K�L�V�W�R�U�L�F���K�X�P�D�Q���D�Q�G���D�Q�L�P�D�O���T�X�D�U�D�Q�W�L�Q�H and defence sites, the latter built against a 

perceived threat of invasion during the Second World War. This creative research stage 

generated thousands of digital images for 3D models made with photogrammetry. I also 

collected �������Û���D�X�G�L�R���D�Q�G���Y�L�G�H�R���I�R�U���W�K�Hse digital scenographies. When eventually completed, 

the digital scenographies formed a �������Û���P�H�G�L�D�W�L�R�Q���R�I �0�—�W�L�X���6�R�P�H�V Island�¶�V historic built 

environments. These scenographies were also performed as Inside Arcadia, introducing a 

performance design context that allowed me to interpret exhibition sites with links to 

�0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G��as site-specific contexts�����7�K�H�V�H���Z�H�U�H���3�X�N�H�D�K�X���0�W���&�R�R�N���R�Q���0�D�V�V�H�\��

University Campus—including the examination exhibition in the Tokomaru Building—and the 

Performance Arcade site at Waitangi Park on the Wellington waterfront (fig. 5).  

  

 

 

The second phase of my research was triggered by the pandemic. From March to June 

2020, I could not access the Island. The pandemic�¶�V sudden intrusion on my research felt 

eerily uncanny, the echo of a quarantine past, historically familiar, now reverberating globally 

in the present9. Lockdown provided a hiatus and, by way of consolation, an opportunity for 

writing and publication10. This allowed me to clarify and reframe the creative project 

research—amidst the strangeness—as a quarantine gothic.  

�7�K�H���J�K�R�V�W���L�Q���W�K�H���P�D�F�K�L�Q�H��

The third research phase from 2020 to the present involved adapting the project to the new 

pandemic reality. I expanded the idea of viewing a quarantine gothic to become a 

performative action. Linking local quarantine conditions to performative action led me to think 

more about acknowledging site-specific contexts �0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G���S�U�R�Y�L�G�H�G���I�R�U exhibiting 

 
9 Mark Fisher, in The Weird and the Eerie questions the eerie in respect of its agency. In this pandemic context, what kind of 
agent is acting here? The spectre of Covid-19 contributes to M�—�W�L�X���6�R�P�H�V��Island�¶�V���H�H�U�L�H���S�H�G�L�J�U�H�H���R�I���T�X�D�U�D�Q�W�L�Q�H. 
10 During this time, I co-wrote a chapter titled, New faith in fakes, Out-takes from a false scenography. This was published in the 
architecture E-book, Urban Corporis. Unexpected. This became an opportunity to formally write about ideas which had 
previously been in note form. 

(fig. 5) Doidge, M. (2022). Left�����0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�����V�H�H�Q���I�U�R�P���:�D�L�W�D�Q�J�L���3�D�U�N, Te Whanganui-a-�7�D�U�D���:�H�O�O�L�Q�J�W�R�Q��
waterfront. Right. Te Whanganui-a-�7�D�U�D���:�H�O�O�L�Q�J�W�R�Q���Z�D�W�H�U�I�U�R�Q�W���I�U�R�P���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G (2020). Courtesy the artist.                                                                                                              
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my digital scenography. This reassessment sharpened my focus on the HMD as a digital 

prosthesis when viewing the quarantine gothic. I was particularly interested in the HMD as a 

stereoscopic device delivering a single point-of-view experience, accompanied by a 

profound sense of disembodiment �Z�K�H�U�H���\�R�X���F�D�Q�¶�W���V�H�H���\�R�X�U���K�D�Q�G�V�����I�H�H�W�����R�U���E�R�G�\ (fig. 6, 

right).  

  

 

 

 

Central questions that arose were: What did virtual disembodiment wearing the HMD entail 

for the viewer? Did this sensation really disadvantage the immersive experience of a 

quarantine gothic? Could I re-evaluate HMD-induced virtual disincarnation through its history 

as a popular medium?  

�9�L�U�W�X�D�O���G�L�V�H�P�E�R�G�L�P�H�Q�W��

The sensation of virtual disembodiment while wearing the HMD is often disparaged as a 

weakness of IVR – a failure of virtual illusionism. This is where success or failure, of an IVR 

�H�[�S�H�U�L�H�Q�F�H�����L�V���U�D�W�H�G���R�Q���K�R�Z���F�R�Q�V�F�L�R�X�V���W�K�H���Y�L�H�Z�H�U���L�V���R�I���W�K�H���K�H�D�G�V�H�W�¶�V���P�H�G�L�Dtion. In other 

words, IVR is deemed successful when the sensation of virtual disembodiment is 

�V�X�S�S�U�H�V�V�H�G���E�\���W�K�H���Y�L�H�Z�H�U���U�H�V�S�R�Q�G�L�Q�J���W�R���D�Q���D�U�W�L�V�W�¶�V���P�D�V�W�H�U�\���R�I���W�K�H���L�P�P�H�U�V�L�Y�H���H�[�S�H�U�L�H�Q�F�H; 

similar to psychologist Mihaly �&�V�L�N�V�]�H�Q�W�P�L�K�D�O�\�L�¶�V���Q�R�W�L�R�Q���R�I���µ�I�O�R�Z���V�W�D�W�H�¶���Ds a form of intense 

concentration11. Success for the headset wearer means suspending judgement on the 

�L�O�O�X�V�L�R�Q���W�K�H���������Û���L�P�P�H�U�V�L�Y�H���S�U�H�V�H�Q�W�V—temporarily forgetting their body—until a glitch occurs 

or a bored viewer, becoming self-aware of virtual disembodiment, also notices the HMD is 

intrusive. In this moment experiencing incongruity, the �������Û���L�O�O�X�V�L�R�Q���L�V���E�U�R�N�H�Q�����,���Z�U�L�W�H���D�E�R�X�W��

�W�K�L�V���D�V���W�K�H���µ�G�L�J�L�W�D�O���V�X�E�O�L�P�H�¶12 providing more context in Chapters One and Two. The 

 
11 �,�Q���D���G�L�J�L�W�D�O���J�D�P�L�Q�J���F�R�Q�W�H�[�W�����W�R�W�D�O���L�P�P�H�U�V�L�R�Q���L�Q���D���W�D�V�N���L�V���F�D�O�O�H�G���µ�I�O�R�Z�¶�����6�X�F�F�H�V�V�I�X�O���L�P�P�H�U�V�L�R�Q���H�T�X�D�O�V���D�O�P�R�V�W���W�R�W�D�O���D�E�V�R�U�S�W�L�R�Q��in a 
scripted interactive task. Forgetting the body in a task was influenced by the anthropology of play psychologist Mihaly 
Csikszentmihalyi. 
12 The digital sublime means feeling the affect of being temporarily overwhelmed when immersed in a virtual, digital artefact. 
�7�K�L�V���L�V���D���Y�D�U�L�D�Q�W���R�I���'�D�Y�L�G���1�\�H�¶�V��American technological sublime ���������������G�H�U�L�Y�H�G�����L�Q���W�X�U�Q�����I�U�R�P���,�P�P�D�Q�X�H�O���.�D�Q�W�¶�V���G�\�Q�D�P�L�F���V�X�E�O�L�P�H��
in the Critique of Judgement (1790). 

(Fig. 6) Doidge, M. Inside Arcadia. (2021) Left. Vive Head Mounted Display. The Engine Room Gallery,16th 
August. Courtesy Johanna Mechen. Right. (2021) The Engine Room Gallery. 17th August. Courtesy the artist.                                                                                                                
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significance of being conscious of virtual disembodiment, while wearing an HMD, is 

contrasted here with feeling fully—supposedly successfully—�L�P�P�H�U�V�H�G���L�Q���D���������Û���L�O�O�X�V�L�R�Q����My 

creative research asks whether the illusion of full immersion—forgetting the body through 

concentration of scenography— is really essential to wearing the HMD. Can an immersive, 

virtual experience of a quarantine gothic offer instead a spatial hybrid of physical affect, 

material context, and virtual reality? This provides an opportunity to expand on making the 

experience of immersion spatially porous by not problematising wearing the HMD. Instead of 

concentrating on the imperative of maintaining a virtual illusion, focused on forgetting the 

body, Inside Arcadia’s experience of immersion is gaze-based, freeing hands from devices. 

This facilitates spatial porosity matching the walkable physical installation with the vestibule 

digital scenography. This allows HMD wearers freedom for embodied crouching and 

gestures in response to the virtual, translated as a material trace on the chalk floor (fig. 7, 

right). 

  

 

 

Key to this idea meant recasting the HMD experience of disembodiment as a sensation of 

virtual phantomality—a sensation of becoming a ghost in the machine wearing the HMD 

while leaving a physical trace. This performance design within the exhibition space of Inside 

Arcadia included putting on and removing the HMD where the viewer could see tracks left on 

the yellow-chalked floor as traces of this experience. Testing these ideas, I developed an 

immersive spectral methodology of ghostly viewing in virtual reality. This meant limiting the 

IVR experience for the viewer, wearing the HMD, to a gaze-based digital avatar interacting 

with the Vestibule digital scenography only. Experientially, wearing the HMD, interaction 

�P�H�D�Q�V���O�R�R�N�L�Q�J���D�W���W�K�H���µ�T�X�D�U�D�Q�W�L�Q�H�¶���O�D�E�H�O���K�R�Wspots (fig. 7, left) that digitally teleport the viewer 

to the three view-only scenes. T�K�H���K�R�W�V�S�R�W�V���E�H�F�R�P�H���O�L�Y�H���Z�K�H�Q���W�K�H���Y�L�H�Z�H�U�¶�V���S�K�\�V�L�F�D�O���E�R�G�\����

entering a designated trigger space, activates a photogrammetry model plumb-bob in the 

�Y�H�V�W�L�E�X�O�H���V�F�H�Q�H�����7�K�L�V���D�Q�L�P�D�W�H�G���P�R�G�H�O���G�U�R�S�V���G�R�Z�Q���L�Q�W�R���W�K�H���V�F�H�Q�H���D�F�W�L�Y�D�W�L�Q�J���W�K�H���µ�T�X�D�U�D�Q�W�L�Q�H�¶��

gothic teleport nodes. I discuss this in Chapter One, Section 1.0. 

(fig. 7) Doidge, M. (2021). Inside Arcadia. Left. 6 x 3 metre virtual Vestibule 3D model [GUI screenshot]. Right. The 
Engine Room Gallery, 12th August (2021). Courtesy the artist.                                                                                                                                                            
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Inside Arcadia ���D�Q�G���S�K�D�Q�W�D�V�P�D�J�R�U�L�D����

As outlined, a phantasmagoria is a methodology of ghostly viewing, a public exhibition of 

ghostly images. Stereoscopic devices made this popular in the 19th century—the precursors 

of contemporary gaming HMD used here. These contemporary devices enhance twin-lens 

stereoscopy by using the game engine to provide two digital cameras at slightly different 

angles for the illusion of immersion. Performing the HMD for exhibition the first time13, I was 

aware my gaze-�E�D�V�H�G���P�H�G�L�D�W�L�R�Q���R�I���W�K�H���������Û���G�L�J�L�W�D�O���V�F�H�Q�R�J�U�D�S�K�\, when immersed, isolated 

the single participant wearing the HMD. This isolation became a virtual metaphor of a 

quarantine gothic. Isolation also enhanced the concept of ‘Inside Arcadia’—as a physical 

installation—becoming responsive to viewing the virtual quarantine gothic as a spectre. This 

led me to focus on the floor dimensions of the digital “play space” about which the headset 

wearer could move freely (fig. 7, right & fig. 8, left).  

    

 

 

For the Engine Room exhibition, I took my cue from yellow being the colour of the maritime 

quarantine flag and used a yellow chalk line to mark out a 6x3 metre floor area (fig. 8, left). 

This size matched the virtual slatted floor area of the Vestibule hub. By doing this I 

reinterpreted the notion of phantasmagoria, viewing a succession of ghostly images using 

�W�K�H���+�0�'�¶�V��stereoscopy as a way of performing a quarantine gothic, as a virtual ghost. Each 

viewer left a trace of their footprints on the yellow-chalked floor of the exhibition site (fig. 8, 

right). This opened up the exhibition to a viewing audience looking on from outside the virtual 

space of the HMD (fig. 9). I realised that the chalk play-space could be spatially layered 

within the gallery space as yellow chalk spread outward. The different qualities and 

significance of each of the exhibitions are unpacked in Chapter 2. In my conclusions at the 

end of this exegesis, I offer critical findings of the project. 

 
13 The Engine Room Gallery, August 5th -17th (2021). Massey Pukeahu campus, Wellington 

(fig. 8) Doidge, M. (2021). Inside Arcadia. Left, The Engine Room Gallery, 16th August. Right, The Engine 
Room Gallery, 16th August. Courtesy the artist 
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I have consciously left discussing the exhibition title ‘Inside Arcadia’ till now in order to first 

introduce the digital scenography and explain how wearing an HMD performed the digital 

scenography as a virtual ghost, leaving a physical trace of digital immersion on the exhibition 

floor. Discussing the exhibition title also requires understanding its site-specific contexts. 

Inside Arcadia �L�V���D�Q���L�U�R�Q�L�F���U�H�I�H�U�H�Q�F�H���W�R���W�K�H���%�U�L�W�L�V�K���F�R�O�R�Q�L�V�D�W�L�R�Q���R�I���$�R�W�H�D�U�R�D���1�H�Z���=�H�D�O�D�Q�G����

�$�U�F�D�G�L�D���Z�D�V���P�H�W�D�S�K�R�U���L�G�H�D�O�L�V�L�Q�J���$�R�W�H�D�U�R�D���1�H�Z���=�H�D�O�D�Q�G���D�V���D���S�O�D�F�H���I�R�U���%�U�L�W�L�V�K���I�D�U�P���Z�R�U�N�H�U�V��

to colonise, having been dispossessed in a failed agricultural revolt. Immigrants anticipated 

acquiring cheap land for smallholdings. Much of this �O�D�Q�G���Z�D�V���W�D�N�H�Q���I�U�R�P���0�—�R�U�L���W�U�L�E�H�V�����L�Z�L����

by force (raupatu) or predatory commercial contracts during the 19th century and notably, 

public works legalisation in the 20th century. I discuss Crown confisca�W�L�R�Q���R�I���0�—�W�L�X���6�R�P�H�V��

Island for human quarantine—begun in the 19th century—throughout the exegesis as this 

helped to consolidate, in the 19th century, a settler-descended, dominant pastoral economy. 

The establishment of the maximum security animal quarantine station in the 20th century 

later contributed to the economic dominance of Aotearoa��New Zealand�¶�V agrarian economy. 

This site helped consolidate the original settler foundation of an extractive, pastoral economy 

into the 21st century. As noted by the IPBES workshop on biodiversity and pandemics, the 

pandemic has impacted heavily on the global economy. The pandemic also drastically 

illustrates the kinds of pressure intensive farming places have on wild spaces14. I outline 

these histories in the Orientation and in Chapter One, Inside Arcadia: Four digital 

scenographies as allegories or ‘p�K�D�Q�W�D�V�P�D�J�R�U�L�D�¶.  

