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The presence of a moment or a small gesture of space and 
simultaneously, the flow of time, can trigger the awareness 
of one’s own existence. In this project, “Beyond the Built,” this 
existential space is understood not merely as a void but a 
gap, which transcends human experience beyond the built.

Humans have long sought this transcendence, spiritually 
and emotionally, through their environment. Much like 
architecture’s ability to go beyond a utilitarian function, 
nature has provided a place for this transcendental 
exchange to take place, offering a place for personal 
restoration. Author Emma Marris suggests that the nature of 
nature is changing with the times. The 19th century theorist 
August Schmarsow was one of the first to discuss the concept 
‘Raumgefühl,’ the feeling for space. A concept that also 
resonated with philosopher Martin Heidegger, to whom 
space is of an entire inner and outer experiential nature. This 
is a notion that is more relevant today than ever before. As 
a result of the ever-increasing urbanisation of the modern-
day culture and landscape, the built environment does not 
frequently offer this intrinsic condition for respite.

Architectural theorist Juhani Pallasmaa acknowledges this 
modern-day cultural disconnection between people and 
their environment, and therefore themselves. Pallasmaa 
argues this to be the result of a mass-dulling of the senses. 
Even earlier than Pallasmaa, c.1970's, architectural historian 
Bruno Zevi approached this lack of cultural engagement 
with the built environment, a result of urbanisation's dilution 
of meaningful architecture. This project therefore aims to 
generate this connection through investigations into existential 
spatial moments, and through architecture which embodies 
the essence of nature’s restorative qualities to provide a 
place for contemplative restoration within the urban realm. 

Connecting with one’s intrapersonal state is contemplative 
and restorative and is not a new concept. Contemplation 
is still present through typologies that foster solitude such 
as museums, art galleries, as well as through devotional 

Abstract practice. Yet, their programme can appear non-inclusive 
to some. Julio Bermudez acknowledges the movement 
away from the exclusive adherence of devotional 
practice, suggesting that it requires a contemporary 
adaptation which is secular and without symbolic 
gestures. Since long before religion, contemplation has 
provided a modality for introspection, respite, reflection 
and presence within and of oneself. The interest in spiritual 
outlets and modalities for contemplation has declined in 
the urban context, particularly in modern society, therefore 
this project is an experiential response to this cultural and 
personal disconnection.   

Through a non-exclusive programme, this project aims to 
provide a contemporary opportunity for contemplation 
within the cityscape. Nature has likewise suffered the 
effect of becoming a modern-day construct. As a result, 
it is less accessable as a respite and thus requires a 
new lens with which urban nature can be seen. Space, 
contemplation and nature are embodied through 
architecture to provide Auckland city’s inhabitants with a 
modality for contemplative restoration. 



IV V

1.0 
 

Introduction  12

1.1 Project Outline  14

1.2 Aims and Objectives 15

1.3 Research Question 16

1.4 Scope + Limitations 17

1.5 State of Knowledge in the Field 18

1.6 Methods 19

2.0 
 

Space 24

2.1 ‘MA’ 間 - Acknowledging the Space In-Between  26

2.2 Defining Space to this Project 28

2.3 Place 34

2.4 Place-making Based on the Body’s Internal Landmarks 37

2.5 Experiential Space  38

The Gestalt ,  Body-Image Theory and Empathetic Space  38

2.6 Summary 41

2.7 Architectural Elements as a Method   42

3.0 
 

Contemplation 46

3.1 Impacts of Urban Living on Human Disconnection 46

3.2 A Shift in Contemplative Typologies 53

3.3 Light 54

3.4 Stimulating Internal Contemplation through Silence 56

3.5 Freeing Contemplation From its Religous Connections 58

4.0 
 

Precedents  62

4.1 Museum Typology  65

The Allmannajuvet Zinc Mine Museum  65

Museo Castelvecchio Restoration 66

4.2 Serpentine Gallery Pavilion 68

4.3 Meditation Space for UNESCO 70

4.4 Church of the Light  73

4.5 Pilgrim Route Shelters 74

4.6 Ingelheim Funeral Chapel 76

4.7 Rothko Chapel 81

4.8 Richard Serra Artworks 84

5.0 
 

Nature 88

5.1 Nature’s Role 90

5.2 Nature within the Urban Context 93

5.3 The Need for Nature 95



VI VII

6.0 
 

Site  100

6.1 A Short History of Shortland Street and Fort Street  102

6.2 Present State of the Site 104

6.3 Analysis of the Site 104

6.4 Acknowledging the Cultural Land and its People 106

7.0 
 

Programme  146

7.1 Scale of Contemplative Programme 146

7.2 Nature’s connection to Architecture through the senses 99

8.0 
 

Spatial investigation 110

8.1 A Spatial Investigation  112

8.2 Investigation 1 – Junctions, Piazza, Path, Openings 114

8.3 Investigation 2 – Journey, Materials, Monumentality, Programme 118

8.4 Investigation 3 – Spirituality an the Light Weight System 120

8.5 Investigation 4 – Fortification, Sacred Space  122

8.6 Investigation 5 – Placemaking and the ‘Gap’  125

8.7 Investigation 6 – Challenging the Perception of Contemplation  126

8.8 Outcomes from Spatial Investigations 129

9.0 
 

Design Process 130

9.1 Design Challenges 132

9.2 Light 134

9.3 Design Outcome 1 136

9.4 Design Outcome 2  140

9.5 Design Outcome 2 142

10.0 
 

Design Process 144

10.1 Programme Brief  148

Building 1  148

Building 2 - Ear th and Air 150

Building 3 - Fire 152

Building 4  154

Piazza  156

Pathway  158

Nature  160

Public Amenit ies 162

10.2 Process Summary   164

The Concave Wall  166

Mystery and For tif ication  168

Massing of Walls 168

The Multi-use Space  168

The Junction / Piazza 170

The Pathway 172

Nature 174

Viewshaf ts 174



VIII IX

11.0 
 

Conclusion 178

12.0 
 

Final Design 182

13.0 
 

Bibliography + Illustrations 228



X XI

I would like to thank my tutors, Christoph Schnoor and Graeme McConchie. Your patience and 
unwavering support has been invaluable and as a result, I have learnt so much from you both.  

To my incredible friends (sqwa), my uni family (I love you all) and all those who have shared 
in this journey, I will be forever grateful for the support, memories and models we have made 
together. To my family and especially sister who, unknowingly underwent architectural studies 
with me, thank you and much love to you all, always.  

Most importantly, to my parents, thank you for everything you have done to ensure I had the 
opportunity to pursue this degree, you are the best.

Acknowledgements



12 1312 13

1.0  
Introduction 



14 15

1.1 Project Outline 

This project investigates how architecture can create a 
place which engages contemplation through its spatial 
and built elements. It tests the proposition that architecture 
can embody the essence of nature, provide opportunity for 
contemplation and through the methodology of existential 
space, access the channels of emotions, tackling the 
intangible realm.

The project wishes to enable people within an urban 
context to partake in deep contemplative thought within 
their daily routine whilst providing a destination for leisurely 
environmental and personal respite. 

Introduction This project has the following objectives: 

 ▪ To provide a typology for contemplation that does 
not have any other function or purpose to truly 
allow people to engage with oneself. 

 ▪ To explore the ability of space to trigger emotional 
and experiential conditions within people as a 
means to design architecture with meaning. 

 ▪ To provide a space within the urban public realm 
which resonates with the solitary discovery and 
space familiar within wild nature known as the ‘gap 
space’. 

 ▪ To extract elements from the wild nature which 
attribute to holistic health and bring them into the 
cityscape.

1.2 Aims and Objectives

The overarching aim of this project is to explore how spatial 
and experiential architectural concepts can provide a 
modality for personal restoration and contemplation within 
an urban context. The investigation into space as a physical 
and existential element creates the base methodology for 
this project. It drives the experiential nature of the design and 
determines the level of contemplative activity, through the 
ability to harness the experiential within the built. This project 
aims to bring forward the traditional act of contemplation 
into the contemporary cityscape. 

The project acknowledges the ability for contemplation to 
be a catalyst for personal reflection whilst using the universal 
and non-exclusive characteristics of contemplation (as 
opposed to the limited and exclusive character of specific 
devotional activities/rituals).

Nature’s ability to provide holistic restoration and stimulate 
contemplation is acknowledged through the attempt to bring 
its attributes into the cityscape. 
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1.3 Research Question

How can architecture embody space, 
nature and contemplation within the urban 
environment? 
As our surroundings and way of life become increasingly urbanised, 
how can architecture contribute as a modality for personal restoration 
and contemplation for the city’s inhabitants?

Introduction 1.4 Scope + Limitations

This project primarily focuses on assessing the capability for 
architecture to provide a modality for contemplation and 
restoration. The project looks into the experiential conditions 
of a space and how they impact contemplation within the 
inhabitants. The use of architectural elements that foster this 
introspective contemplation are the critical drivers of the 
project’s design.

The programme is shaped by a need for a new typology 
of contemplative space. This is discussed in a non-religious 
setting in order to determine architecture’s ability to provide 
its objectives outside of a traditional religious perspective. 
This thereby allows contemplation to be a stand-alone 
programme.

The site has had a significant influence on the project, as it 
is not located in a natural environment – as a means to test 
and understand how architecture can achieve respite and 
restoration, perhaps abstracting characteristics of ‘nature’. 
Additionally, the city centre allows the project to focus on 
the urban environment and the specific needs of this cultural 
landscape and its inhabitants.  

Although the project has specific aims and objectives, it 
is important to acknowledge the limitation in being able 
to measure these. The success of this project is subjective 
to the individual user. It must therefore be acknowledged 
that people will engage and participate within their own 
capacity. 

This project does not intend to provoke or dictate how the 
experience should feel or be understood therefore the 
programme has remained flexible.

The three main drivers, space, nature and contemplation, 
form the scope of influencing components. They explain 
the importance of each component and highlight the 
development of the project. As demonstrated, the main focus 
shifted from space, to nature, to contemplation; with the final 
depiction illustrating the resulting project, reflecting the new 
and updated components based on the research.
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1.5 State of Knowledge in the Field

The research is centered around the three leading 
catalysts for this project, the first being existential space 
and experiential architecture and the second being the 
programme of contemplation and its place in the built 
environment. The third area of research is nature and the 
impacts of nature on contemplation and personal holistic 
health and restoration. 

It is important to understand how space and its capacity 
to foster an experiential exchange can re-instate meaning 
back into the urban environment through the provision 
of respite, contemplation and restoration. Bruno Zevi 
and August Schmarsow discuss and acknowledge 
that space is existential, and can be used to drive 
architectural design and experience. They discuss how 
space exists as a physical and experiential volume, 
which relies on the entirety of the body, mind and soul 
to experience and comprehend it. The architecture 
of Peter Zumthor’s Serpentine Pavilion exemplifies the 
notion of contemplation as a stand-alone program and 
the atmospheric presence required for introspective 
observation. 