�6�L�W�H���V�S�H�F�L�I�L�F�L�W�\��

Here I write about understanding phantasmagoria, as a methodology for Inside Arcadia, in 

the site-�V�S�H�F�L�I�L�F���F�R�Q�W�H�[�W���R�I���D���T�X�D�U�D�Q�W�L�Q�H���J�R�W�K�L�F�����2�Q�H���F�R�Q�F�H�S�W���L�V���µ�W�K�H���S�D�O�L�P�S�V�H�V�W�¶�����D���P�H�W�D�S�K�R�U��

for layering derived from a palaeographic artefact whose text is erased and reinscribed. I 

demonstrate how exhibiting Inside Arcadia at The Performance Arcade (2022) 

�D�F�N�Q�R�Z�O�H�G�J�H�G���W�K�D�W���V�L�W�H�¶�V��Waitangi Park spatially layered history by reconfiguring the 

Vestibule model as a spatially porous form of spatial layering. I introduce this site-specific 

palimpsest by exploring the etymology of phantasmagoria, a combination of phantasma – ‘a 

�J�K�R�V�W�¶�����D�Q�G��agoreuein – �µ�W�R���V�S�H�D�N���L�Q���S�X�E�O�L�F�¶�����,���V�K�R�Z���K�R�Z���S�X�E�O�L�F���H�[�K�L�E�L�W�L�R�Q���P�R�G�L�I�L�H�V���W�K�H��

presentation of Inside Arcadia, e.g., regarding The Performance Arcade, performing a 

quarantine gothic—wearing the HMD—within the void of a shipping container. ��

 
14 As noted by the 2020 IPBES Workshop on biodiversity and pandemics executive summary.   
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Both the chalked floor and virtual Vestibule model were framed and contained by the 

shipping container (fig. 9). This opened outward to an audience-like conduit, channelled in 

one direction. Understanding this spatially porous interior modified my performance design 

of Inside Arcadia as a form of spatial layering. While I thought of The Performance Arcade 

2022 as a site analogous to layers of a palimpsest surface, the spatially porous physical void 

of the container interior altered this context digitally. I discuss this in Chapter Three, section 

3.4 A performative palimpsest. Exhibiting Inside Arcadia, next to Waitangi Park, I remained 

�L�Q���V�L�J�K�W���R�I���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�����:�D�L�W�D�Q�J�L���3�D�U�N���Z�D�V���R�Q�F�H���D���S�O�D�F�H���Z�K�H�U�H���7�D�U�D�Q�D�N�L���:�K�—�Q�X�L��

waka or canoes were pulled up on the foreshore near Waitangi stream (fig. 10). As an 

exhibition of diverse projects, The Performance Arcade curated each by appropriating the 

volume of a shipping container as a clean slate or tabula rasa. Thinking of the shipping 

container this way positions that void as a spatially porous, palimpsest layer. The idea of the 

�$�U�F�D�G�H�¶�V���V�K�L�S�S�L�Q�J���F�R�Q�W�D�L�Q�H�U�V���D�V���D���S�D�O�L�P�S�V�H�V�W���D�I�I�R�U�G�V��Inside Arcadia a spatial context for 

further layering which is relevant to the project�¶s creative research and also acknowledges its 

site-specificity. The container void is a palimpsest site for allegory, embracing the 

performance of a quarantine gothic�����D�Q���D�O�O�H�J�R�U�\���P�D�G�H���R�I���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�V���K�L�V�W�R�U�L�F��

quarantine and defence sites. Marc Augé in ‘Non-places. Introduction to Supermodernity’ 

(1995) wrote of site as a palimpsest. While Augé wrote of place as being relational or 

concerned with identity, like Waitangi Park, with a significant historical dimension, he also 

wrote place was in opposition to non-place. Non-place was a transit area, a site like the 

shipping container park on the wharf at �:�H�O�O�L�Q�J�W�R�Q�¶�V��Port Nicholson harbour, not a place for 

(fig. 9) Doidge, M. (2022).  Inside Arcadia. The Performance Arcade container location, Te 
Whanganui-a-�7�D�U�D���:�H�O�O�L�Q�J�W�R�Q���Z�D�W�H�U�I�U�R�Q�W. Courtesy the artist 
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people. The Performance Arcade makes a neat inversion of this dichotomy I consider further 

in section 3.4 A performative palimpsest. Where I interpret these empty shipping containers 

as voids or cyphers, they now contain and project Inside Arcadia outwards—a public 

exhibition of phantasmagoria—seeing ghosts in public spaces.  

 

 

 

The empty vessel of a container is appropriate to launch this ghostly expression of allegory. 

Like a parable or folk tale, this mode of quarantine gothic—from a historic context—speaks 

indirectly to another, that of the Covid-19 pandemic. As I discuss in section 3.4, local 

histories are layered, like a palimpsest metaphor. The pandemic has dominated much of the 

last two years and likely beyond. Its discourse is global while being experienced intensely, 

locally. �0�—�W�L�X���6�R�P�H�V Island�¶s quarantine past and colonial history speaks directly to Covid-

19 as a pandemic in this respect. Inside Arcadia presents a quarantine past experienced in 

the present but as a spectre, witness to a quarantine gothic in a time of pandemic.  

 

 

 

 

 

 

 

 

 

(fig. 10) Doidge, M. (2022). Inside Arcadia. Performance Arcade location, Te Whanganui-a-�7�D�U�D���:�H�O�O�L�Q�J�W�R�Q���Z�D�W�H�U�I�U�R�Q�W.                              
Courtesy the artist 
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Orientations ��
 

 

                                                     
 

 

 

 

 

 

Her stories impress themselves upon us. 

We speak to and acknowledge ghosts of the past, 

Island getaway, get away, lock away, stay away, stowaway. 

Pa, prison, playground, paradise, 

The conflicts of place impress themselves upon us. 

We try to envisage such an intimate alienation.  

 
 

and fail 
(Ao & Munnelly, 2017) 

 

 

(fig. 11) Doidge, M. (2018). Somes Island palimpsest. [Digital 
image. light box, drafting paper, metal chain]. Courtesy the 
artist. 
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�0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G����

�0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G���D�Q�F�K�R�U�V���D���J�U�R�X�S���R�I���V�P�D�O�O�H�U���K�D�U�E�R�X�U���L�V�O�D�Q�G�V���Z�L�W�K�L�Q���7�H���:�K�D�Q�J�D�Q�X�L-a-

�7�D�U�D���3�R�U�W���1�L�F�K�R�O�V�R�Q�����+�H�U�H�����$�R�W�H�D�U�R�D���1�H�Z���=�H�D�O�D�Q�G�¶�V���F�D�S�L�W�D�O���F�L�W�\�����:�H�O�O�L�Q�J�W�R�Q�����L�V���J�L�U�G�O�H�G���E�\��

�V�D�Q�G�\���E�H�D�F�K�H�V���D�Q�G���W�K�H���V�W�H�H�S���F�O�L�I�I�V���R�I���3�À�Q�H�N�H�¶�V���G�H�H�S�����V�R�X�W�K-facing harbour (fig. 12).  

 

 

The mana whenua and kaitiakitanga (Marsden & Henare, 1992)15 of this Island resides with 

�0�—�R�U�L�����W�K�H���W�U�L�E�D�O���F�R�O�O�H�F�W�L�Y�H���7�D�U�D�Q�D�N�L���:�K�—�Q�X�L���N�L���W�H���8�S�R�N�R���À te Ika a Maui ���.�À�N�R�U�L��. 

�0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�¶�V���R�Z�Q�H�U�V�K�L�S���Z�D�V���U�H�J�D�L�Q�H�G���E�\���L�Z�L���L�Q�������������D�V���S�D�U�W���R�I���F�X�O�W�X�U�D�O���U�H�G�U�H�V�V��

(Buchanan, 2011, p. 285) negotiated with the Crown under the Treaty of Waitangi (145, 

2003, p. 109)�����7�D�U�D�Q�D�N�L���:�K�—�Q�X�L���L�Q���:�H�O�O�L�Q�J�W�R�Q���F�R�P�S�U�L�V�H�V���K�D�S�Ì�����I�D�P�L�O�\���J�U�R�X�S�V�����D�Q�G���Lwi (tribes) 

originating in Taranaki but present in Te Whanganui-a-Tara before 1840 (Libraries). These 

�K�D�S�Ì���D�U�H���7�H���–�W�L���$�Z�D�����1�J�—�W�L���7�D�P�D�����7�D�U�D�Q�D�N�L�����1�J�—�W�L���5�X�D�Q�X�L���D�Q�G���1�J�—�W�L���0�X�W�X�Q�J�D��(145, 2003, 

pp. 15-17)�����0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�¶�V���������K�H�F�W�D�U�H�V���L�V���Q�R�Z���J�R�Y�H�U�Q�H�G���E�\���W�K�H��Kaitiaki Board—an iwi-

Crown partnership—with the New Zealand Department of Conservation (DOC), Te Papa 

Atawhai.  

 

 

 

 
15 �0�D�Q�D���Z�K�H�Q�X�D���U�H�S�U�H�V�H�Q�W�V���D�Q���L�Z�L���R�U���W�U�L�E�H�¶�V���K�L�V�W�R�U�L�H�V�����J�H�Q�H�D�O�R�J�L�H�V���D�Q�G���S�U�H�V�W�L�J�H���D�V�V�R�F�L�D�W�H�G���Z�L�W�K���O�D�Q�G���R�F�F�X�S�L�H�G���I�R�U���J�H�Q�H�U�D�W�L�R�Q�V����
The land or Earth m�R�W�K�H�U�����3�D�S�D�W�Ì�—�Q�X�N�X�����V�X�Vtains the people and provides hospitality for their guests. Kaitiakitanga represents 
�F�D�U�H���R�U���V�W�H�Z�D�U�G�V�K�L�S���R�I���3�D�S�D�W�Ì�—�Q�X�N�X�����P�D�L�Q�W�D�L�Q�L�Q�J���W�K�H���K�H�D�O�W�K���D�Q�G���Z�H�O�O�E�H�L�Q�J���R�I���S�O�D�Q�W�V���D�Q�G���D�Q�L�P�D�O�V�����L�Q�F�O�X�G�L�Q�J���Q�D�W�X�U�D�O���I�H�D�W�X�U�H�V��
representing ancestors (Marsden & Henare, 1992). 

(fig. 12) Doidge, M. (2020). �0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G. (Panorama looking south towards Wellington from Lighthouse Bay). 
Courtesy the artist 
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�:�K�D�N�D�Z�K�L�W�L���D�W�X���U�—�����$�S�S�U�R�D�F�K�L�Q�J���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G���V�L�W�H�V��

�0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G���K�D�V���E�H�H�Q���D���O�R�F�D�W�L�R�Q���I�R�U�����D�Q�G���W�K�H���V�X�E�M�H�F�W���R�I�����D���Y�D�U�L�H�W�\���R�I��creative 

practices over decades16. This tradition—�V�L�Q�F�H���7�H���+�R�N�L�W�D�Q�J�D���0�D�L���—���0�—�W�L�X�����7�K�H���5�H�W�X�U�Q���R�I��

�0�—�W�L�X�����L�Q������������(Wallace, 2014)—�F�R�Q�W�L�Q�X�H�V���X�Q�G�H�U���7�D�U�D�Q�D�N�L���:�K�—�Q�X�L���N�L���W�H���8�S�R�N�R���R���W�H���,�N�D��

�W�K�U�R�X�J�K���W�K�H���N�L�D�W�L�D�N�L���7�H���–�W�L���$�Z�D�����,�Q���������������,���Z�D�V���S�D�U�W���R�I���D���V�P�D�O�O���Z�D�L�D�W�D�����V�L�Q�Jing) group at 

�0�D�V�V�H�\���8�Q�L�Y�H�U�V�L�W�\���O�H�G���E�\���.�X�U�W���.�R�P�H�Q�H�����1�J�—�W�L���7�D�Z�K�L�U�L�N�X�U�D�����D�Q�G���.�X�U�D���3�X�N�H�����7�H���–�W�L���$�Z�D�������2�Q�H��

�Y�H�U�V�H���R�I���W�K�H���Z�D�L�D�W�D�����µ�.�D���K�X�U�L���D�W�X���D�X�¶ written by Kurt for Massey University, highlights the 

�L�P�S�R�U�W�D�Q�F�H���R�I���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G���I�R�U���7�D�U�D�Q�D�N�L���:�K�—�Q�X�L���D�Q�G��describes travelling there from 

Wellington city by the East-West ferry.  

 

 

 

In translation we sang, “Whakawhiti atu r�—”—moving to the foreshore. “Ki Ngati Ira”—

acknowledging predecessor �L�Z�L���R�Q���0�—�W�L�X�� Ngati Ira17. “�.�R���1�J�—�W�L���0�D�U�X���.�L���8�W�D”—

acknowledging the Island and iwi mana whenua when moving through the tokomanga or 

gateway. “�1�J�—���5�D�X�U�X���N�t̄ahi e”—acknowledging �0�—�W�L�X��Island whakapapa or the genealogy of 

�1�J�—���5�D�X�U�X���D�V���G�H�V�F�H�Q�G�H�G���I�U�R�P���D�Q���R�Q�O�\���F�K�L�O�G��(Smith-Komene, 2019) (fig. 13). Having 

previously been selected to �S�D�U�W�L�F�L�S�D�W�H���L�Q���F�U�H�D�W�L�Y�H���U�H�V�H�D�U�F�K���R�Q���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G��(Preston 

& Steinmann, 2017), t�K�H���J�H�Q�H�U�R�X�V���V�X�S�S�R�U�W���R�I���7�D�U�D�Q�D�N�L���:�K�—�Q�X�L���I�R�U���F�U�H�D�W�L�Y�H���S�U�R�M�H�F�W�V�����S�D�V�W��

�D�Q�G���S�U�H�V�H�Q�W���L�V���D�F�N�Q�R�Z�O�H�G�J�H�G�����D�Q�G���U�H�F�R�J�Q�L�V�H�V���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�¶�V���V�L�J�Q�L�I�L�F�D�Q�F�H���I�R�U���Wangata 

whenua (Buchanan, 2011).  

 
16 More recent examples include Shigeyuki Kihara, her 2021 Quarantine Island series of lenticular photographs featuring 
Mokopuna Island. �0�L�N�H���7�L�Q�J�¶�V������������Mokopuna Island Project a performance piece about the enforced quarantine (1903-04) of 
Kim Lee on Mokopuna Island (Ting, 2015)�����$�O�L�\�D�K���:�L�Q�W�H�U�¶�V��To represent the sex of angels Trans Poetics MFA (Winter, 2017, 
pp. 32-37) featuring To take the waters (2017) a 2017 video performance focused on the internment of Dr. Hjelmar von 
�'�D�Q�Q�H�Y�L�O�O�H�����$�������������Z�D�O�N�L�Q�J���W�R�X�U���R�I���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�¶�V���D�Q�L�P�D�O���T�X�D�U�D�Q�W�L�Q�H���V�W�D�W�L�R�Q���Z�D�V���D�Q���H�[�W�H�Q�V�L�R�Q���R�I���W�K�L�V�� 
17 �1�J�—�W�L���,�U�D�����1�J�—�W�L���7�D�U�D�����0�X�D�X�S�R�N�R�����5�D�Q�J�L�W�D�Q�H���R�W�K�H�U�Z�L�V�H���N�Q�R�Z�Q���D�V���W�K�H���:�K�D�W�R�Q�J�D���S�H�R�S�O�H���D�O�V�R���K�D�G���D���S�U�H�V�H�Q�Fe in Te Whangaui-
a-�7�D�U�D���E�H�I�R�U�H���7�D�U�D�Q�D�N�L���:�K�—�Q�X�L���D�V�V�X�P�H�G���P�D�Q�D���Z�K�H�Q�X�D���E�H�I�R�U�H������������(Love, 2018). 

(fig. 13) Doidge, M. (2020). �0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G. (Jetty and Tokomanga with verse 
�I�U�R�P���µ�.�D���K�X�U�L���D�W�X���D�X�¶) (Komene. K). Courtesy the artist                                                                      
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�7�K�L�V���V�L�J�Q�L�I�L�F�D�Q�F�H���L�V���L�O�O�X�V�W�U�D�W�H�G���E�\���W�K�H���W�R�N�R�P�D�Q�J�D���R�U���H�Q�W�U�D�Q�F�H���D�U�F�K�����7�—�Q�H���7�H���:�D�L�R�U�D�����7�—�Q�H���W�K�H��

life-giver) found near the landing jetty (fig �����������&�D�U�Y�H�G���E�\���,�K�D�L�D���3�X�N�H�W�D�S�X�����7�H���–�W�L���$�Z�D������

Puketapu states “the kaupapa (foundation) of the Island is to care and protect” (Parry, 2016, 

p. 1)�����7�—�Q�H���0�D�K�X�W�D—�D�W�X�D��God of flora and fauna—stands at the apex of the gateway. At its 

base are harbour taniwha Ngake and Whaitaitai, the latter now sentinel at the entrance to Te 

�:�K�D�Q�J�D�Q�X�L���—���7�D�U�D�����$�E�R�Y�H���D�Q�G���E�H�O�R�Z���7�—�Q�H���D�U�H���L�V�O�D�Q�G���L�G�Hntities—�N�R�U�R�U�—�����O�L�W�W�O�H���E�O�X�H���S�H�Q�J�X�L�Q�V����

�D�Q�G���N�—�N�—�U�L�N�L�����U�H�G-crowned parakeets). Importantly, wrapped around Ngake is Te Wheke, the 

octopus, adjacent to a great white shark. Together, they suggest the whakatauki or proverb 

“Kaua e mate wheke, kei mate ururoa”: �'�R�Q�¶�W���J�L�Y�H���L�Q���H�D�V�L�O�\���O�L�N�H���W�K�H���R�F�W�R�S�X�V�����I�L�J�K�W���W�R���W�K�H��

death like the white shark18�����$�V���6�X�S�U�H�P�H���&�R�X�U�W���-�X�V�W�L�F�H���6�L�U���-�R�V�H�S�K���:�L�O�O�L�D�P�V�����1�J�—�W�L���3�Ì�N�H�Q�J�D����

Waitaha, Tapuika) writes in “Lex Aotearoa” (Williams, 2013), for about 700 years Aotearoa 

�Z�D�V���J�R�Y�H�U�Q�H�G���E�\���³�.�X�S�H�¶�V law” or tikanga19�����0�—�W�L�X���D�Q�G���0�—�N�D�U�R���,�V�O�D�Q�G���Z�H�U�H���E�R�W�K���Q�D�P�H�G���E�\��

the eponymous Polynesian navigator Kupe Raiatea for his nieces or daughters (145, 2003, 

p. 17) when both he and wife Kura-�P�—�U�R�W�L�Q�L�����V�D�L�O�L�Q�J���0�D�W�D�K�R�X�U�X�D into Te Whanganui-a-Tara 

(fig. 15 & 16), chased down Te Wheke, Tumu-Ra‘i-Fenna the Queen of the octopi (Ihimaera, 

2020, pp. 317-321) (fig. 15 and fig. 16).  

 
18 �7�K�L�V���Z�K�D�N�D�W�D�X�N�L���D�O�V�R���L�Q�W�U�R�G�X�F�H�V���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�¶�V���S�U�H-�F�R�O�R�Q�L�D�O���S�D�V�W�����L�W�V���N�D�X�S�D�S�D���R�U���I�R�X�Q�G�D�W�L�R�Q���W�K�D�W���'�U���5�D�Q�J�L�K�¯�U�R�D��
�3�—�Q�R�K�R�����1�J�—�S�X�K�L�����1�J�—�W�L���:�K�—�W�X�D�����L�Q���K�L�V�������������E�R�R�N�����µ�0�—�R�U�L���$�U�W�����+�L�V�W�R�U�\�����$�U�F�K�L�W�H�F�W�X�U�H�����/�D�Q�G�V�F�D�S�H���D�Q�G���7�K�H�R�U�\�¶�����F�D�O�O�V���µ�7�H���+�D�Q�D�¶���R�U��
�µ�W�K�H���U�D�G�L�D�Q�F�H�¶—a site-�V�S�H�F�L�I�L�F���Q�R�W�L�R�Q���U�H�I�H�U�H�Q�F�L�Q�J���D���µ�S�U�L�Q�W�H�U�¶�V���S�D�O�L�P�S�V�H�V�W�¶���D���S�D�O�D�H�R�J�U�D�S�K�L�F���D�U�W�H�I�D�F�W���R�U���V�X�U�I�D�F�H���Z�K�H�U�H���R�Q�H���O�D�\�H�U���R�I��
writing is removed and replaced with another�����$���S�U�L�Q�W�H�U�¶�V���S�D�O�L�P�S�V�H�V�W���L�V���Z�K�H�U�H���I�R�X�U���R�U���P�R�U�H���L�Q�N�H�G���S�O�D�W�H�V���D�U�H���S�U�H�V�V�H�G���L�Q�W�R���S�D�S�H�U��
one after the other building up a complete, composite image ���5�D�Q�J�¯�K�L�U�R�D���3�—�Q�R�K�R�����������������S����������.  
19 �µ�7�L�N�D�¶���P�H�D�Q�V���F�R�U�U�H�F�W�����U�L�J�K�W���R�U���M�X�V�W�����D�Q�G���W�K�H���V�X�I�I�L�[���µ�Q�J�D�¶���W�U�D�Q�V�I�R�U�P�V���µ�W�L�N�D�¶��into a noun, thus denoting the system by which 
correctness, rightness or justice is maintained” (Williams, 2013, p. 2) 

(fig. 14) Ihaia Puketapu. (2016). �7�—�Q�H���7�H���:�D�L�R�U�D. Tokomanga, 
�0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G. Courtesy Malcolm Doidge (2020) 
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M�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G���K�L�V�W�R�U�L�F���U�H�V�H�U�Y�H�V��

‘Whakawhiti atu ra�¶—arriving on M�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G—after a 20-minute ferry trip allowed 

three-to-six-hours to visit each day trip. Over three years I came and went thirteen times, 

including a few three-day stopovers in a DOC-�D�G�P�L�Q�L�V�W�H�U�H�G���µ�K�X�W�¶ in 2020. These field trips 

were a core part of my creative project research practice. During this period, I talked with 

�*�H�P�P�D���:�U�L�J�K�W�����1�J�—�W�L���0�D�Q�L�D�S�R�W�R������iwi Kaitiaki (iwi guardian and DOC ranger) and Jeff Hall 

(DOC ranger) as well as iwi members from Massey College of Creative Arts staff about the 

island and my project. Most trips, I visited three sites and collected thousands of digital 

�L�P�D�J�H�V�����7�Z�R���R�I���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�¶�V���K�L�V�W�Rric reserves20�����W�K�H���µ�K�X�P�D�Q���T�X�D�U�D�Q�W�L�Q�H���E�D�U�U�D�F�N�¶��

and ‘maximum �V�H�F�X�U�L�W�\���D�Q�L�P�D�O���T�X�D�U�D�Q�W�L�Q�H���V�W�D�W�L�R�Q�¶���Z�H�U�H���E�X�L�O�W���R�Y�H�U���D�Q�R�W�K�H�U site, the ancient 

�1�J�—�W�L���,�U�D���3�—�����+�D�R�Z�K�H�Q�X�D��(145, 2003, p. 29; Walton & Nester, 2001c, p. 2). The following 

images depict the three historic reserves I visited.  Each of these historic reserves 

contributed interior locations for digital scenographies, including photogrammetry scans, 

360º timelapse videos and ambisonic environmental recordings for post-production as 

binaural21 soundscapes. The maximum security animal quarantine station pig and deer pen 

(fig. 17, middle) contributed the 3D model for the Vestibule, Chapter One, section 1.0. The 

boiler room interior (fig. 17, right) �F�R�Q�W�U�L�E�X�W�H�G���E�L�Q�D�X�U�D�O���D�X�G�L�R�����W�K�H�����'���P�R�G�H�O���D�Q�G���������Û��

timelapse for section 1.3 Phantasmagoria. The human quarantine barrack (fig. 18) 

 
20 I believe �W�K�H���G�H�V�F�U�L�S�W�L�R�Q���µ�K�L�V�W�R�U�L�F���U�H�V�H�U�Y�H�¶���L�V���Q�R�W���V�\�Q�R�Q�\�P�R�X�V���Z�L�W�K���µ�K�H�U�L�W�D�J�H�¶�����$�V���5�D�F�K�H�O���%�X�F�K�D�Q�D�Q���Z�U�L�W�H�V���L�Q���µ�.�R���7�H���7�D�U�D�Q�D�N�L��
�0�D�X�Q�J�D�¶���³�V�R�P�H���3�—�N�H�K�—���U�H�V�H�Q�W���D�Q�\���U�H�P�L�Q�G�H�U�V���R�I���F�R�Q�W�D�F�W���R�U���F�R�Q�I�O�L�F�W���W�K�D�W���P�L�J�K�W���X�Q�V�H�W�W�O�H���F�K�H�U�L�V�K�H�G���V�W�R�U�L�H�V���R�I���I�D�L�W�K�����K�H�U�L�W�D�J�H���R�U��
pioneering decency” (Buchanan, 2018, p. 91).  
21 Binaural audio spatialises recorded ambisonic sound, specifically for headphones to match human ears. It allows for the 
perception of sound to appear to move about the 360º virtual space seen when wearing an HMD. 

(fig.15) Left: �³�7�K�H���F�R�P�L�Q�J���R�I���W�K�H���0�—�R�U�L” 1939-40 William Trethewey 
�D�W���W�K�H���&�H�Q�W�H�Q�Q�L�D�O���(�[�K�L�E�L�W�L�R�Q�����5�R�Q�J�R�W�D�L�����:�H�O�O�L�Q�J�W�R�Q�����5�H�I����������-004298-
F. Alexander Turnbull Library, Wellington, New Zealand. 
�K�W�W�S�������Q�D�W�O�L�E���J�R�Y�W���Q�]���U�H�F�R�U�G�V������������������ 

(fig.16) Right: William Trethewey (2000)         
Matahourua te waka, ko Kupe te Tangata, 
Ko Hine Te Aparangi te wahine. Taranaki 
Wharf, Wellington. Courtesy Malcolm 
Doidge (2022). 
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�F�R�Q�W�U�L�E�X�W�H�G���W�K�H�����'���L�Q�W�H�U�L�R�U���P�R�G�H�O���D�Q�G���������Û���W�L�P�H�O�D�S�V�H���I�R�U��Phantasmagoria section 1.1. 

Finally, the heavy anti-aircraft gun battery emplacement ammunition magazines (fig. 19) 

provided 3D models for the bunker Phantasmagoria, section 1.3. 

 

 

     

 

 

 

  

 

 

 

  

 

 

 

 

(fig. 17) Doidge, M. (2021). �0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G. Left. Former maximum security animal quarantine station. Middle, pig and 
deer pen. Right, boiler room interior. Courtesy the artist.  

(fig. 18) Doidge, M. (2020). �0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G. Right. Human Quarantine Barrack. Left, human quarantine barrack interior 
panorama. Courtesy the artist. 

(fig. 19) Doidge, M. (2022). �0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G. Left. Heavy AA gun emplacement ���7�H���Z�—�K�L���R���W�H���D�K�L���W�L�S�X�D��. Right, ammunition 
magazine interior. Courtesy the artist.                                                                                  
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Of these three sites, two are illustrated in relation to each other.  

1. The former maximum s�H�F�X�U�L�W�\���D�Q�L�P�D�O���T�X�D�U�D�Q�W�L�Q�H���V�W�D�W�L�R�Q�¶�V���S�L�J���D�Q�G���G�H�H�U���S�H�Q���D�Q�G the 

steriliser boiler room (fig. 20, right).  

2. The human quarantine barrack and adjacent maximum security animal quarantine 

station (fig. 20, left).  

 

 

  

 

 

In Chapter Three, section 3.4, I discuss how the act of viewing digital scenographies as 

�S�K�D�Q�W�D�V�P�D�J�R�U�L�D���R�I���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G���K�L�V�W�R�U�L�F���T�X�D�U�D�Q�W�L�Q�H���D�Q�G���G�H�I�H�Qce sites activates two 

public exhibition sites for Inside Arcadia. These site-specific exhibition contexts are 

performative, wearing a VR headset, of the digital scenography of Inside Arcadia, a way of 

‘raising �W�K�H���V�S�H�F�W�U�H�¶���R�I �0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G��historic quarantine and colonial past through the 

immersive mode of a quarantine gothic. I develop my interpretation of this mode in Chapters 

Two and Three, framing this context as a �µ�S�K�D�Q�W�D�V�P�D�J�R�U�L�D�¶���R�U���D���V�X�F�F�H�V�V�L�R�Q���R�I���J�K�R�V�W�O�\��

images. The following section introduces the historic, colonial context for Inside Arcadia. 

 

�$�U�F�D�G�L�D���D�Q�G���W�K�H��A�Q�W�L�S�R�G�H�V��

�7�K�H���H�[�K�L�E�L�W�L�R�Q�¶�V���W�L�W�O�H����Inside Arcadia, is in ironic reference to the 19th century colonisation of 

�$�R�W�H�D�U�R�D���1�H�Z���=�H�D�O�D�Q�G���D�Q�G���H�V�W�D�E�O�L�V�K�P�H�Q�W���R�I���:�H�O�O�L�Q�J�W�R�Q�¶�V��European settlement amongst 

�7�D�U�D�Q�D�N�L���:�K�—�Q�X�L���D�U�R�X�Q�G���������������7�R���S�U�R�Y�L�G�H���K�L�V�W�R�U�L�F�D�O���F�R�Q�W�H�[�W���I�R�U���W�Kis creative work the 

following sections introduce the term ‘a�U�F�D�G�L�D�¶���D�Q�G���H�O�X�F�L�G�D�W�H���R�Q���W�K�H���L�P�S�O�L�F�D�W�L�R�Q�V���R�I���L�W�V���X�W�R�S�L�D�Q��

�R�U�L�J�L�Q�V���I�R�U���$�R�W�H�D�U�R�D���1�H�Z���=�H�D�O�D�Q�G�¶�V���F�R�O�R�Q�L�D�O���K�L�V�W�R�U�\�����7�K�H���V�X�E�M�H�F�W���R�I���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�¶�V��

(fig. 20) Doidge, M. (2021). Left, M�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G���O�R�R�N�L�Q�J��north to Kaiwharawhara from heavy AA site. Right: maximum security 
animal quarantine station and human quarantine barrack. Location of sterilising boiler room and the pig and deer pen indicated.    
Courtesy the artist. 
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history of animal and human quarantine is examined in this context. Ecologist Geoff Park in 

‘Theatre country’, his book on landscape and whenua, argued that Edward Gibbon 

Wakefield, co-founder of the colonising ‘The �1�H�Z���=�H�D�O�D�Q�G���F�R�P�S�D�Q�\�¶�����V�S�R�N�H���G�L�U�H�F�W�O�\���W�R���W�K�H��

colonial conceit of Arcadian renewal.  

Park quoting Wakefield, 

“Arcadia is a place where human beings cooperate with nature to produce a 
richness of ecological variety that would not otherwise exist […] But it could be 
that our very instinct for Arcadia misleads us, fools us into thinking that we can 
recreate the place of our origins”22  (G. Park, 2006, p. 34). 

 

Inside Arcadia inverts the colonising allegory of a pastoral utopia located in the Southern 

hemisphere (Patrick, 1946, p. 744), exploring it �W�K�U�R�X�J�K���D���µ�T�X�D�U�D�Q�W�L�Q�H���J�R�W�K�L�F�¶ IVR experience 

as �D���Y�L�U�W�X�D�O���µ�Q�R�Z�K�H�U�H�¶��comprising four dystopian, digital scenographies. As Sam Trubridge, in 

Expanding scenography writes of Theatre country “[…] the book clearly outlines 

relationships between the colonization of New Zealand and the preoccupations of the theatre 

with scenic practice” (Trubridge, 2013, p. 2). Trubridge goes on to add, ‘the founding 

�U�H�O�D�W�L�R�Q�V�K�L�S���E�H�W�Z�H�H�Q���S�O�D�F�H���D�Q�G���V�S�D�F�H�¶���Z�D�V���V�H�W�W�O�H�U���I�H�D�U���D�Q�G���L�Q�F�R�P�S�U�H�K�H�Q�V�L�R�Q���R�I���W�K�H���G�H�Q�V�H�O�\��

�I�R�U�H�V�W�H�G�����S�U�L�P�R�U�G�L�D�O���Q�D�W�X�U�H���R�I���$�R�W�H�D�U�R�D���1�H�Z���=�H�D�O�D�Q�G�¶�V���H�F�R�O�R�J�\�����3�D�U�N���D�O�V�R���Z�U�L�W�H�V���R�I���W�K�L�V��

vanished landscape,  

“we are a society whose colonial roots lie in as dramatic a demonstration as any 
of our species awesome capacity to remove every trace of nature from an 
ecosystem” (G. Park, 2006, p. 42).   

 

Wellington writer Danyl McLauchlan also identifies a continental gaze, the view from the 

�1�R�U�W�K�H�U�Q���K�H�P�L�V�S�K�H�U�H���W�R�Z�D�U�G�V���$�R�W�H�D�U�R�D���1�H�Z���=�H�D�O�D�Q�G�����D�V���D���F�\�S�K�H�U���R�U���D��naught. This is as 

“an empty signifier, a mysterious and remote utopia for the rest of the world to project its 

fantasies on to” (McLauchlan, 2021).  

�$�U�F�D�G�L�D���R�Y�H�U�Y�L�Hw 

In the 19th century, New Zealand was cast as a pastoral arcadia, a utopian aspiration 

remaking British identity in the South Pacific (B. Smith, 1985, p. 253)�����$�R�W�H�D�U�R�D���1�H�Z��

�=�H�D�O�D�Q�G�¶�V���P�R�G�H�U�Q���S�D�V�W�R�U�D�O���H�F�R�Q�R�P�\���Z�D�V���H�V�W�D�E�O�L�V�K�H�G���P�L�G-19th century following a dramatic 

surge in European immigration. With immigration came disease, quarantine, and ecological 

 
22 Originally published in Edward Gibbon Wakefield, Genius or Charlatan—A Reconsideration, ed. Andrew Mason (Wellington: 
Government Print Publishing Ltd, 1997) Wakefield was referencing an idealised vision of English farm workers before the 
�µ�U�H�Y�R�O�W���R�I���W�K�H���I�L�H�O�G�¶���D���Y�L�R�O�H�Q�W���U�H�D�F�W�L�R�Q���W�R���O�D�Q�G�R�Z�Q�H�U�V���D�Q�G increased mechanisation depriving workers of livelihoods (Arnold, 1981, 
p. 21). 
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destruction. Land wars and settler avarice violently dispossessed indigenous �0�—�R�U�L���R�I��iwi 

�O�D�Q�G���D�Q�G���U�H�V�R�X�U�F�H�V�����0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�¶�V������th century history of human quarantine also 

helped establish a European pastoral economy, reinforced in isolation by the 20th century as 

The maximum security animal quarantine station. In this context, Inside Arcadia is focused 

on the immersive experience of mediating both �0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�¶�V���K�L�V�W�R�U�L�F���T�X�D�U�D�Q�W�L�Q�H��

locations and defence site as digital scenographies. My creative research project is also 

concerned with the emergence of the Covid-19 pandemic linking it to this past. I attend both 

to this history and the contemporary pandemic by inverting colonial arcadian idealism 

through this contemporary dystopian vision, a quarantine gothic.  