Robert McCarter and Thomas Thiis-Evensen discuss the 
concretisation of existential space through the experiential 
qualities of construction elements based on mass, 
geometries, substance, weight, motion, matter and light. 
Thiis-Evensen’s architectural descriptions of construction 
components provide a toolbox for the design process and 
understanding of space and its experiential impact. 

Charles Moore as well as others such as Martin Heidegger 
discuss the importance of empathetic space, the relationship 
between the body in space and how it affects our 
understanding and identity with the built environment and 
place making. Juhani Pallasmaa discusses how urban 
locations such as the project’s Auckland site can disconnect 
people from themselves or contemplative activity. This 
research has been applied to the design to re-engage 
meaning within the mundane. Due to the urban location 
of this project, access to contemplation within nature is not 
available. Emma Marris suggests ways in which nature in 
an urban context can be re-imagined to offer similar holistic 
benefits and contemplative modalities. 

Introduction 1.6 Methods

The methods used in this project are tools to further the 
understanding into the three project components, space 
(method), contemplation (programme), nature (site). 

Initial investigations into the idea of the ‘gap’, space and 
time, provide the catalyst to this project. These investigations 
also provide a core element for this project to refer back to, 
ensuring the broad topics remain true to the initial purpose of 
the investigations. 

Recording the gap spaces provided a deeper understanding 
of the relationship between space in relation to time and the 
body.

The concepts of nature, contemplation and space are seen 
as contemporary manifestations of the original categories 
of ritual, spirituality, wild nature, and contemplation. The 
existential quality of space creates an environment that 
opens up the channels of emotion, which in turn can offer 
opportunity for contemplation to occur. The methods shift into 
three consolidated modes for introspection, space, nature 
and contemplation. 

3-dimensional models were used to express the elements 
of space and how it drives a response of motion, emotion 
and dwelling. The models also provided a means to 
communicate the existential and experiential qualities of 
space.

Tools such as Lindsay Jones’ contemplative modes and 
Thiis-Evensen’s Archetypes for Architects architectural 
elements, provide a visual tool for communicating the 
intangible realm that this project deals with; emotions, 
contemplation, spirituality and space. Jones’ contemplative 

modes were used as a tool to further understand how 
traditional contemplative ties and typologies can be brought 
into the contemporary and urban scenario. They are applied 
as architectural elements throughout the design process and 
analysis of the precedents to test, measure and aid in the 
decision making throughout the holistic process of this project. 

Architectural and spatial elements are drawn from nature and 
also explored through 3-dimensional models and expressions. 
These elements provide a means to integrate the holistic benefits 
of nature into the urban context without the need to replicate or 
reproduce greenery. Implementing the essence of the sublime 
provides a new lens through which nature can be perceived. 

Space, contemplative typologies and nature are analysed 
through their motion, weight and substance. This is a tool to 
express the intangible notion of existential space and how 
humans react and engage with space. 
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FIG. 1: Photographs by Author: 
moments of the gap space 

Moments of the gap space by Author. Fig. 1 

The Perception of the ‘Gap’ 

This is the process with which this project started. It occurred 
with the intuitive perception that a particular kind of energy or 
experiential exchange takes place in spatial moments of a non-
architectural kind: moments in which gaps appear. Investigation 
began through capturing these moments of experiential 
significance through photographs and videos. The catalogue 
(right) is compiled from these images. The project is an extension 
of this investigation as a means to further understand the 
connection that exists between people and their environment. 

The Gap
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FIG. 2: Photographs by Author: moments of 
the gap space 

By Author. Fig. 13-25

This is a continuation of the investigation into the gap. The 
static images build off the idea of the gap and further explore 
how motion and time expand the experiential quality of these 
particular moments. 

The result of these recordings is the presence of time. The 
passing and flow of time is seen through the movement of 
natural elements eg. rain running or rippling in the light between 
the cracks in the pavement. Also, where trains (such as the one 
in Orakei, Auckland) move along the smooth curves of the 
land, in contrast to the linear ramps, walkways and departure 
platforms. 

These images are static points taken from video recordings. 
They were taken in both, ‘natural’ and urban environments. 

The Gap
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2.0  
Space
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FIG. 3:  A crack in the foot path; an experiential ‘gap’ moment 

Photograph By Author. 

2.1 ‘MA’ 間 - Acknowledging the Space In-

Between 

Within Japanese culture and tradition, ‘ma’ constitutes the 
metaphysical relationship between two objects; a person 
and object, or person and space. The symbol representing 
ma (間) can be broken down to further the understanding 
of its meaning. Traditionally the symbol in the middle was 
月’moon’, today it is 日‘sun’, and the symbol above 門 is 
a gateway.1 This is interpreted by the architect and theorist 
Arata Isozaki in MA: Space-Time in Japan as a moment 
where the moon’s light streams through a crack in the 
doorway.2 This small gesture expresses the two components 
that simultaneously create a sense of belonging and ‘place’,3 
which are the flow of time and space. Ma is used as a lens 
or way of seeing, it is “the interval between two or more 
spatial or temporal things and objects”.4 Not only is ma 
defining space, it is also suggesting the importance of the 
‘in-between’, the ‘break’ or ‘gap,’5 highlighting the role that 
‘gap’ space plays in this project. 

This sensation of ma occurs within the built world, in arbitrary 
places and also within nature. Rich experience and 
relationship can be generated through the interpretation 
of ma, a relationship of the in-between space that is 
intangible (cannot be seen or touched), yet is present when 
acknowledged. In nature, this is often seen where materials 
merge or disappear from each other or in the shadow of 
light and dark. It is an emptiness that we cannot touch yet our 
human ability to transcend allows our haptic being to occupy 

1.  Gunter Nitschke, “MA: Space, Place, Void,” Hidden Japan (May 2018), 
accessed June 5, 2020. https://kyotojournal.org/culture-arts/ma-place-space-

void/ 

2.  “Arata Isozaki on Ma, the Japanese Concept of the In-Between Space,” 
Arch Daily, Leadri Lindsey, accessed March 6, 2019, https://www.archdaily.

com/882896/arata-isozaki-on-ma-the-japanese-concept-of-in-between-space.

3.  Nitschke, “MA: Space, Place, Void.” 

4.  Richard B. Pilgrim, “Intervals (“Ma”) in Space and Time: Foundations for a 
Religio-Aesthetic Paradigm in Japan,” History of Religions 25, no. 3 (Feb, 1986), 

255-277.  

5.  Arch Daily, “Arata Isozaki on Ma, the Japanese Concept of the In-Between 
Space.” 

it, the space.6 The concept of ma in this project bridges the 
gap within the English language, expressing a subjective 
notion that occurs within art and architecture; the occupancy 
and physical property of spatial experientiality between a 
person and object. The essence of ma, its tangible quality as 
well as its ability to stimulate experience and emotions within 
people becomes the catalyst for this project. This becomes 
the means to re-instate spiritual meaning and contemplative 
practice into the built environment through the transcendence 
of the human experience and acknowledgement of the in-
between. 

Other cultures in the Pacific use similar words for the in-
between: it is vā in Samoan or wā in Te Reo Māori. Vā is the 
space between, much like ma, a sensation of the in-between 
and not merely empty space. Vā is a space that relates 
people to things and holds separate entities and things 
together.7 It is a space that lends meaning to people, places 
and objects. Benita Kumar in her dissertation The potential 
of Vā states that “A well-known Samoan expression is ‘Ia 
teu le vā.’ Cherish the Vā, the relationships,” which suggests 
the importance of community and the relationship of space, 
environment and people in the meaning of vā.8 

6.   “The Concept of Ma 間という概念," Japan Experience, last modified 
August 12, 2017, https://www.japan-experience.com/to-know/understanding-

japan/the-concept-of-ma.  

7.  Benita Kumar, “Potential of Va: how a Samon ritual activates the construction of 
space,” (MArch diss., A. U. T. University, Auckland, 2011), 6.

8.  Benita Kumar, “Potential of Va", 5.

Space
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An early example of Mondrian’s pure geometric 
abstraction. This painting dates from his involvement 
with the De Stijl group. The strict use of horizontal and 
vertical lines and primary colours with black and grey 
is characteristic of De Stijl. Mondrian’s aim to evoke a 
spiritual equilibrium was influenced by the mysticism of 
Theosophy, which sought universal order.

Space

FIG. 7: Piet Mondrian, "Composition with Red, Blue and yellow," oil 
on canvas painting, 1930 

Mondrian, Piet. “Free Composition - Composition with Yellow, Blue and 
Red.” Tate. 1937-42. Tate Gallery. https://www.tate.org.uk/art/artists/

piet-mondrian-1651.

FIG. 6: Mies van der Rohe, free plan composition

Gurak, Wotjek. “Mies van der Rohe - Barcelona Pavilion Courtyard.” ArchDaily. 2011. 
https://www.archdaily.com/109135/ad-classics-barcelona-pavilion-mies-van-der-ro-

he/5037fe4728ba0d599b0007e5-stringio-txt?next_project=no.  

FIG. 8: Theo Van Doesburg, "Composition XI," oil on 
canvas

Van Doesburg, Theo. “Composition XI - Oil 
on Canvas.” Guggenhiem. 1918. Guggen-

heim Gallery. https://www.guggenheim.org/
artwork/1078.

Merin, Gili. “Mies van der Rohe - Barcelona Pavilion.” ArchDaily. 2011. https://
www.archdaily.com/109135/ad-classics-barcelona-pavilion-mies-van-der-rohe/

54c6a1dee58ecefd71000007-mies8-jpg?next_project=no.

FIG. 4: Mies van der  Rohe , Barcelona Pavilion,1929

FIG. 5: Junction and horizontal plan model 

Model By Author.

FIG.9: Piet Mondrian, "No. VI/Composition No.II," oil on canvas painting,1920

Mondrian, Piet. “No. VI / Composition No.II.” 
Tate. 1920. Tate Gallery. https://www.tate.

org.uk/art/artworks/mondrian-no-vi-composi-
tion-no-ii-t00915.

2.2 Defining Space to this Project

Towards the end of the 19th century, theorist August 
Schmarsow introduced the concept that architecture was 
the “creatress of space” (Raumschöpferin) and he discussed 
“Raumgefühl”, the feeling for space.9 Schmarsow was 
amongst the first to recognise the experiential capacity of 
space, acknowledging its ability to resonate with people 
rather than its preconception of emptiness and void. The 
movement emancipated architecture and enabled qualities 
such as movement, time, substance and weight to direct the 
‘free composition’ of architectural arrangement. This shift 
took over from the construction components which had up 
until this point, defined architecture. Abstract art took hold 
of this freedom of spatial understanding and can be seen in 
the work of artists Piet Mondrian and Theo van Doesburg of 
circa 1920. Both artists explore the abstraction and freedom 
of spatial composition. Architecture such as Mies van der 
Rohe’s Barcelona Pavilion of 1929 or Brick Country House 
project of a 1923-24 represent this spatial exploration in the 
field of architecture. 