�7�K�H���O�D�Q�G���R�I���S�O�H�Q�W�\�����M�X�V�W���Q�R�W���I�R�U���P�D�Q�\��

The concept of arcadia was derived from the classical Greek form of utopia, a “place (topos) 

that is nowhere (outopia) and a good place (Eutopia)” (Johnson, 2006, p. 3). Historically, 

arcadia became an ideal of an 18th century pastoral paradise where Europeans, and in 

particular an English gaze, was directed toward the southern hemisphere as ‘the 

A�Q�W�L�S�R�G�H�V�¶23 (G. Park, 2006, p. 41). Colonising New Zealand was a private venture 

undertaken initially by �µ�7�K�H���1�H�Z���=�H�D�O�D�Q�G���F�R�P�S�D�Q�\�¶. Arcadian idealism was seen amongst 

some colonists as a settler culture aspiring to achieve innate moderation where political 

institutions, including self-government, were unnecessary. Wanting for nothing, southern 

arcadians could live independently, as free agents, without societal injustice (Beattie, 2014). 

This vision �L�V���F�O�R�V�H�U���W�R���V�R�P�H���F�R�Q�W�H�P�S�R�U�D�U�\���Y�L�H�Z�V���R�I���$�R�W�H�D�U�R�D���1�H�Z���=�H�D�O�D�Q�G beginning in the 

mid-1980s. �6�O�D�Y�R�M���ä�L�å�H�N �L�Q���µ�/�L�Y�L�Q�J���L�Q���H�Q�G���W�L�P�H�V�¶���Z�U�L�W�H�V���R�I��this other utopia, The liberal Utopia 

���ä�L�å�H�N����2010, p. 66) where social liberalism and laissez-faire economics are two sides of the 

same coin24. This view is discernible in recent ‘anti-�P�D�Q�G�D�W�H�¶���S�U�R�W�H�V�W�V���D�Q�G���R�F�F�X�S�D�W�L�R�Q�V��

concerned with loss of “Freedoms” (Bollinger, 2022). One colonising legacy of Aote�D�U�R�D���1�H�Z��

�=�H�D�O�D�Q�G�¶�V pastoral economy in the present, relevant to Inside Arcadia, is that this country 

produces enough food to feed 40 million people. “We are a land of plenty, just not for 

many”—up to 95% of this surplus is meat, dairy, fisheries, viticulture, and forestry (Scott, 

2021)—with 99% exported overseas through our ports (Transport, 2019). As a former New 

Zealand trade minister notes of the Covid-19 pandemic “in the past two years, it has been far 

 
23 �7�K�H���S�U�L�P�H���P�H�U�L�G�L�D�Q���L�V���O�R�F�D�W�H�G���D�W���W�K�H���*�U�H�H�Q�Z�L�F�K���R�E�V�H�U�Y�D�W�R�U�\���L�Q���W�K�H���8�Q�L�W�H�G���.�L�Q�J�G�R�P���D�Q�G���µ�W�K�H���D�Q�W�L�S�R�G�H�¶���R�I���W�K�D�W���S�R�O�H���L�Q��
Greenwich (the furthest away point) is a spot off the east coast of Aotearoa��New Zealand (Mitchell, 2021). Greenwich Mean 
Time was established to synchronise the chronometers the Royal Navy used to navigate uncertain longitudes in the 19th 
century. This Imperial system of relative chronometry allowed ships to accurately plot their location on naval charts, relative to 
Greenwich, avoiding what was often a common occurrence, shipwreck (Sobel, 1994). 
24 �7�K�H���1�H�Z���=�H�D�O�D�Q�G���&�R�P�S�D�Q�\���D�V�S�L�U�H�G���W�R���W�K�H���U�D�S�D�F�L�R�X�V���F�R�U�S�R�U�D�W�H���V�W�D�Q�G�D�U�G�V���R�I���5�R�E�H�U�W���&�O�L�Y�H�¶�V���Q�R�W�R�U�L�R�X�V���(�D�V�W���,�Q�G�L�D���&�R�P�S�D�Q�\ 
which nearly bankrupted the British Empire and was dissolved in 1858 (Dalrymple, 2019, p. 233). I was startled to see the 
figure of Robert Clive in the newly restored, stained-�J�O�D�V�V���Z�L�Q�G�R�Z���R�I���¿�W�D�X�W�D�K�L���&�K�U�L�V�W�F�K�X�U�F�K�¶�V���$�U�W���F�H�Q�W�U�H���µ�*�U�H�D�W���+�D�O�O�¶��(formerly 
Canterbury University) celebrated in reference to The New Zea�O�D�Q�G���F�R�P�S�D�Q�\�¶�V���F�R�O�R�Q�L�V�D�W�L�R�Q���R�I���¿�W�D�X�W�D�K�L�����8�Q�V�X�U�S�U�L�V�L�Q�J�O�\�����W�K�H��
capital Wellington is named after Arthur Wellesley aka The Duke of Wellington, of Waterloo fame, who was also The East India 
Compan�\�¶s most successful sepoy General (Dalrymple, 2019, p. 382).  
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better to be a large food exporter like New Zealand […]” but warns if assumptions that 

Covid-19 variants become milder are wrong then, “the economic impact could be far more 

severe than the first pandemic” (Norquay, 2022, pp. 8-9)�����,�U�R�Q�L�F�D�O�O�\�����:�D�N�H�I�L�H�O�G�¶�V���F�R�O�R�Q�L�V�L�Q�J��

arca�G�L�D�Q���µ�K�H�U�L�W�D�J�H�¶���D�S�S�H�D�U�V���V�X�V�F�H�S�W�L�E�O�H���W�R���L�W�V���U�X�W�K�O�H�V�V���H�V�W�D�E�O�L�V�K�P�H�Q�W���R�I���D���S�D�V�W�R�U�D�O���H�F�R�Q�R�P�\��

both in the past and now in the present. The Covid-19 virus is also associated with the 

ecological pressure humans place on wild spaces, inducing global heating (Daszak & 

Amuasi, 2020, pp. 33-40). While the 2019 Parliamentary Commission for the Environment 

report focused on adapting to long-�W�H�U�P���µ�F�O�L�P�D�W�H���F�K�D�Q�J�H�¶25 and its impact on rural 

landscapes (Upton, 2019)�����G�D�L�U�\�L�Q�J���D�O�R�Q�H���D�F�F�R�X�Q�W�V���I�R�U�����������R�I���$�R�W�H�D�U�R�D���1�H�Z���=�H�D�O�D�Q�G�¶�V��total 

methane emissions (Oram, 2021a) �D�Q�G���L�V���F�R�Q�V�L�G�H�U�H�G���W�R���E�H���$�R�W�H�D�U�R�D���1�H�Z���=�H�D�O�D�Q�G�¶�V���O�D�U�J�H�V�W��

climate change problem (Baskett, 2020). In 2022, climate scientist, Professor Jim Salinger, 

noted of Aotearoa���1�H�Z���=�H�D�O�D�Q�G�����³�&�R�P�S�D�U�H�G���Z�L�W�K���W�K�H�����������¶�V�����W�H�P�S�H�U�D�W�X�U�H�V���U�L�J�K�W���Q�R�Z���D�U�H��

one and a half degrees warmer” (Morton, 2022, p. 4). While not the only source of global 

�K�H�D�W�L�Q�J�����J�O�R�E�D�O���P�H�W�K�D�Q�H���H�P�L�V�V�L�R�Q�V���K�D�Y�H���F�R�Q�W�U�L�E�X�W�H�G���R�Q�H���W�K�L�U�G���R�I���W�K�H���(�D�U�W�K�¶�V���Z�D�U�P�L�Q�J���V�L�Q�F�H��

the Industrial revolution (Oram, 2021b). Aotearoa��New Zealand at the 2021 Cop26 UN 

Climate negotiations in Glasgow—alongside 100 nations—signed the Global Methane 

Pledge. This is a commitment to reduce emissions of this potent greenhouse gas by 30 

percent by 2030. Our present reduction target is only one third of that 2030 goal. The 

�(�X�U�R�S�H�D�Q���&�O�L�P�D�W�H���D�J�H�Q�F�\���µ�&�R�S�H�U�Q�L�F�X�V�¶���Q�R�W�H�G���P�H�W�K�D�Q�H���H�P�L�V�V�L�R�Q�V���L�Q�������������K�D�Y�H���µ�V�X�U�J�H�G�¶���D�Q�G 

rated the last seven years globally as the hottest on record (Carrington, 2021). 

�$�R�W�H�D�U�R�D���1�H�Z���=�H�D�O�D�Qd, the land of plenty, has �V�L�Q�F�H���W�K�H�����������¶�V���V�H�H�Q���Z�H�D�O�W�K���F�R�Q�F�H�Q�W�U�D�W�H�G���L�Q��

fewer hands (Rashbrooke, 2021) severely disadvantaging successive generations (John, 

2020) especially during this pandemic (Corlett, 2021). As Chris Trotter observed in Our dark 

shadow�����Z�U�L�W�L�Q�J���D�E�R�X�W���W�K�H�������������µ�0�D�Q�G�D�W�H���S�U�R�W�H�V�W�¶���R�F�F�X�S�D�W�L�R�Q���R�I���3�D�U�O�L�D�P�H�Q�W���J�U�R�X�Q�G�V���D�Q�G��

surrounding streets – �W�K�H���µ�F�R�O�O�H�F�W�L�Y�H���J�R�R�G�¶���R�I���³�Z�H�O�O-heeled, well-housed, well-educated 

beneficiaries of neo-liberal capitalism” means nothing to those who have felt no benefit from 

it (Trotter, 2022). Amidst this Covid-19 pandemic and Government recognition, finally, of 

climate crisis (Adern, 2021), this pandemic strangely represents a hiatus during which 

�:�D�N�H�I�L�H�O�G�¶�V���$�U�F�D�G�L�D�Q���G�H�O�X�V�L�R�Q���K�D�V���U�H�W�X�U�Q�H�G���W�R���K�D�X�Q�W�����,���L�Q�W�H�U�S�U�H�W���W�K�L�V��context as a quarantine 

gothic, one that Inside Arcadia’s IVR mediates as a phantasmagoria26, a spectre of the past 

seen in the present. 

 
25 �,���X�V�H���7�K�H���*�X�D�U�G�L�D�Q���Q�H�Z�V�S�D�S�H�U���W�H�U�P���µ�J�O�R�E�D�O���K�H�D�W�L�Q�J�¶���W�R���U�H�I�H�U���W�R���µ�F�O�L�P�D�W�H���F�K�D�Q�J�H�¶�����7�K�L�V���D�Y�R�L�G�V���F�R�Q�I�X�V�L�R�Q���D�U�R�X�Q�G���F�R�L�Q�L�Q�J���W�K�D�W��
term where an incorrect attribution of it was made to an American Republican party researcher in 2003. (McIntosh, 2019). 
�7�K�H�U�H���L�V���D�Q���H�D�U�O�L�H�U���O�L�N�H�O�\���F�D�Q�G�L�G�D�W�H���L�Q���µ�F�O�L�P�D�F�W�L�F���F�K�D�Q�J�H�¶��(G.Wayne, 2013)  
26 �7�R�P���*�X�Q�Q�L�Q�J�¶�V���(�V�V�D�\��To scan a ghost (Gunning, 2007, p. 107) �G�L�V�V�H�F�W�V���P�R�G�H�U�Q���P�H�G�L�D�¶�V���S�K�H�Q�R�P�H�Q�R�O�R�J�\���R�I���G�L�J�L�W�D�O��
reproduction as a metaphor of the ghostly or phantasm. Phantasmagoria in this context is the virtual image as a modern 
phantom (Maria del Pilar Blanco & Peeren, 2013, p. 202). I develop a more specific notion of phantasmagoria in Chapter 2 after 
introducing it in Chapter 1. 
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(fig. 21) Doidge, M. (2020). �0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G, August 31st. [Panorama]. Human and animal quarantine sites looking south to 
�7�H���Z�—�K�L���R���W�H���D�K�L���W�L�S�X�D (heavy AA battery). Trip # 9. Courtesy the artist. 
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�&�K�D�S�W�H�U��������Inside Arcadia �����)�R�X�U���G�L�J�L�W�D�O���V�F�H�Q�R�J�U�D�S�K�L�H�V������
 

The phantasmagoric figure is a trace or cypher, a naught or absence made almost present 

by one�¶s fear projected as virtual illusion. Like �%�D�X�G�U�L�O�O�D�U�G�¶�V���S�U�H�F�H�V�V�L�R�Q���R�I���V�L�P�X�O�D�F�U�D, a copy 

destabilises �W�K�H���R�U�L�J�L�Q�D�O�¶�V idealism, “to feign to have what one �G�R�H�V�Q�¶�W���K�D�Y�H�´ (Baudrillard, 

1983, p. 2). These phantasmagoria represent corruptions of colonial arcadian idealism. 

Gilles Deleuze in Plato and the simulacrum—writing of �3�O�D�W�R�¶�V���D�O�O�H�J�R�U�\���R�I���W�K�H���F�D�Y�H—argued 

against such idealism providing true knowledge residing in ‘the i�G�H�D�¶��(Deleuze, 1983, p. 49), 

an abstract template for real-world things against which, a good copy—a near likeness of the 

ideal made by humans—is a useful model (the eikon or faithful replica) (C. A. Davies, 2005). 

The following sections discuss four site-�V�S�H�F�L�I�L�F���V�F�D�Q�V���R�I���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G��historic 

quarantine and defence sites. In each, Inside Arcadia’s 3D models are not hyper-realist 

digital copies and assemblages that many photogrammetry practitioners, especially for 

gaming industries, virtual tours and heritage documentation espouse—ideally—as good 

copies (Boer, 2020). Inside Arcadia’s quarantine gothic exhibits weird scale shifts, ruptured 

surfaces and coarsely rendered volumes. These represent degraded surfaces that feature 

scrambled texture maps and jagged mesh geometries. Rachel Wells in Scale in 

Contemporary sculpture notes of such distortion that, instead of the one-step difference 

between the ideal model and its good copy (Wells, 2013, p. 133) there is, as Gilles Deleuze 

in Plato and the simulacrum prefers, an extended range from simple difference to corruption 

that emerges beyond the ideal model or good copy—a continuum of degraded simulacra. 

This is where the ghostly spectacle of the phantasmatic takes liberty with both size and scale 

as a cypher (Deleuze, 1983, p. 52). The copy of a copy that, ad infinitum, regresses with 

omissions and glitches, becoming less recognisable—open to projection—as is the case 

where I have deliberately reduced millions of triangles from raw scans to merely tens of 

thousands. �,�Q���W�K�L�V���S�U�R�F�H�V�V���R�I���P�D�N�L�Q�J���W�K�H���P�R�G�H�O���µ�O�L�J�K�W�H�U�¶���W�K�U�R�X�J�K���G�H�F�L�P�D�W�L�R�Q,27 some models 

are deliberately distorted. However, digital degradation and its iterations also serve 

phantasmagoria by way of allegory where viral mutation is literally a better model for the 

world of SAR-CoV-2 pandemic �W�K�D�Q���3�O�D�W�R�¶�V���L�G�H�D�O�L�V�P of a good copy (Iversen, 2013). In the 

following section, I describe site-specific and poetic contexts for each of these digital 

scenographies, of which three are specifically “Phantasmagoria”. I later enlarge on 

phantasmagoria throughout Chapter Two but give special mention in 2.1.5 

“Phantasmagoria”. My digitally degraded simulacra directly inform the appearance of these 

scenographies. Some models have riven edges, tortured surfaces, or feature a diaphanous 

 
27 Decimation of the 3D model using various software reduces the mapping geometry of 3D models, optimising the time it takes 
�I�R�U���K�D�U�G�Z�D�U�H���W�R���S�U�R�F�H�V�V���W�K�H���P�R�G�H�O�V���Y�L�H�Z�H�G���L�Q���Y�L�U�W�X�D�O���U�H�D�O�L�W�\�����P�D�N�L�Q�J���W�K�H�P���µ�O�L�J�K�W�H�U�¶���X�V�L�Q�J���O�H�V�V���*PU intensive. This is usually an 
iterative process however the problem is now being overcome by more recent game engine design.   
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point-cloud spectrality but, in combination with binaural audio, such degradation is a 

reminder of colonialism from a pre-pandemic past in this radically pandemic-altered present.  