9. Patrick Schumacher, The Concept of Space in Architecture: Emergence, 
Hegemony, and Transcendence (Italy: Edistri Compositori, 2008), 1, http://www.

patrikschumacher.com/Texts/Space.htm
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FIG. 10: Model by author: axis, junction, disorientation

By Author. 

FIG. 11: Mies van der Rohe - a statue directs the viewer's gaze
Kristo, Greg. ArchDaily. 2011. https://
www.archdaily.com/109135/ad-clas-

sics-barcelona-pavilion-mies-van-der-ro-
he/5037fe9128ba0d599b0007f1-stringio-tx-

t?next_project=no. 

FIG. 12: Mies van der Rohe, plan of the Brick Country House (1923-24)

Mies van der Rohe, Ludwig. “Free Plan - Brick 
Country House, Potsdam-Neubabelsberg, Plan.” 

MoMA. 1964. The Museum of Modern Art. 
https://www.moma.org/collection/works/780.

FIG. 13: Carlo Scarpa, yellow wall tiles at Brion Cemetry

Mies van der Rohe, Ludwig. “Free Plan - Brick 
Country House, Potsdam-Neubabelsberg, Plan.” 

MoMA. 1964. The Museum of Modern Art. 
https://www.moma.org/collection/works/780.

Architectural space exists through the treatment of “mass, 
geometry, structure, materiality, rhythm and light,”10 as Robert 
McCarter points out inUnderstanding Architecture, (co-
authored with architect Juhani Pallasmaa). It is concretised, 
according to architectural historian Bruno Zevi, through time 
and movement.11 Philosopher Martin Heidegger suggests 
that space is of an entire inner and outer experiential nature. 
“It is not that there are men, and over and above them 
space…”12 Heidegger thus states that a person projects and 
understands the space with their entire existence including 
their history, memory, imagination, psyche and physical 
being. Space is therefore interpreted by the individual in 
a manner unique to them. The architectural space is not 
emptiness but full of the characteristics and the energy of life 
itself.13 

A new appreciation for the built environment can be 
cultivated as a means of highlighting the essence and 
meaning in architecture. Zevi suggests that art and sculpture 
reduce themselves to “plastic phenomena”, superficial in 
their intention as the experience is “pictorial”, exclusively 
neglecting the integration of the person. This is explained 
by Zevi to be a seemingly two-dimensional experience. 
Zevi, unlike Schmarsow suggests that art and sculpture are 
superficial in this sense as they lack the ability to be internally 
occupied. 

It is the passing of time and the movement of a person 
through the internal space which Zevi’s research states makes 
space and time tangible within architecture.14 

10.  Robert McCarter and Juhani Pallasmaa, Understanding Architecture (London: 
Phaidon, 2012), 12.

11. McCarter and Pallasmaa, Understanding Architecture, 14.

12.  McCarter and Pallasmaa, Understanding Architecture, 14.

13.  McCarter and Pallasmaa, Understanding Architecture, 15.

14.  Bruno Zevi and Joseph A. Barry, Architecture as Space: How to Look at 
Architecture (New York: Da Capo, 1993), 27.

Space
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Space Similarly to Zevi, John Berger suggests that the static nature 
of art neglects the constant passing of time and therefore 
relies on “learnt assumptions.”15 Georges Matore in L'Espace 
Humain suggests “space is not just perceived… it is lived,”16 
thus he is furthering this notion that kinetic experience is the 
direct constituent to space and therefore architecture. It 
can be said that space which lacks experiential intent is not 
space, but an emptiness. 

In Transcending Architecture, Julio Bermudez discusses the 
existential qualities of space as a transcendental experience 
towards the inner state; “whenever we are struck by a 
profound piece of art, architecture, painting, or music, the 
work silences us and we find ourselves listening to our own 
existence.”17 McCarter suggests that since the beginning 
of humanisation, architectural space and geometry have 
worked together to bring mortality closer to the divine 
worlds.18 He says that “architectural space mediates between 
the world at large and the human domain, the physical 
and the mental, the material and the spiritual”.19 In essence 
architecture has achieved transcendence, an experience that 
goes beyond the skin. 

The role of space in this project can be summarised through 
this notion of ‘existential space’ which relies on the often 
unconscious exchange and spatial understanding between 
a person within the space. Robert McCarter sums up this 
spatial relationship as he states, “we occupy the space and 
the space settles within us”.20

15.  John Berger, Ways of Seeing (London: Penguin UK, 2009), 10-11.

16. Georges Matoré, L’Espace Humain (Paris: La Columbe), 22-23. As quoted 
in McCarter, Robert and Juhani Pallasmaa. (2012.) Understanding Architecture 

(London: Phaidon), 10. 

17.  Julio Bermudez, “The Silence of Art,” in Transcending Architecture (Washington: 
CUA Press, 2015), Audiobook, 26.10.

18.   Robert McCarter and Juhani Pallasma, Understanding Architecture (London: 
Phaidon Press, 2012), 12.

19.  McCarter and Pallasma, Understanding Architecture,11.

20. Peter Zumthor, Thinking Architecture (Baden: Lars Muller, 1998), 14.
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FIG. 14: Orakei Basin, nature meets the urban 

By Author.

FIG. 15: Orakei Basin, the essence of identity through place-making

By Author.

FIG. 16: Louis Kahn , charcoal on paper

Kahn, Louis. “Temple of Apollo, Corinth at Sun-
rise - Pastel and Charcoal on Paper.” Amorphous 
Narratives. 1951. https://amorphousnarratives.
wordpress.com/2019/12/08/louis-kahn-a-spir-
itual-journey-through-paintings-and-architec-

ture/.

2.3 Place

Christian Norberg-Schulz in Genius Loci defines place 
as a qualitative total phenomenon, which determines an 
environmental character and essence of place.21 Place is 
therefore not merely a location but a relationship between 
person and location, or object, that is experientially rich. 
Belonging between people and their environment is the 
heart of place-making.22 Christian Norberg-Schulz discusses 
the spirit of place or Genius Loci as the environmental reality 
people face in their daily life. In accordance with ‘Genius 
Loci’, “Existential Space comprises the basic relationships 
between man and his environment.”23 Architecture is 
suggested by Norberg-Schulz to embody this ‘spirit of 
place’ and “create meaningful places” which help people 
to “dwell” or live with meaning in their ordinary lives.24 He 
suggests that the ordinary does not need to be arbitrary as 
it can, through architecture, embody the essence of place. 
Norberg-Schulz further suggests that a relationship between 
the man-made and natural exists where ‘man’ creates place 
and sense of belonging by implementing elements of what 
he already knows and the image of him self into the space.25 
Therefore this project implements space and place based on 
this knowledge of intrinsic human phenomena and identity.

There are many different place-making strategies in modern-
day cities, towns and suburbs, in accordance with their own 
unique urban agendas. There is however an underlying 
idea/notion which activates a relationship between people 
and their environment as suggested by Norberg-Schulz. 
Panuku development Auckland are a council-controlled 
organisation (CCO) who work to generate place-making 
within the existing urban environment. Sense of place is the 

21. Kent C. Bloomer and Charles W. Moore; with a contribution by Robert J. Yudell, 
Body, Memory, and Architecture (New Haven: Yale University Press, 1977), 6.

22.  Panuku Development Auckland, The Panuku Approach to Placemaking.

23.  Christian Norberg-Schulz, Genius Loci: Towards a Phenomenology of 
Architecture (New York: Rizzoli, 1980), 5.

24.  Norberg-Schulz, Genius Loci: Towards a Phenomenology of Architecture, 5.

25.  Norberg-Schulz, Genius Loci: Towards a Phenomenology of Architecture, 17.

Space agenda and this is carried out through the participation 
of people with their surroundings. Essentially it is the 
hope that people gain consciousness and engage with 
the environment to create the sense of ownership, pride, 
belonging and overall social, mental and physical well-
being within communities. Through the existing place-making 
strategies within Auckland it can be said that architecture 
which is invested in making meaningful ‘place’ will have 
support from CCO’s such as Panuku.  
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FIG. 17: Peter Zumthor’s, Thermal Baths, Vals - place-making and belonging 

Kahn, Louis. “Temple of Apollo, Corinth at Sun-
rise - Pastel and Charcoal on Paper.” Amorphous 
Narratives. 1951. https://amorphousnarratives.
wordpress.com/2019/12/08/louis-kahn-a-spir-
itual-journey-through-paintings-and-architec-

ture/.

2.4 Place-making Based on the Body’s Internal 

Landmarks

Martin Heidegger’s general perspective concludes that 
people make sense of their surroundings initially through 
inhabitation of space and then by their emotional responses 
to the space.26 The importance in architecture and similarly 
in nature is the heightened awareness of one’s existential 
being. The inner body landmark is the relationship between 
the inner person and the outer person or environment, which 
can create a sense of belonging. The heart is often referred 
to as the core of life and also the internal soul. It creates 
the expression of landmarks and the sense of place in the 
physical external world.27 This sense of place acts like co-
ordinates or grounding for people in unknown places. The 
inner landmark determines not only a physical understanding 
of where a person is in space but how to emotionally 
navigate the space and spatial experience. Charles Moore 
and Kent Bloomer describe this as ‘empathy’, which was 
originally coined by the historian Robert Vischer in 1872.28 
Vischer had suggested that this empathy for space is the 
projection of oneself into space or into an object, as well as 
storms, sunsets and environments.29 Much like Schmarsow, 
Vischer stressed that the optical image held more perceptual 
value than the purely visual representation. In Vischer’s 
“Über das optische Formgefühl” of 1873, distance and 
visual perception are linked to the physical muscular activity 
of sight and movement which accentuates the use of the 
entire body experience within the sense of sight and visual 
experience,30 thus linking art with architecture. For others such 
as the philosopher Theodor Lipps, this was the notion of visual 

26.  Adam, Sharr, Heidegger for Architects, (London: Routledge, 2007), 2.

27.  Charles W. Moore and Kent C Bloomer Body, Memory and Architecture 
(New Haven: Yale University, 1977), 39.

28.  Moore and Bloomer, Body, Memory and Architecture, 27.

29.  Moore and Bloomer, Body, Memory and Architecture, 27.

30.  Mitchell W. Schwarzer, "The Emergence of Architectural Space: August 
Schmarsow's Theory of Raumgestaltung" (MIT Press, Source: Assemblage, No. 15 

(Aug, 1991)), 53. Accessed 05/0-6/2012.

aesthetic or beauty. Lipps and Vischer differ, as Lipps regards 
the outer physical aesthetic where as Vischer focuses on the 
inner and outer entirety of the mind, body and soul in the 
exchange between person and space. Traditionally, Greek 
architecture relied on the construction components, visual 
optical sense and external aesthetic of beauty. The notion 
of existential space did not yet make an appearance in the 
making of architecture. 