 

���������7�K�H���9�H�V�W�L�E�X�O�H�����$�Q�L�P�D�O���T�X�D�U�D�Q�W�L�Q�H���V�W�D�W�L�R�Q���S�L�J���D�Q�G���G�H�H�U���S�H�Q������

This scene is a staging place, a digital scenography returned to three times during a single 

viewing loop that resets and then repeats. To begin, wearing the HMD, one emerges into the 

�R�S�H�Q�L�Q�J���Y�L�U�W�X�D�O���µ�Y�H�V�W�L�E�X�O�H�¶���K�X�E, an antechamber to three phantasmagoria. Here, a physical 

position on the chalked floor of the gallery installation corresponds to a virtual, digital trigger 

eventually activated by the viewer. After the trigger is tripped in virtual space of the vestibule 

an animated photogrammetry plumb-bob model drops into the virtual scene. This activates 

three digital hotspots on the walls of the animal pen model (fig. 23, right). These hotspots are 

all labelled “QUARANTINE” and are programmed to recognise and track the �Y�L�H�Z�H�U�¶�V gaze 

(fig. 22, right). Upon activation, one hotspot opens at a time, tele-transporting the viewer to a 

�I�U�H�V�K���V�F�H�Q�H�����$���U�H�G���G�R�W���R�U���U�H�W�L�F�X�O�H���L�V���S�R�V�L�W�L�R�Q�H�G���L�Q���W�K�H���Y�L�H�Z�H�U�¶�V���J�D�]�H���W�R���K�H�O�S���W�K�H�P���Z�D�\-find 

three active hotspots on the vestibule walls. After finishing each new scene, the viewer is 

returned to the vestibule hub. Transition between scenographies is analogous to a cinematic 

�µ�F�X�W�¶�����D���S�R�L�Q�W-of-view cut to black and then teleporting to a new scene. Activation of a hotspot 

is signalled by a non-�G�L�H�J�H�W�L�F���µ�E�R�Q�J�¶���V�R�X�Q�G���D�Q�G��the appearance of a coloured slider beneath 

an embossed “QUARANTINE” label referencing plastic embossed labels found in the 

maximum security animal quarantine station (fig. 22, left).  

    

 

 

Hotspot labels and sliders change colour depending on their status—�J�U�H�H�Q���D�P�E�H�U���U�H�G���I�U�R�P��

the New Zealand Covid-19 traffic light system (Daalder, 2021). If a viewer remains in the 

�Q�L�J�K�W���S�D�U�W���R�I���W�K�H���Y�H�V�W�L�E�X�O�H�¶�V���D�F�F�H�O�H�U�D�W�H�G���G�D�\���Q�L�J�K�W���F�\�F�O�H�����W�K�H�V�H���O�X�P�L�Q�H�V�F�H�Q�W���V�O�L�G�H�U�V���K�H�O�S���W�K�H�P��

find an activated hotspot (fig. 23, left). Access to scenographies using hotspots is 

�U�D�Q�G�R�P�L�V�H�G���V�R���Q�R���R�Q�H���V�F�H�Q�H���F�R�U�U�H�V�S�R�Q�G�V���W�R���D���S�D�U�W�L�F�X�O�D�U���K�R�W�V�S�R�W���µ�T�X�D�U�D�Q�W�L�Q�H�¶���O�D�E�H�O�����$�I�W�H�U��

(fig. 22) Doidge, M. (2022). Inside Arcadia. Left, M�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G��maximum security animal quarantine 
station embossed locker labels (2020). Right. A�F�W�L�Y�D�W�H�G���µ�4�8�$�5�$�1�7�,�1�(�¶���K�R�W�V�S�R�W�V���D�Q�G���V�O�L�G�H�U�V���Z�L�W�K���K�H�L�J�K�W��
mapped labels. [HMD screenshot]. Courtesy the artist 
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each scene is visited, it cannot be accessed until all three scenes have been visited. 

Following Brenda Laurel in Computers as Theatre�����W�K�H���µ�H�Q�G���F�D�X�V�H�¶���R�I���W�K�H�V�H���L�Q�W�H�U�D�F�W�L�R�Q�V����

after the duration of a �O�R�R�S�����F�X�O�P�L�Q�D�W�H�V���L�Q���D���µ�T�X�D�U�D�Q�W�L�Q�H���J�R�W�K�L�F�¶���H�[�S�H�U�L�H�Q�F�H���Z�K�L�O�H���L�P�P�H�U�V�H�G���L�Q��

these digital scenographies (Laurel, 2014, p. 57). 

   

 

 

This non-linear system operates like nodes in a hypertext—�U�H�I�H�U�H�Q�F�L�Q�J���(�V�S�H�Q���$�D�U�V�H�W�K�¶�V��

“Textrons” (Ryan, 2015, p. 187)—revealing digital scenographies rather than texts. Exiting 

immersion after removing the HMD, the �µ�H�Q�G���F�D�X�V�H�¶���R�I���W�K�H���L�P�P�H�U�V�L�Y�H���H�[�S�H�U�L�H�Q�F�H���R�I���W�K�L�V��

virtual space is further extended by the physical installation space, the trace left by a 

�Y�L�H�Z�H�U�¶�V��footprints. As mentioned in section 3.4, emphasis on circularity represents a 

physical palimpsest with footprint traces as artefacts, slowly erasing the layers of chalked 

installation play-space but spreading to the floor beyond. Duration for each view-only scene 

does not provide the viewer agency for interaction. This emphasises the non-hierarchical in 

reaction to the gaming industry adaptation of Csikszentmihalyi�¶�V psychological study of flow 

or sustained consciousness focus in a task or flow state. Each non-hierarchical dreamlike 

phantasmagoria rejects this level design context as a digital space for production, i.e., that 

�W�K�H���Y�L�H�Z�H�U���P�X�V�W���E�H���H�Q�J�U�R�V�V�H�G���L�Q���D�F�K�L�H�Y�L�Q�J���W�D�V�N�V���W�R���S�U�R�J�U�H�V�V���W�R���W�K�H���µ�Q�H�[�W���O�H�Y�H�O�¶����Instead, the 

animal quarantine boiler room has a performative duration determining the scene length, 

where an ambisonic recording of me sprinting around the building begins and ends the 

scene with physical exhaustion. There was consideration about whether the inclusion of the 

red dot reticule �µ�E�U�R�N�H���L�P�P�H�U�V�L�R�Q�¶���L�Q���W�K�L�V���V�F�H�Q�H����My view is that wayfinding has long been 

part of immersion practice outside of gaming contexts where clues are given for viewers to 

navigate scenographies�����%�U�H�Q�G�D���/�D�X�U�H�O���D�Q�G���5�D�F�K�H�O���6�W�U�L�F�N�O�D�Q�G�¶�V���&�D�Q�D�G�L�D�Q��Placeholder 

(1993) project was equipped with two hand-held devices, each located and identified in 

virtual space by two dots of light seen through the HMD (Evans, 2018, p. 61). Although 

Laurel was very particular about the illusion of total immersion, she was pragmatic also 

(fig. 23) Doidge, M. (2022). Inside Arcadia, Vestibule. Left. Embossed label hot spot activated. Right. Plumb-bob model 
activated and dropping over digital trigger. [HMD screenshot]. Courtesy the artist.                                                                                                                                               
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about narrative space. I consider this debate pa�U�W���R�I���D�Q���D�U�J�X�P�H�Q�W���D�E�R�X�W���µ�U�H�D�O�L�V�P�¶���L�Q���,�9�5���D�Q�G����

as Ian Haig notes in �$�J�D�L�Q�V�W���U�H�D�O�L�V�P�����7�K�H���E�D�G�O�\���U�H�Q�G�H�U�H�G���S�R�W�H�Q�W�L�D�O���R�I���9�5,  

“VR that has escaped the clutches and more importantly the limitations of 
conventional [gaming] real estate to take us into even stranger, darker, weirder, 
unknown, and unseen spaces is a VR world is worth taking the trouble to 
engage in” (Haig, 2018, p. 50). 

 

Inside Arcadia follows the spirit of this analysis. The Vestibule model is a composite made 

from one corner of the pig and deer pen in the former maximum security animal quarantine 

station. The top section has windows removed. Under the 3D model floor as mentioned in 

section 2.0.2, there are 3D models made from a forklift in the building and tree stumps from 

outside it. The 3D model of the seabed is made from a satellite map of the lower North 

�,�V�O�D�Q�G�����W�H���8�S�R�N�R���R���W�H���L�N�D���D���0�—�X�L�����W�K�H���K�H�D�G���R�I���W�K�H���I�L�V�K���R�I���0�—�X�L�����I�L�J. 24 and 26, right). The 

Greywacke texture maps on it are made from scree found �R�Q���:�H�O�O�L�Q�J�W�R�Q�¶�V���V�R�X�W�K���F�R�D�V�W�����7�K�L�V��

Vestibule hub in virtual space sits directly above M�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G���R�Q���W�K�H��3D mesh of Te 

�8�S�R�N�R���R���W�H���L�N�D���D���0�—�X�L�����U�H�I�H�U�H�Q�F�L�Q�J���.�X�S�H��voyaging narratives and British colonisation of the 

island.  

 

��

��

�,�V�O�D�Q�G�Q�H�V�V��

�3�D�V�V�L�Q�J���W�K�U�R�X�J�K���W�K�H���7�R�N�R�P�D�Q�J�D���X�Q�G�H�U���7�—�Q�H���7�H���:�D�L�R�U�D�����0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G���L�V���U�H�G�R�O�H�Q�W���Z�L�W�K��

�7�D�U�D�Q�D�N�L���:�K�—�Q�X�L���Z�K�D�N�D�S�D�S�D�����J�H�Q�H�D�O�R�J�\�����D�Q�G���D���Z�D�\���R�I���W�K�L�Q�N�L�Q�J���D�E�R�X�W���W�L�N�D�Q�J�D, (what is 

correct), provides a whakatauki (proverb) that Danny Keenan ���1�J�—�W�L���7�H���:�K�L�W�L���$�K�L���.�—�����7�H��

(fig. 24) Doidge, M. (2022). Inside Arcadia. 3D model of Vestibule and �µ�V�H�D���I�O�R�R�U�¶���K�H�L�J�K�W���P�D�S���L�Q��
contour relief showing the lower North Island, T�H���8�S�R�N�R���R���W�H���L�N�D���D���0�—�X�L�����W�K�H���K�H�D�G���R�I���W�K�H���I�L�V�K���R�I��
�0�—�X�L. [GUI screenshot]. Courtesy the artist. 
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�–�W�L�D�Z�D�� translates as moving forward while also thinking back, Haere Whakamua, Hoki 

Whakamuri (Keenan, 1994). This circular, palimpsest-like folding of the past into the present 

(Kimberely, 2015) liberates the past, becoming a pervasive dimension in the present and 

looking to the future (H. Smith, 2009b, p. 12). This context speaks to Paulette Wallace�¶�V��

work—�Z�U�L�W�L�Q�J���R�I���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G���L�Q���K�H�U��post-doctoral research Approaching cultural 

landscapes in post settler societies—when she asked whether there can be a “practice led 

research, which utilises the heritage realities of a small Island in New Zealand as a way of 

opening up […] to questioning and innovation” (Wallace, 2014, pp. 16-17). With 

intensification of both local and global weather events, signals from the Anthropocene are 

further amplified by the current pandemic. Destruction of wild spaces and zoonotic 

transmission28 are linked with an increase in viruses crossing from one species to another, 

eventually adapting to humans as infectious disease (O'Callaghan-Gordo & Antó, 2020). 

L�L�N�H���+�,�9���$�,�'�6�����(�E�R�O�D����hantavirus lung syndrome, and Nipah virus beforehand, these 

zoonotic diseases are the result of large-scale ecological damage where humans encroach 

and then decimate natural spaces, leaving mosaics for disease to spread between species 

(Institute, 2020).  

My early thinking about Inside Arcadia’s digital scenography was influenced by another 

island undergoing restoration. This was Wareamah (Cockatoo) Island in Sydney harbour, a 

maritime site and former prison adjacent to a former quarantine station at Car-rang gel 

(North Head) ("Q-Station," 2021). I visited the island in June 2018 viewing the 21st Sydney 

Biennale.  

 

 

 

�<�D�V�P�L�Q���6�P�L�W�K�¶�V��Drowned river valley installation was site-�V�S�H�F�L�I�L�F���W�R���&�R�F�N�D�W�R�R�� Wareamah 

�,�V�O�D�Q�G�¶�V���H�F�R�O�R�J�L�F�D�O���U�H�V�W�R�U�D�W�L�R�Q���S�U�R�M�H�F�W��(Y. Smith, 2018) (fig. 25). Jackie Bowring wrote of 

 
28 Animal viruses adapt to humans through repeated interspecies infection. Zoonosis is where a virus must acquire sufficient 
mutations to replicate in novel hosts, spreading from one to another then to humans (Sample, 2021). 

(fig. 25) Smith, Y. (2018). Drowned river valley. [Panorama image]. Detail of ceramic mangrove branch installation 
in Wood Drying Room 19, Cockatoo Island, Sydney. Image Malcolm Doidge (2018). Courtesy Yasmin Smith. 
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Cockatoo Island holding �P�H�P�R�U�L�H�V���Z�L�W�K�L�Q���µ�D�E�D�Q�G�R�Q�H�G���K�X�O�N�V�¶���R�I���W�K�H���L�V�O�D�Q�G�¶�V���Y�D�V�W���Q�D�Y�D�O��

hangers (Bowring, 2008, p. 198). There is a significant difference in scale of this Australian 

site relative to M�—�W�L�X���6�R�P�H�V Island, with its built environments being much larger. Looking at 

�<�D�V�P�L�Q���6�P�L�W�K�¶�V���V�O�L�S-cast ceramic simulacra of mangrove branches and timber flotsam, 

placed on the slats of a huge drying complex. I was reminded of slip-casting porcelain blanks 

I made when working for my brother, a potter. These exhibited the same bleached bone 

quality of 3D models I mapped from dead tree trunks (without texture maps). These 3D 

models were placed under the slats and ‘water-�O�L�Q�H�¶���R�I���W�K�H���G�L�J�L�W�D�O���V�K�D�G�H�U���R�I���W�K�H���Y�H�V�W�L�E�X�O�H���K�X�E 

also underfoot (fig. 26, left and right).  

   

 

 

Nine months after the 21st Sydney Biennale, M�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�¶�V���T�X�D�U�D�Q�W�L�Q�H���S�D�V�W���D�Q�G���W�K�H��

present came together when the Covid-19 pandemic arrived and national borders closed 

(Doctor, 2021). When lockdown began on 20th �0�D�U�F�K���������������,���O�R�V�W���D�F�F�H�V�V���W�R���0�—�W�L�X���6�R�P�H�V��

Island. I had time to rethink my digital scenographies as a quarantine gothic, the idea of 

these places as industrial monuments to a quarantine past re-imagined in this present 

pandemic quarantine. Mapping phantasmagoria as digital non-s�L�W�H�V���H�F�K�R�H�G���6�D�P�X�H�O���%�X�W�O�H�U�¶�V��

Erewhon (S. Ballard, 2013), industrial ruins located in a virtual nowhere, like New Zealander 

�.�D�W�H���:�R�R�G�V�¶���V�F�U�H�H�Q-based animated non-sites (Woods, 2012). Her geometries are a non-

site homage to the partnership of Robert Smithson and artist Nancy Holt and, in contrast to 

the wispy point-cloud, site-�V�S�H�F�L�I�L�F���V�S�H�F�W�U�D�O�L�W�\���R�I���8�Q�L�Y�H�U�V�L�W�\���&�R�O�O�H�J�H���/�R�Q�G�R�Q�¶�V���L�Q�W�H�U�D�F�W�L�Y�H��

�D�U�F�K�L�W�H�F�W�X�U�H���O�D�E�¶�V���L�P�P�H�U�V�L�Y�H���X�U�E�D�Q���9�5��The palimpsest (Tveito et al, 2016). The latter is 

�Z�D�U�P�O�\���Q�R�V�W�D�O�J�L�F�����Z�K�L�O�H���:�R�R�G�V�¶���D�Q�L�P�D�W�H�G���J�H�R�P�H�W�U�L�H�V���L�Q�I�H�F�W���Sictorial tourist landscapes like 

x-ray crystallography of virus RNA.����

��

��

(fig.26) Doidge. M. (2018). Inside Arcadia �/�H�I�W�����0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G���W�U�H�H���W�U�X�Q�N�� [Photogrammetry model of trunk without 
texture map] Right. Positioned under vestibule scene model with Greywacke texture of seabed [GUI screenshot].             
Courtesy the artist. 
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���������3�K�D�Q�W�D�V�P�D�J�R�U�L�D�����7�K�H���K�X�P�D�Q���T�X�D�U�D�Q�W�L�Q�H���E�D�U�U�D�F�N��
 

 

 
 
 
 
The digital scenographic and allegorical reference here is human contagion, its historic 

transportation to, and quarantine on, �0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G����I describe allegory in more detail 

in sections 2.1.0, 2.1.2 and 2.1.5.  