In his 1914 book The Architecture of Humanism (which in 
many ways acts as a summary of the German-language 
theories for his English-speaking audience), Geoffrey Scott 
breaks down the body-image theory into more sensory 
elements all of equal value, weight, pressure, scale, 
resistance and the habitual body experience.31 

31.  Moore and Bloomer, Body, Memory and Architecture, 27.
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FIG. 18: Body-Image Theory, Axis of the body into the outer world 

By Author. 

2.5 Experiential Space 

The Gestalt ,  Body-Image Theory and Empathetic 
Space 

Gestalt theory is the ‘sense of form’, termed by Charles 
Moore and Kent Bloomer in Body, Memory and 
Architecture as the “body-image theory".32 Body image is 
the unconscious understanding of the world and space we 
occupy. This is an extension of the body’s senses out into 
the three-dimensional world, encompassing not only that of 
the immediate senses but also the non-concrete perceptual 
understanding of the environment, thus existential space. It 
is the comprehension of space through the use of the entire 
physical and physio-psychological body, which is termed 
extra-personal experience.33 It is important to note that the 
inner-personal wellbeing or psychological state impacts 
the extra personal experience and understanding of the 
environment. It has been suggested by theorists such as Paul 
Schilder in 1937, that gestalt or inner person/extra person 
experience is neglected by most visual graphic symbols 
and geometric forms, which are increasingly more present 
in the consumer chaos of the twentieth century.34 This is 
apparent in the urban context where materials are utilitarian 
and information on how to experience the environment is 
frequently sign-posted, dulling the use of the imagination 
and memory. Where this body image helps us interpret 
the surroundings, a richer experience and often-spiritual 
happening can occur. McCarter summarises this notion 
of body-image or gestalt theory as the combined effort of 
body and mind as he states, “we project our body scheme, 
personal memories and meanings into the space; the space 
extends our bodies beyond our skin”.35 Phenomenological 

32.  Bloomer and Moore, Body, Memory and Architecture, 37.

33.                                  Bloomer and Moore, Body, Memory and Architecture, 39.

34.  Bloomer and Moore, Body, Memory and Architecture, 39.

35.  McCarter and Pallasmaa, Understanding Architecture, 14.

understanding of space furthers the notion of the ‘body-
image theory’ by connecting the body, mind and space in 
the experience of making place.

Space In The Eyes of the Skin, Juhani Pallasmaa claims that all 
senses are a modality of experience. Pallasmaa suggests 
that the role of architecture is experiential and harnesses 
the relationship of people’s presence with themselves: 
“Architecture articulates the experience of being-in-the-world 
and strengthens our sense of reality and self; it does not 
make us inhabit worlds of mere fabrication and fantasy.”36 
According to him, the meaning of architecture goes beyond 
its physical manifestation and “directs the conscious back 
to the world and toward our own sense of self”.37 Thus, 
architecture enables people to experience the world as 
existential beings and this, suggested by Pallasmaa, is the 
essence and meaning of all art, art here encompassing 
architecture. When experiencing art, an exchange occurs 
where emotion is projected to the work and an aura is given 
back, similar to the body-image theory and place-making. 
As a result, thought, feelings and perception become 
emancipated. This suggests that art, as an overarching 
umbrella for architecture, is not only visually seen through its 
two-dimensional properties but is experienced in the entirety 
of its spiritual and spatial essence.38 Personal significance 
and rapport is thus built between the person and the art, or 
architecture. 

James J. Gibson regards the senses as “seeking 
mechanisms”39 and classifies them as follows: visual system, 
auditory system, taste-smell system, basic orienting systems 
and the haptic system.40 Gibson, according to Moore and 
Bloomer, provided clarity to the definition of senses as 
he approached them through the lens of understanding 
environmental factors rather than as physiological 
apparatus.41 Gibson added the additional understanding that 
the “basic senses” are perceptual systems rather than sensory 

36. Juhani Pallasmaa, The Eyes of the Skin: Architecture and the Senses (Hoboken: 
John Wiley & Sons, 2012), 11.

37.  Pallasmaa, Eyes of the Skin, 11.

38.  Pallasmaa, Eyes of the Skin, 12.

39.  Pallasmaa, Eyes of the Skin, 41.

40.  Pallasmaa, Eyes of the Skin, 41.

41.  Bloomer and Moore, Body, Memory and Architecture, 33.

responses from the body, which theorists such as Aristotle 
believed.42 Beyond Aristotle’s five basic senses of touch, 
smell, hearing, taste and sight, Gibson reads the senses as 
systems of visual, Auditory, taste-smell, basic orienting, and 
the haptic. 