Yellow was once the colour of quarantine�����V�W�D�Q�G�L�Q�J���I�R�U���µ�4�¶�����D�Q���L�Q�W�H�U�Q�D�W�L�R�Q�D�O���V�L�J�Q�D�O���I�O�R�Z�Q���I�U�R�P��

the mast signifying shipboard disease. From December 2021, traffic light red, amber, and 

green settings have coloured official response to the incursion of Covid-19 and, 

controversially, the Omicron variant in Aotearoa��New Zealand (McCann, 2021). Yellow is the 

signifier of quarantine in Phantasmagoria: The human quarantine barrack tinting the 

atmosphere of a quarantine gothic (fig. 28, right), beginning midway through the project (fig. 

28, left). Relating to the current pandemic, this fog layer allegorised phantasmagoria as a 

miasma, drawing attention to a colonial legacy of arcadian delusion beginning in London 

where, nearly 200 years earlier (1831-1832) fog was mistakenly considered the medium for 

cholera transmission (in fact a water-borne disease). Earlier epidemics were thought to be 

�V�S�U�H�D�G���E�\���µ�P�L�D�V�P�D�V�¶�����W�K�H���V�W�H�Q�F�K���R�I���G�L�V�H�D�V�H���Z�D�I�W�L�Q�J���R�Q���D���V�P�R�J���F�R�P�E�L�Q�L�Q�J���U�L�Y�H�U���I�R�J���Z�L�W�K���I�R�X�O��

overcrowding and chimney smoke (Souter, 2020), “an atmosphere of disease carried on the 

wings of wind” (Shah, 2020) (fig. 27). In 1840, 2000 non-�0�—�R�U�L���O�L�Y�H�G���L�Q���$�R�W�H�D�U�R�D���1�H�Z��

Zealand but assisted immigration later increased numbers in ‘The New Zealand c�R�P�S�D�Q�\�¶��

settlements of Wellington, Nelson, and New Plymouth, later Dunedin and Christchurch in Te 

Waipounamu, the South Island (Belich, 1988, p. 20). Although The New Zealand company 

became bankrupt - wound up by the Crown in 1858 (145, 2003, p. 81), the non-�0�—�R�U�L��

population continued to grow rapidly, from 20,000 in 1853 to over 250,000 in 1870 (History, 

2014a)�����,�U�R�Q�L�F�D�O�O�\�����W�K�H�V�H���F�R�O�R�Q�L�H�V���Z�H�U�H���I�H�G���E�\���L�Q�G�X�V�W�U�L�R�X�V���K�D�S�Ì���F�D�V�K���F�U�R�S�S�L�Q�J��(145, 2003, 

(fig. 27) Doidge, M. (2021). Inside Arcadia. Phantasmagoria: The human quarantine barrack digital 
scenography [HMD screenshot]. Courtesy the artist. 



35 
 

pp. 267-268). Pressure from immigrants, seeking to acquire what was unobtainable in Great 

Britain—private ownership of farm small-holdings in New Zealand (Jackson, 2020, p. 146)—

�V�D�Z���0�—�W�L�X���,�V�O�D�Q�G���F�R�Q�I�L�V�F�D�W�H�G���E�\���W�K�H��Crown �I�U�R�P���7�D�U�D�Q�D�N�L���:�K�—�Q�X�L�����7�H���–�W�L�D�Z�D�����7�D�Uanaki, 

�1�J�—�W�L���5�X�D�Q�X�L�����D�Q�G���1�J�—�W�L���7�D�P�D�� in 1841 (145, 2003, p. 480). In 1869, �µ�0�—�W�L�X���,�V�O�D�Q�G�¶���E�H�F�D�P�H��

�µ�6�R�P�H�V���,�V�O�D�Q�G�¶�� �:�H�O�O�L�Q�J�W�R�Q�¶�V���T�X�D�U�D�Q�W�L�Q�H���V�L�W�H���I�R�U���V�K�L�S�E�Rard disease (Walton & Nester, 2001b). 

The practice of quarantine, derived from the Italian qurantina giorni, refers to the 40 days 

ships needed to anchor before landing. This began in Europe in the 14th century, when 

Mediterranean coastal cities were vulnerable to epidemics from ship-borne disease ("History 

of Quarantine", 2020). Amidst a burgeoning settler influx, the first quarantine was a 

shipboard smallpox outbreak onboard the “England” in March 1872 (Walton & Nester, 

2001b). Quarantine helped contain epidemics, mainly within the European population29 

(Godfrey, 2021), in both the 19th century and the 20th century influenza pandemic. In total, 

320 people were interred and forty buried on the island, including six victims (McSaveney, 

2007, p. 4) of the 1919 influenza pandemic30. After this, the human quarantine station was 

closed (Manson, 2018).  

�0�L�D�V�P�D����

  

 

 

Michael Buser in The time is out of joint writes of atmosphere in IVR environments as the 

prototypical spatial form of hauntology, “Vague, irrational and indeterminate, they haunt the 

middle ground between subject and object” (Buser, 2017, p. 6). This apt description is 

applicable also to this digital scenography as a combination of point-cloud photogrammetry 

 
29 By the end of the 19th �F�H�Q�W�X�U�\���W�K�H���0�—�R�U�L���S�R�S�X�O�D�W�L�R�Q���K�D�G���K�D�O�Y�H�G���G�X�H���W�R���X�Q�F�R�Q�W�U�R�O�O�H�G���L�Q�I�H�F�W�L�R�X�V���G�L�V�H�D�V�H��(Petousis-Harris, 2016). 
30 During the 1919-20 pandemic, my grandmother was an influenza ward nurse (Wood, 2020) at Thames Hospital in the 
Coromandel. Isabel caught the virus but recovered—after seeing the curtains drawn around her bed—as she was determined 
not to die. She recovered in hospital (Ross, 2015)�����X�Q�O�L�N�H���P�D�Q�\���0�—�R�U�L�����Z�K�R���Z�H�U�H���W�K�H�Q���Z�L�W�K�R�X�W���D�F�F�H�V�V���W�R���K�H�D�O�W�K���F�D�U�H�����7�K�H�L�U��
�G�H�D�W�K���U�D�W�H���Z�D�V���V�H�Y�H�Q���W�L�P�H�V���W�K�D�W���R�I���3�—�N�H�K�—��(Steyn & Binny, 2020, p. 29) �,�Q���������������0�—�R�U�L���D�U�H���������������R�I���W�K�H���S�R�S�X�O�D�W�L�R�Q���E�X�W���D�F�F�R�X�Q�W��
for 32% of Covid-related deaths (Xia, 2021), with mortality �H�[�S�H�F�W�H�G���W�R���E�H���I�R�X�U���W�L�P�H�V���J�U�H�D�W�H�U���W�K�D�Q���3�—�N�H�K�—��(Steyn & Binny, 
2020, p. 34). 

(fig. 28) Doidge, M. (2020).  Inside Arcadia. Phantasmagoria: The human quarantine barrack. Left. 
Coloured fogs and point cloud Barrack scenography in Unity. Right, 2021 model with digital fog and 
360 video timelapse [GUI screenshot]. Courtesy the artist. 
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scan within a 360° video and binaural soundtrack including other features like fog layers (fig. 

28). The 3D model of the human quarantine barrack was enhanced by the point-cloud 

visualiser plug-in 31 (fig. 29). Point-clouds take measurements in virtual space (points on a 

photogrammetry model) and render these as a 3D projection of coloured dots (A. J. 

Sempere, 2015, p. 49). The visualiser enlarges or accentuates these �µ�S�R�L�Q�W�V�¶. The concept of 

miasma influenced my decision to use combinations of fog layers to soften the 360° 

timelapse video of the same interior. This timelapse was a mid-winter dawn-to-dusk 

procession of light through the windows across the floor. The overall atmosphere of this 

digital scenography was spectral, including audio, yellow also emblematic of the physical 

trace of footprints on the yellow-chalked floor. The aesthetic signature of a point-cloud is the 

conceptual appearance of a ghost or phantasm (A. J. Sempere, 2015, p. 59). The point-

cloud visualiser plug-in making this point-cloud more visible (with a larger white dot) also 

gave �W�K�H���P�R�G�H�O���L�W�V���µ�V�K�L�P�P�H�U�¶ (fig. 27). The digital fogs here are predominantly yellow, with 

layers of white and blue-grey, and a block of red framing one door at the end of the model, a 

reference to flesh. The scale of the model in the game engine is slightly larger than life-size. 

An HMD recording with video and audio showing miasma from 2021 can be found here 

�K�W�W�S�V�������\�R�X�W�X���E�H���T���X�D�K���E�]�=�7�Z 

�µ�3�K�D�Q�W�R�P�D�O�L�W�\�¶��

 

 

 

�7�K�H���Q�H�V�W�L�Q�J���W�H�F�K�Q�L�T�X�H���R�I���������Û���W�L�P�H�O�D�S�V�H���Y�L�G�H�R���S�D�Q�R�U�D�P�D���E�H�K�L�Q�G���D���S�K�R�W�R�J�U�D�P�P�H�W�U�\���P�R�G�H�O���L�Q��

virtual space is also repeated within the Phantasmagoria: The Animal quarantine boiler room 

 
31 ‘Plug-�L�Q�V�¶���D�U�H���L�P�S�R�U�W�H�G���F�R�G�H�G���D�S�S�O�L�F�D�W�L�R�Q�V���H�Lther made commercially or by independent enthusiasts. They can modify existing 
game engine features, e.g., the ‘point-cloud visualiser could make the voxel points (white dots) larger.  

(fig. 29) Doidge, M. (2019). Inside Arcadia. Phantasmagoria: The human quarantine Barrack. 
Point cloud visualiser detail. [GUI screenshot]. Courtesy the artist. 
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digital scenography. This digital scenography began with my long interest in British 

hauntology, focused on here through a quarantine gothic, a subset of a New Zealand Gothic 

mode. “Hauntology refers to spectral traces, phantom voices and palimpsestic discourses 

that help construct a way of understanding ourselves and the world” (Tavin, 2005, p. 101). 

The origin of Hauntology was with French philosopher Jacques Derrida who briefly coined 

the term in The spectres of Marx (Derrida, 1994, p. 63) a portmanteau of haunting and 

�R�Q�W�R�O�R�J�\���G�H�V�F�U�L�E�L�Q�J���W�K�H���O�L�Q�J�H�U�L�Q�J���µ�V�S�H�F�W�U�H�¶���R�I���(�X�U�R�S�H�D�Q���F�R�P�P�X�Q�L�V�P���D�I�W�H�U������������(Menand, 

2018, p. 17). Merlin Coverley in Hauntology ghosts of futures past writes that hauntology, 

since Derrida, became “a shorthand for ways in which the past returns to haunt the present” 

(Coverley, 2020, p. 7). The dawn-to-�G�X�V�N���������Û���W�L�P�H�O�D�S�V�H�V��embedded here and in the boiler 

room scenography also represent a hauntological trope of ‘time out of �M�R�L�Q�W�¶��  

 

 

  

Sarah Blackman writes of hauntology paired with the gothic (Blackman, 2019, p. 35) that 

hauntological analysis has also entered into the discourses of film, photography, and 

television (Blackman, 2019, p. 34)�����'�H�U�U�L�G�D���W�D�O�N�H�G���R�I���O�H�Y�H�O�V���R�I���µ�S�K�D�Q�W�R�P�D�O�L�W�\�¶���L�Q���F�L�Q�H�P�D�����L�W�V��

““grafts” of spectralities” that “inscribes traces of ghosts on a general framework, the 

projected film, which is itself a ghost” (Baecque & Jousse, 1998, p. 27). In my immersive 

360° context, these digital timelapse videos are grafted onto this spectral IVR medium by 

being projected onto the interior of a panoramic sphere in the game engine (fig. 30). A full 

description of this process can be found in the Technical Appendix section �������Û���W�L�P�H-lapse 

video. As t�L�P�H�O�D�S�V�H���U�H�S�U�H�V�H�Q�W�V���K�D�X�Q�W�R�O�R�J�\���D�Q�D�O�R�J�R�X�V���Z�L�W�K���'�H�U�U�L�G�D�¶�V���6�K�D�N�H�V�S�H�D�U�H�D�Q���D�O�O�X�V�L�R�Q��

“the time is out of joint” (Derrida, 1994, p. 61), this is a way of directing attention to the past 

�H�U�X�S�W�L�Q�J���L�Q�W�R���µ�R�X�U�¶���W�L�P�H�����,���D�P���W�K�L�Q�N�L�Q�J���K�H�U�H���R�I���D������st century interpretation of 18th and 19th 

century panoramic technology that Lisa Reihana also referenced and animated with a bank 

of five serial projections (Thomas, 2017). Appropriating the interior of the quarantine 

(fig. 30) Doidge, M. (2019). Inside Arcadia. Phantasmagoria: The human quarantine Barrack. �������Û��
timelapse video lighting [HMD Screenshot]. Courtesy the artist. 



38 
 

barracks as an opportunity for a point-cloud treatment of the 3D model created a shimmer 

that was in sympathy with a binaural soundtrack, unlike the dramatic chiaroscuro lighting of 

the animal quarantine boiler room scene. The barrack point-cloud is a diaphanous 

atmosphere with homogenous consistency gently interrupted by a subtle mid-�Z�L�Q�W�H�U���G�D�\-

night timelapse. This flutters through the interior, a faintly looping palimpsest threading the 

scene. This treatment of space was discussed earlier in section 2.1.4 and as the phantom 

subjective, supporting the idea of a quarantine gothic in section 2.1.1, 2.1.3 as a spectral 

allegory for this Covid-19 pandemic. I refer here to the etymology of phantasmagoria that 

combines phantasma (phantom) and agoreuein (to speak in public) based on the model of 

allegory (Castle, 1988, p. 29). Speaking allegorically and aurally in this scene is the 

�D�P�E�L�V�R�Q�L�F���V�R�X�Q�G�W�U�D�F�N�����7�K�L�V���L�V���R�Q�H���R�I���W�Z�R���U�H�F�R�U�G�H�G���U�H�D�G�L�Q�J�V���,���P�D�G�H���Z�L�W�K���D�F�W�R�U���V�L�Q�J�H�U��

�9�D�Q�H�V�V�D���6�W�D�F�H�\�����1�J�D�W�L���.�X�L�D���7�H���–�W�L���D�Z�D�����X�V�L�Q�J���D�Q���D�P�E�L�V�R�Q�L�F���P�L�F�U�R�S�K�R�Q�H���L�Q���0�D�V�V�H�\�¶�V���Y�R�L�F�H��

recording booth. The work Vanessa voiced was a ‘viz-�S�R�¶�����Y�L�V�X�D�O��poetry) work of mine called 

Meum et Tuum (2017) (fig. 31, left). This was originally a contribution to the Performing, 

writing symposium (Ao & Munnelly, 2017), on M�—�W�L�X���6�R�P�H�V��Island, part of the 2017 

Performance Arcade.  

 

 

    

Meum et Tuum (what is yours and what is mine) is an ancient, medieval English legal phrase 

at the root of English common law. The writing references the confiscation of M�—�W�L�X���6�R�P�H�V��

Island by the Crown. The typewritten quote from Michel de Certeau in The practice of 

everyday life (Certeau, 2002, p. 107) was digitally transferred to a screenshot from a google 

�V�D�W�H�O�O�L�W�H���P�D�S���R�I���0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G. This recontextualised Neo-geography palimpsest 

(fig. 31) Doidge, M. (2017). Turn Two: Performing, writing Symposium Left. Meum et Tuum. [Adobe 
photoshop visual poetry]. Right. Tweet of �I�U�R�W�W�D�J�H���U�X�E�E�L�Q�J��from �0�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G fence post on butter 
paper [cell phone screenshot]. Courtesy the artist. 
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illustrated the wreckage of colonialism, in line with Craig Owens�¶ observation ‘the allegorist 

does not invent images but confiscates them�¶ (Owens, 1980, p. 69) or adds another layer of 

meaning. In 2017, my intention was to explore �0�—�W�L�X���6�R�P�H�V Island as representing a 

palimpsest, an assemblage with a base layer, the kaupapa of �.�X�S�H�¶�V���/�D�Z�����W�K�H���I�R�X�Q�G�D�W�L�R�Q��as 

described by �-�X�V�W�L�F�H���-�R�V�H�S�K���:�L�O�O�L�D�P�V���D�Q�G���5�D�Q�J�¯�K�L�U�R�D���3�—�Q�R�K�R���L�Q���W�K�H��Orientations section. 

The google satellite imagery reflected my then understanding of a palimpsest—similar to 

�3�—�Q�R�K�R—�Z�K�H�U�H���K�H���U�H�I�H�U�H�Q�F�H�G���0�D�U�N���*�U�D�K�D�P�¶�V���X�V�H���R�I���W�K�H���S�D�O�L�P�S�V�H�V�W���P�H�W�D�S�K�R�U���I�R�U���K�L�V��

concept of neogeography concerning appropriating and layering satellite imagery and data 

(Graham, 2009). Unlike the Vestibule scenography, all three phantasmagoria are ‘view only�¶. 

This means IVR level design deliberately eliminates virtual interaction like assigning tasks or 

the option to exit the scene, lest a hierarchy of achievement distracts from the disembodied 

experience of immersion. I discuss this context in section 2.0.1 Forget the body, be a ghost 

instead. The duration of this Inside Arcadia phantasmagoria builds over 170 seconds, and its 

cessation is abrupt. Two lingering field recordings of metallic clangs, like rattling carcasses 

of a colonial past, briefly overshoot the fade to black. I structured and filtered Vanessa 

�6�W�D�F�H�\�¶�V���R�U�L�J�L�Q�D�O���Y�R�L�F�H���Z�R�U�N���W�R���S�U�R�G�X�F�H���Z�K�D�W���'�D�Y�L�G���7�R�R�S���G�H�V�F�U�L�E�H�G���D�V���D��Sinister resonance 

(Toop, 2011). This voice work was digitally layered and �µ�M�L�W�W�H�U�H�G�¶�����E�U�R�N�H�Q���X�S������In filmic terms, 

a non-diegetic voice recording by Vanessa presents a stutter mix of her reading Meum et 

Tuum, an auditory fragmentation suggesting time, hauntologically speaking, is out of joint. 

This mix also contains distorted M�—�W�L�X���6�R�P�H�V���I�L�H�O�G���U�H�F�R�U�G�L�Q�J�V���D�Q�G���D���G�L�J�L�W�D�O���V�\�Q�W�K�H�V�L�V�H�U static 

�µ�I�X�]�]�¶���W�K�D�W���H�P�X�O�D�W�H�V���W�K�H���V�F�H�Q�H�¶s atmospheric shimmer (fig. 32)32. The sound of a static build-

up and release ending in metallic overshoot was made using a digital synthesiser in Reaper 

digital audio workstation (DAW).  

 

 

 
32 �7�K�H���V�\�Q�W�K�H�V�L�V�H�G���H�O�H�F�W�U�R�Q�L�F���µ�E�X�]�]�¶���Z�R�Y�H�Q���L�Q�W�R���D���V�W�X�W�W�H�U�L�Q�J���Y�R�L�F�H���W�U�D�F�N mimicked the visual digital shimmer of the point-cloud 
�P�R�G�H�O���L�Q���W�K�H���µ�K�X�P�D�Q���T�X�D�U�D�Q�W�L�Q�H���E�D�U�U�D�F�N�¶���V�F�H�Q�R�J�U�D�S�K�\�����6�H�H���&�K�D�S�W�H�U���2�Q�H�����S�����������I�R�U���D���O�L�Q�N���W�R���W�K�H���U�H�F�R�U�G�L�Q�J�� 

(fig. 32) Doidge, M. (2021). Inside Arcadia. Phantasmagoria: The human quarantine Barrack. [HMD 
screenshot]. Courtesy the artist. 
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Rather than emphasise the binaural spatial quality of the original ambisonic recordings as 

multiple ambisonic tracks, I rendered all audio in stereo so that there was a blanket affect, 

�L���H�������W�K�H���V�R�X�Q�G�W�U�D�F�N���Z�D�V���F�D�U�H�I�X�O�O�\���H�G�L�W�H�G���W�R���F�R�P�S�O�H�P�H�Q�W���W�K�H���µ�V�K�L�P�P�H�U�¶���Rf the point-cloud in 

this scene positioned in the middle of the 3D model (fig. 32). My decision to nest a point-

cloud 3D model within a 360° panoramic timelapse became especially integrated here when 

enveloped in this sonic, environmental texture, blanketing the point-�F�O�R�X�G�¶�V���Y�L�V�X�D�O���V�K�L�P�P�H�U����

One poetic interpretation of this experience, reported to me from a Performance Arcade 

experience, was a perception of the yellow fog—representing miasma—becoming darkened 

as the synthesi�V�H�G���V�R�X�Q�G���R�I���W�K�H���H�O�H�F�W�U�L�F���G�L�V�F�K�D�U�J�H���R�U���µ�E�X�]�]�¶���L�Q�F�U�H�D�V�H�G�����7�K�L�V���Z�D�V���S�X�U�H�O�\ an 

individual, phenomenological interpretation as the colour value of the digital fog did not 

change. A full description of this audio process can be found in the Technical Appendix.  

 

���������3�K�D�Q�W�D�V�P�D�J�R�U�L�D�����7�K�H���D�Q�L�P�D�O���T�X�D�U�D�Q�W�L�Q�H���E�R�L�O�H�U���U�R�R�P��
 

  

 

The scenographic and allegorical reference is the colonial establishment and continued 

�G�R�P�L�Q�D�Q�F�H���R�I���V�H�W�W�O�H�U���S�D�V�W�R�U�D�O�L�V�P���L�Q���$�R�W�H�D�U�R�D���1�H�Z���=�H�D�Oand. In 2006, Geoff Park in ‘Theatre 

country’ looked with apprehension toward 2020 and mused prophetically on what response 

�³�Q�D�W�X�U�H�¶�V���U�X�W�K�O�H�V�V���O�D�Z�V�´���P�L�J�K�W���W�D�N�H���U�H�J�D�U�G�L�Q�J���W�K�H���J�O�R�E�D�O���V�F�D�O�H���R�I���K�D�E�L�W�D�W���G�H�V�W�U�X�F�W�L�R�Q��(G. Park, 

2006, p. 70). �$�R�W�H�D�U�R�D���1�H�Z���=�H�D�O�D�Q�G�¶�V���V�K�R�U�W��human history of the Holocene (Louys, Braje, & 

Chang, 2021, p. 1) is one of rapid human encroachment on an oceanic ecology marking the 

end of seventy million years of isolation and the eventual destruction of most wild spaces (G. 

Park, 1995, p. 13). Had Park lived another decade, he would have witnessed the abrupt 

arrival of Covid-19 in 2020. Human quarantine became a collective imperative, revived by a 

national border closure in March 2020. Restrictions lasted for a sustained period until July 

(fig. 33) Doidge, M. (2022). Inside Arcadia Phantasmagoria: The animal quarantine boiler room. [HMD 
Screenshot]. Courtesy the artist.                                                                                                                 



41 
 

2022 when all borders, including maritime, opened to visa holders. By contrast, border 

control in the 1870s saw the Crown offer free passage to immigrants including unionised, 

�%�U�L�W�L�V�K���D�J�U�L�F�X�O�W�X�U�D�O���O�D�E�R�X�U�H�U�V���Z�D�Q�W�L�Q�J���W�R���I�U�H�H�K�R�O�G���I�D�U�P�V���L�Q���$�R�W�H�D�U�R�D���1�H�Z���=�H�D�O�D�Q�G�����0�D�Q�\���Z�H�U�H��

escaping deepening economic crisis and a failed ‘r�H�Y�R�O�W���R�I���W�K�H���I�L�H�O�G�¶���I�R�X�J�K�W���D�J�D�L�Q�V�W���L�Q�F�U�H�D�V�H�G��

mechanisation and growing rural impoverishment in Britain (Arnold, 1981, p. 48). Between 

1871 and 1880, the total number of assisted immigrants was over 100,000. The highest level 

of net migration was in 1874 with 32,000 immigrants (History, 2014b). This phantasmagoria 

is symbolic of that influx, the animation of the photogrammetry ships-chain model in this 

scene is not so literal.  I had read earlier that some iwi considered islands to be umbilically 

tethered to Papat�Ì�—�Q�X�N�X�¶�����W�K�H���0�—�R�U�L���H�D�U�W�K���P�R�W�K�H�U, floating on an oceanic amniotic sac. I 

never could find that reference again. My unreliable narration turned to instead to immigrant 

ships, tethered to the flooded valley floor of Te Whanganui-a-Tara. Ships also arrived with 

the infectious, quarantined alongside a prison hulk holding Parihaka prisoners clustered 

about M�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�����,�P�P�L�J�U�D�Q�W�V, however, got to ‘swallow t�K�H���D�Q�F�K�R�U�¶���D�Q�G���J�R���D�V�K�R�U�H����

some to settle perhaps on land taken from those same prisoners (fig. 33).  

Entering this phantasmagoria wearing the HMD, t�K�H���V�K�L�S�¶�V���F�K�D�L�Q���D�Q�L�P�D�W�L�R�Q���µ�Z�H�L�J�K�V���D�Q�F�K�R�U�¶��

moving slowly upward, an ascent coinciding with the beginning of a single ambisonic 

recording of running. The animal quarantine boiler room is in the centre of the building 

complex and the ambisonic recording captured myself sprinting around this internal 

perimeter, past all the animal pens, until exhausted. My initial idea of for phantasmagoria 

�Z�D�V���R�I���D���P�H�W�D�S�K�R�U�L�F�D�O���µ�F�U�\�S�W�¶�����W�K�H���W�\�S�H���D�V�V�R�F�L�D�W�H�G���Z�L�W�K��‘the palimpsest of the mind�¶ or 

spectralisation of the self (Dillon, 2013, p. 33). This introduced the idea of running as a 

performative action, an audio recording �R�I���D���µ�V�S�H�F�W�U�D�O���V�H�O�I�¶��determining the duration of the 

scene. This scene is the only one where the HMD viewer�¶�V���S�K�\�V�L�F�D�O���U�H�I�H�U�H�Q�F�H���W�R���D���I�O�R�R�U���O�H�Y�H�O��

plane, underfoot, has been removed. This presents a phantom subjective, a point-of-view 

(POV) floating in virtual space. An important contribution to this scene�¶s gothic atmosphere is 

a strong directional light, tracking in an infinity loop �’ . This glitching light and shadow play 

illuminates a chiaroscuro of scrambled textures mapped onto the model�¶s surface, a gothic 

mode throwing into relief the fractured, decimated surfaces of bad maps like repressed 

settler memory. Nikos Papastergiadis, in Arcadia and imagined histories, writing of Lisa 

Reihana and in pursuit of Venus [infected] (2017), noted in this vein, 

“Between memory and imagination is the difference between excavating the old 
and bringing forth the new […] but what if an artist starts making new 
memories? […] what if the artist is using their imagination towards a possible 
past? (Papastergiadis, 2017, p. 23). 
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�7�K�H���S�K�D�Q�W�D�V�P�D�J�R�U�L�D���µ�E�R�L�O�H�U���U�R�R�P�¶���G�L�J�L�W�D�O���V�F�H�Q�R�J�U�D�S�K�\���U�H-imagines animal quarantine and 

colonisation as �L�Q�G�X�V�W�U�L�D�O���µ�U�X�L�Q�¶�����7�K�H���V�L�W�H�����Z�K�L�O�H���S�U�H�V�H�U�Y�H�G���D�V���D���K�L�V�W�R�U�L�F���O�R�F�D�W�L�R�Q�����L�V���P�D�G�H��

subject to allegory by �������Û��mediation of its interior in the context of a zoonotic pandemic. 

�7�K�L�V���S�O�D�\���R�I���O�L�J�K�W���D�Q�G���G�D�U�N�����D���S�R�O�L�W�L�F�R���H�F�R�Q�R�P�L�F��chiaroscuro is—in this context—

fragmentation and bricolage reminiscent of ruin described in ‘On the possibility of life in 

�F�D�S�L�W�D�O�L�V�W���U�X�L�Q�V�¶����where Anna Tsing argued the following in Mushroom at the end of the world,  

“To write a history of ruin, we need to move broken bits of many stories and to 
move in and out of many patches. In the play of global power, indeterminate 
encounters are still important” (Tsing, 2015, p. 303). 

 

Ruin was also a conceit of the British Empire in the 19th century, a cliché that it would one 

day rise again through colonisation after its eventual demise (fig. 34). In 1870, that meant 

transplanting a pastoral economy—already traumatised in Britain by industrialisation—

elsewhere. 

  

 

Inside Arcadia appropriates this fictional colonising gaze afar from The New Zealander by 

Gustave Doré, an allegory of ruin that, in 1870, emigrants banked on this vision for a 

colonising future. Empire looking to establish a southern arcadia was then reaching for this 

antipodean inheritance. Civilisations are “born, flourish and decay” (B. Smith, 1985, pp. 251-

252) – an idea expressed by Secretary at War, poet, historian, Thomas Babbington 

Macaulay. He forecast the day when the then newly rebuilt London (1840) would lie in ruin – 

a view considered clichéd even at the time (Ribner, 2015, p. 84), 

(fig.34) Gustave, D. & Blanchard, J. (1872). The New Zealander. 
[Engraving]. The Auckland Public Libraries Heritage Collections. 
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“[…] some traveller from New Zealand shall, in the midst of a vast solitude, take 
�K�L�V���V�W�D�Q�G���R�Q���D���E�U�R�N�H�Q���D�U�F�K���R�I���/�R�Q�G�R�Q���%�U�L�G�J�H���W�R���V�N�H�W�F�K���W�K�H���U�X�L�Q�V���R�I���6�W�����3�D�X�O�¶�V�´ 
(Macaulay, 1840).  

 

�-�D�F�N�L�H���%�R�Z�U�L�Q�J���Z�U�L�W�H�V���R�I���µ�7�K�H���1�H�Z���=�H�D�O�D�Q�G�H�U�¶, �µ�K�H�¶���L�V���D�O�V�R���0�—�R�U�L33, a context lacking any 

contemporary respect for gender identity (Bowring, 2008, p. 196). This allegory is a Victorian 

gothic trope, a (male) beholder confronting the sublime of London as ruin (Woodward, 2001, 

pp. 1-2) while exhibiting a posture of cultivated awe (Ribner, 2015, p. 76). As Robert Mighall 

�L�Q���µ�+�L�V�W�R�U�\���D�V���Q�L�J�K�W�P�D�U�H�¶���Z�U�L�W�H�V�����³�L�G�H�Q�W�L�I�L�H�G���D�V���P�R�G�H�U�Q�����K�H���L�V���L�Q���D���S�R�V�L�W�L�R�Q���W�R���F�R�P�S�D�U�H���W�K�H���S�D�V�W��

with the present” (Mighall, 2003, p. 9)�����µ�7�K�H���1�H�Z���=�H�D�O�D�Q�G�H�U�¶���Z�D�V���9�L�F�W�R�U�L�D�Q���(�Q�J�O�D�Q�G�¶�V���I�D�Q�W�D�V�\��

of culturally assimilated �0�—ori (B. Smith, 1985, p. 252), a visitor from a fictional New Zealand 

of the future34. �'�R�U�p�¶�V���H�Q�J�U�D�Y�L�Q�J���S�R�U�W�U�D�\�V���U�X�L�Q�H�G���/�R�Q�G�R�Q���D�V���D���P�R�Q�X�P�H�Q�W�D�O���V�D�U�F�R�S�K�D�J�X�V���W�R��

Empire, a ‘tomb with a view�¶ in some future Grand Tour, like the wealthy of Europe who once 

toured ancient Greek and Roman ruins and pilfered antiquities they then imitated, cultivating 

an aesthetic of ruins in their private parks and collections (Stewart, 2000, p. 107). This 

activit�\���I�R�U�P�H�G���D���W�K�H�R�U�\���R�I���µ�V�R�F�L�D�O���X�Q�G�X�O�D�W�L�R�Q�¶���S�U�R�G�X�F�L�Q�J��this allegory for English colonisers 

illustrating the end—someday—�R�I���(�Q�J�O�D�Q�G�¶�V�����F�R�O�R�Q�L�V�L�Q�J�����U�H�D�F�K���E�X�W���D�O�V�R��foreshadowing its 

subsequent renewal. This Victorian hubris, casting New Zealand as a southern arcadia, 

reinvents �0�—�R�U�L���D�V���W�K�H���(�Q�J�O�L�V�K�P�D�Q���R�I���W�K�H���I�X�W�X�U�H�����I�L�J. 34). The historical reality was instead a 

�S�U�R�J�U�D�P�P�H���R�I���F�X�O�W�X�U�D�O���H�U�D�V�X�U�H���D�Q�G���D�W�W�H�P�S�W�H�G���µ�O�L�Q�J�X�L�V�W�L�F���D�Q�Q�L�K�L�O�D�W�L�R�Q�¶���G�L�U�H�F�W�H�G���E�\���W�K�H���&�U�R�Z�Q��

�W�R�Z�D�U�G�V���7�H���5�H�R�����0�—�R�U�L���O�D�Q�J�X�D�J�H�����D�Q�G���W�L�N�D�Q�J�D���0�—�R�U�L�����F�X�V�W�R�P�V�����R�Yer generations ���.�—�U�H�W�X����

2008, p. 90) through to the present day. Haunting is a key word for a quarantine gothic. The 

New Zealander haunts implicitly, the ghost of a remaindered future from a racist past 

(Coverley, 2020). As Jacques Derrida wrote in Spectres of Marx, “haunting is historical” but 

�µ�Q�R�W���G�D�W�H�G�¶��(Derrida, 1994, p. 3). Inside Arcadia’s vision of a quarantine gothic for this 

phantasmagoria returns to haunt the present with decimated fragments, a time-out-of-joint 

timelapse representing historical slippages��omissions made by the Crown or ‘forgetfulness�¶ 

t�K�D�W���K�L�V�W�R�U�L�D�Q���5�D�F�K�H�O���%�X�F�K�D�Q�D�Q���F�D�O�O�V�����µ�W�K�H���G�H�P�H�Q�W�L�D���Z�L�Q�J���R�I���K�L�V�W�R�U�\�¶��(Buchanan, 2007).  

My digital assemblages reflect the disorientation of being lost on a journey, The most 

disconcerting affect through immersion in the boiler room scene is how the floor drops away 

when opening the scene (fig. 35). 

 
33 In common use amongst Europeans at the time. After a mutiny aboard the immigrant ship ‘Jane G�L�I�I�R�U�G�¶���L�Q���������������D���P�D�Q��
�³�W�D�W�W�R�R�H�G���D�I�W�H�U���W�K�H���0�—�R�U�L���V�W�\�O�H�´���Z�D�V���L�G�H�Q�W�L�I�L�H�G���D�V���³�W�K�H���1�H�Z���=�H�D�O�D�Q�G�H�U�´��(Brett, 1984, p. 19).  
34 �7�K�H���L�P�D�J�L�Q�D�U�\���O�L�Y�H�V���R�I���-�D�P�H�V���3�À�Q�H�N�H �E�\���7�L�Q�D���0�D�N�H�U�H�W�L���L�V���D�O�V�R���D���I�L�F�W�L�R�Q�D�O���G�H�S�L�F�W�L�R�Q���R�I���D���µ�1�H�Z���=�H�D�O�D�Q�G�H�U�¶���D���0�—�R�U�L���P�D�Q���L�Q��
Victorian England where, “I went from the untamed savage land to the great dome of civilisation” (Makereti, 2018, p. 290). 
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This immersive virtual experience is deliberate, �H�P�S�K�D�V�L�V�L�Q�J���W�K�H���µ�S�K�D�Q�W�R�P���V�X�E�M�H�F�W�L�Y�H�¶���R�I��

immersion using an HMD to place the viewer in the improbable position that filmmaker 

�+�D�U�X�Q���)�D�U�R�F�N�L�����L�Q���µ�S�K�D�Q�W�R�P���L�P�D�J�H�V�¶���G�H�V�F�U�L�E�H�V���D�V���D���µ�I�O�\���R�Y�H�U�¶��(Farocki, 2004 p. 17). This 

affect is disorienting in a way that, by analogy, makes a parallel with dementia, a ‘where-am-

I�¶ confusion of the almost familiar �H�P�S�K�D�V�L�V�L�Q�J���X�Q�U�H�D�G�D�E�O�H���V�X�U�I�D�F�H�V���L�Q���W�K�H���V�F�H�Q�H�¶�V���Y�L�V�X�D�O��

fragmentation (fig. 35). Heavily decimated models and mis-matched texture maps reinforce 

bewilderment with a glitching illumination of the 3D model, all set against a panorama 

looping a dawn-to-dusk 360° timelapse made inside the boiler room. Later I attended a talk 

by sculptor Brett Graham ���1�J�—�W�L���.�R�U�R�N�L���.�D�K�X�N�X�U�D�����7�D�L�Q�X�L�� presenting an edited installation 

of his extraordinary 2021 sculptural installation ‘Tai Moana Tai Tangata abridged for the 

Wellington City Art Gallery, discussed in section 1.3. I was struck by the care Graham had 

taken with lighting staging the scale of his monumental works in the smaller City Art gallery 

spaces, his practice resonated with my own lighting treatment of the animal quarantine boiler 

room digital scenography. The atmospheric mood emphasised �W�K�H���P�R�G�H�O�¶�V���M�D�J�J�H�G���U�H�O�L�H�I, 

casting long, drifting shadows as an animated virtual, directional spotlight looped �D���������f���S�D�W�K��

in another infinity �’  shape. A glitching light with shadow play illuminated a chiascuro of 

scrambled textures contributing to this scene�¶s quarantine gothic atmosphere punctuated 

with crepuscular moments (fig. 35 and 36). 

(fig. 35) Doidge, M. (2022). Inside Arcadia. Phantasmagoria: The animal quarantine boiler room. [HMD 
Screenshot].  Courtesy the artist. 
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As mentioned�����W�K�H���V�K�L�S�¶�V���F�K�D�L�Q���D�Q�L�P�D�W�L�R�Q���µ�Z�H�L�J�K�V���D�Q�F�K�R�U�¶ (fig. 33 and 36) coinciding with the 

beginning of a single ambisonic recording. The sense of flight or panicked escape 

acknowledges a fear of invisible viral pathogens requiring a host in order to replicate. 

Pathogens may also jump species as in the viral hijack of zoonosis as humans encroach on 

wild spaces (Eckert & Giger, 2021, pp. 9-16). Zoonosis is an anthropogenic global event 

(O'Callaghan-Gordo & Antó, 2020) within this pandemic—the culmination of people 

destroying wild habitats (Services, 2021) then industrially farming that land (Institute, 2020). 

�*�H�R�I�I���3�D�U�N���Z�U�R�W�H���R�I���W�K�H���(�X�U�R�S�H�D�Q���F�R�O�R�Q�L�V�D�W�L�R�Q���R�I���$�R�W�H�D�U�R�D���1�H�Z���=�H�D�O�D�Q�G�����³�7�R�R���P�D�Q�\��

settlers, too little flat land” (G. Park, 2006, p. 41)�����7�K�L�V���H�[�W�U�D�F�W�L�Y�H���µ�T�X�D�U�U�\���H�F�R�Q�R�P�\�¶���F�U�H�D�W�H�V��

rapid ecological depletion over time (Easton, 2020, p. 133). Covid-19 arrived at a time when 

global humanity—despite clear and early warnings (Ribeiro, 2020)—is beset with not only 

suppressing Covid-19 mutations globally but is hampered by a malaise of inaction 

concerning global heating (Monbiot, 2021). Human quarantine was integral to supporting 

rapidly increasing 19th �F�H�Q�W�X�U�\���(�X�U�R�S�H�D�Q���L�P�P�L�J�U�D�W�L�R�Q���W�R���$�R�W�H�D�U�R�D���1�H�Z���=�H�D�O�D�Q�G�����,n 1968, a 

�F�H�Q�W�X�U�\���D�I�W�H�U���0�—�W�L�X���6�R�P�H�V�¶���T�X�D�Uantine designation, the legacy of settler pastoralism re-

emerged with a unique maximum security animal quarantine station built on the island 

(Walton & Nester, 2001a). This station protected a now mature national pastoral economy 

that �K�L�V�W�R�U�L�D�Q���9�L�Q�F�H�Q�W���2�¶�0�D�O�O�H�\���Z�U�L�W�H�V���R�I���L�Q���5�H�P�H�P�E�H�U�L�Q�J���U�D�X�S�D�W�X�����$���I�R�U�J�R�W�W�H�Q���D�Q�Q�L�Y�H�U�V�D�U�\ 

(O'Malley, 2021). The animal quarantine station was also established over a century after 

The New Zealand Settlements Act of 1863. This legislation consolidated the invasion and 

confiscation of iwi land in the Waikato that �V�D�P�H���\�H�D�U�����2�¶�0�D�O�O�H�\���Z�U�L�W�H�V, “a �I�H�Z���3�—�N�H�K�—���J�R�W��

�Y�H�U�\���U�L�F�K���R�I�I���W�K�H���E�D�F�N���R�I���F�R�Q�I�L�V�F�D�W�H�G���O�D�Q�G���D�V���1�H�Z���=�H�D�O�D�Q�G�¶�V���S�D�V�W�R�U�D�O���H�F�R�Q�R�P�\���E�R�R�P�H�G” 

(O'Malley, 2021), adding that land confiscations were a plantation formula adopted from 

(fig. 36) M. (2022).  Inside Arcadia. Phantasmagoria: The animal quarantine boiler room. [HMD 
Screenshot]. Courtesy the artist. 
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centuries of English colonisation in Ireland35. Similarly land confiscations were implemented 

here by civilian militias in the 19th century, especially in Taranaki (Tribunal, 1996, pp. 216-

220)�����2�¶�0�D�O�O�H�\��also wrote the gains secured by settler militia—occupying �0�—�R�U�L���O�D�Q�G—

established �3�—�N�H�K�— farms that stayed in families for generations, something acknowledged 

by some descendants of those first settler militia members (Shaw, 2021). These 

�H�Q�F�U�R�D�F�K�P�H�Q�W�V���Z�H�U�H���D�O�V�R���I�X�H�O�O�H�G���E�\���D���(�X�U�R�S�H�D�Q���S�U�H�V�X�P�S�W�L�R�Q���R�I���µ�I�D�W�D�O���L�P�S�D�F�W�¶��(Matthews, 

2021, p. B2). Here �0�—�R�U�L���Z�H�U�H���W�K�R�X�J�K�W���G�H�V�W�L�Q�H�G���I�R�U���H�[�W�L�Q�F�W�L�R�Q�����µ�K�H���L�Z�L���S�D�K�H�P�R�¶��(Renwick, 

2004, p. 100), a S�R�F�L�D�O���'�D�U�Z�L�Q�L�D�Q���W�U�R�S�H�����S�R�S�X�O�D�U���D�P�R�Q�J�V�W���F�R�O�R�Q�L�V�W�V�����R�I���µ�D���G�\�L�Q�J���U�D�F�H�¶��

���5�D�Q�J�¯�K�L�U�R�D���3�—�Q�R�K�R�����������������S������������. This was in seeming contradiction with policies of 

cultural assim�L�O�D�W�L�R�Q���Z�K�H�U�H���0�—�R�U�L���Z�H�U�H���D�O�V�R���W�K�R�X�J�K�W���R�I���D�V���³�I�X�W�X�U�H���V�R�Q�V���R�I���%�U�L�W�D�L�Q�´���F�R�Q�W�U�L�E�X�W�L�Q�J��

to Empire (Keenan, 2012a, pp. 200-202)�����7�K�H���Q�R�W�L�R�Q���W�K�D�W���0�—�R�U�L���Z�H�U�H���W�R���E�H���D�V�V�L�P�L�O�D�W�H�G���D�V��

English-speaking British citizens ���.�—�U�H�W�X�����������������S���������� was very much connected to the idea 

of a southern arcadia becoming the destination for a �µ�E�H�W�W�H�U���%�U�L�W�D�L�Q�¶�����7�K�H���H�[�W�H�Q�W���W�R���Z�K�L�F�K��

indigenous culture and legal rights were ignored by duplicitous land acquisition (Belich, 

1988, p. 21) is evidenced by Sir William Molesworth of The New Zealand company who, in 

1840, made this testament to English exceptionalism declaiming,  

“We are by nature a colonising people. God has assigned to us the uninhabited 
portions of the globe and it is our duty to take possession of them” (Simpson, 
1979, p. 1). 

 

 

 

 

 

 

 

 

 

 

 

 
35 I was born into a Catholic community in South O�W�D�J�R�����1�H�Z���=�H�D�O�D�Q�G�����0�\���P�R�W�K�H�U�¶�V���,�U�L�V�K���I�D�P�L�O�\���K�D�G���H�P�L�J�U�D�W�H�G���I�U�R�P���1�R�U�W�K�H�U�Q��
�,�U�H�O�D�Q�G���L�Q���W�K�H�����������¶�V�����������\�H�D�U�V���D�I�W�H�U���W�K�H���I�D�P�L�Q�H�����,���J�U�H�Z���X�S���Z�L�W�K���µ�W�K�H���W�U�R�X�E�O�H�V�¶���V�W�L�O�O���D���F�D�X�V�H���R�I���U�H�V�H�Q�W�P�H�Q�W�����D�O�R�Q�J���Z�L�W�K���V�S�R�U�Ddic 
hostility from a local sectarian form of Scottish Presbyterianism that, while waning, was still evident in the community.  
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���������3�K�D�Q�W�D�V�P�D�J�R�U�L�D�����7�K�H���E�X�Q�N�H�U��
 

 

 

 

The scenographic and allegorical reference is to M�—�W�L�X���6�R�P�H�V���,�V�O�D�Q�G�¶s historic defence sites, 

in relation to both human and animal quarantine �D�Q�G���$�R�W�H�D�U�R�D�¶�V���F�R�O�R�Q�L�V�D�W�L�R�Q and, a future 

with global heating.  

�:�D�O�N�L�Q�J���E�D�F�N�Z�D�U�G�V���L�Q�W�R���W�K�H���I�X�W�X�U�H 

�-���*�����%�D�O�O�D�U�G�¶�V��The drowned world (1962) seemed like a useful place to start discussing 

Phantasmagoria: The bunker. However, this comparison intersected with another uncanny 

�V�S�D�F�H�����W�K�D�W���R�I���%�U�H�W�W���*�U�D�K�D�P�¶�V�����1�J�—�W�L���.�R�U�R�N�L���.�D�K�X�N�X�U�D�� Tainui) sculptural installation Tai 

Moana Tai Tangata. J�D�P�H�V���%�D�O�O�D�U�G�¶�V���I�L�F�W�L�R�Q�D�O���G�U�R�Z�Q�H�G���Z�R�U�O�G���V�K�D�U�H�G���D���G�D�U�N���Y�L�V�R�Q���R�I��rising 

sea levels engulfing London�����:�K�D�W���*�U�D�K�D�P�¶�V���L�Q�V�W�D�O�O�D�W�L�R�Q���K�D�G���L�Q���F�R�P�P�R�Q���Z�D�V���D���S�O�R�W���O�L�Q�H���W�K�D�W��

speculated about declining human population, “The genealogical tree of mankind was 

systematically pruning itself” (J. G. Ballard, 2012, p. 23). This combination of rising sea and 

�S�U�R�S�K�H�F�L�H�V���R�I���µ�K�X�P�D�Q���U�H�W�U�H�D�W�¶���L�V���D���W�K�H�P�H���*�U�D�K�D�P��uses with a tidal metaphor in his 

extraordinary 2021 sculptural installation Tai Moana Tai Tangata, a portion of which was 

shown at the Wellington City Gallery. �*�U�D�K�D�P���U�H�I�H�U�H�Q�F�H�G���7�D�U�D�Q�D�N�L���:�K�—�Q�X�L���K�L�V�W�R�U�L�H�V���R�I��

colonisation with an allegorical reference to the impact of climate induced sea level rise. In 

August 2021, curator Anna-Marie White ���0�D�Q�X�N�R�U�L�K�L�����7�H���–�W�L���$�Z�D�� discussed the 

�U�H�O�D�W�L�R�Q�V�K�L�S���R�I���*�U�D�K�D�P�¶�V���S�U�R�M�H�F�W���W�R���J�O�R�E�D�O���K�H�D�W�L�Q�J���D�Q�G���V�H�D���O�H�Y�H�O���U�L�V�H�����7�K�H���N�D�X�S�D�S�D���R�U��

foundation of Tai Moana Tai Tangata begins with another relationship—a pact of political 

solidarity, ‘�7�H���.�¯�Z�D�L���R���W�H���.�H�W�H�¶—arising from The New Zealand wars and conflict between 

(fig. 37) Doidge, M. (2019).  Inside Arcadia. Phantasmagoria: The bunker. [HMD Screenshot]. 
Courtesy the artist. 
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