Both basic orienting and haptic systems encompass deeper 
multisensory experiences. These sensations engage the 
body-image theory. Here, the further sensory mechanisms 
are substance, weight, movement, and body posture. 
Phenomenology encompasses the multisensory, inner-person 
and outer person experiential qualities of the human within 
a space. Pallasmaa discusses the “code of culture”43 in 
which only the senses of vision and hearing are considered 
within contemporary culture, and the others are archaic or 
to be suppressed for private engagement. This is a notion 
true within the urban realm where hygiene may also play 
a role in the suppression of touch. It can be suggested 
that this ‘ocular-centrism’, promoted by the unnatural and 
arbitrary nature of the urban realm, plays a role in the 
distancing culture through the suppression of the other senses, 
preventing transcendence. Architecture or any aspect 
of the world that is devoid of any sensory engagement, 
tectonic information, materiality or empathy,44 contributes 
to the disconnection between people, themselves and their 
surroundings.   

 

42.  Bloomer and Moore, Body, Memory and Architecture, 33.

43.  Pallasmaa, Eyes of the Skin, 16.

44.  Pallasmaa, Eyes of the Skin, 24.
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Space 2.6 Summary

The haptic senses and body-image theory can direct journey 
and experience without dictating or superficially depicting 
the environment. These can be reduced to the understanding 
that space, mind and body are fused “chiasmatically”45 as an 
experiential understanding. Due to the intrinsic nature of the 
tools this enables the design and its success to be measured 
to some extent. It also allows for the experience to remain 
unique to individual users and with each visit.

45.  Robert McCarter and Juhani Pallasmaa, Understanding Architecture (London: 
Phaidon,2012), 14.
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FIG. 19: Based on Thiis-Evensen’s Archetpes for Architects

By Author.

2.7 Architectural Elements as a Method  

This project is concerned with the architectural elements that 
involve the participation of the entire experiential condition of 
mind, body and soul. Through Thomas Thiis-Evensen’s work 
Archetypes in Architecture, we can call these architectural 
elements motion, weight and substance, using them as a 
guide to design and communicate otherwise intangible 
experiential qualities of built or spatial elements. Examples 
which benefit this project have been applied to spatial, 
contemplative and biophilic precedent examples as a 
means to further understand what the urban environment may 
benefit from.  

Bruno Zevi defines space as the “protagonist of 
architecture”,46 a concept that also resonates with Christian 
Norberg Schulz. He expresses the view “that architecture 
represents a means to give man an existential foothold.”47 
Both authors focus on architecture’s implications on 
the psyche at its core however still acknowledge the 
fundamental importance of “construction components”48 
which solidify architecture’s role. Bruno Zevi in Architecture 
as Space divides architecture into three categories of 
“spatial interpretation”: 

 ▪ Interpretations according to content

 ▪ Physio-psychological interpretations

 ▪ Formalistic interpretations49 

Thomas Thiis-Evensen breaks down the construction 
components of roof (the sky), walls (openness or closure 
between landscape and people, and floor (the earth), 50 in 
his Archetypes in Architecture, Thiis-Evenesen refers to these 

46.  Bruno Zevi and Joseph A. Barry, Architecture as Space: How to Look at 
Architecture (New York: Da Capo, 1993), 24.

47.   Christian Norberg-Schulz, Genius Loci: Towards a Phenomenology of 
Architecture (New York: Rizzoli, 1980), 5.

48. Peter Zumthor, Thinking Architecture (Baden: Lars Muller Publishers, 1998), 19.

49.  Zevi, Architecture as Space, 214.

50.  Thomas Thiis-Evensen, Archetypes in Architecture (New York: Oxford University 
Press, USA, 1987), 21.

Space three components as existential representations. The structural 
components of roof, walls and floor are key components 
that define spatial enclosure and openness and help 
shape space. This however, is not excluding the many other 
construction and spatial elements which define space in 
Archetypes in Architecture, but offers a an array that can be 
used as communication tools. Thomas Thiis-Evensen discusses 
the architectural elements as defined by their existential 
expression, based on the three concepts of motion, weight 
and substance.51 These concepts look beyond the pragmatic 
material qualities towards an experience of the elements. 
Motion, weight and substance provide a tangible reference 
to the reaction of a person to their environment providing a 
means to measure the success of a space and the design.

Motion describes the dynamic nature of the element, such 
as contracting and expanding. 

Weight describes the heaviness of the elements and is 
related to gravity, suggesting whether the element stands, 
falls, weighs down or lightens up.

Substance is related to the materiality of the element, 
whether they are for example soft, hard, course, fine or 
warm.52

With this in mind, architect Peter Zumthor implies that the 
many tangible architectural elements when assembled 
deliver the intangible spatial experience. Zumthor explains 
this notion further, “where many components of construction 
come together it is much like art, it allows the intangible 
elements of architecture such as mood, atmosphere, 
experience or pressure to exist in the real world”.53 

51.  Thiis-Evensen, Archetypes in Architecture, 21.

52.  Thiis-Evensen, Archetypes in Architecture, 21. 

53.  Zumthor, Thinking Architecture,11.
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FIG. 20: Photograph by Author: Mind the gap, urban information 

By Author.

FIG. 21: Photograph by Author: Mind the gap, urban information

By Author.

3.0  
Contemplation

3.1 Impacts of Urban Living                                   

on Human Disconnection

Philosophers and theorists have long suggested that urban 
living generates conditions in which there is less connection, 
less spirituality and fewer opportunities for personal 
restoration. Already in the early 1900s, Heidegger stated 
that ordinary aspects of everyday life served as a “distraction 
from the ‘proper’ priorities of human existence.”54 Juhani 
Pallasmaa adds to this thought by claiming that the present 
culture of distance and disconnection is a consequence of 
contemporary Western society. He sees it so overstimulated 
with information that one must learn to empty one’s mind of 
this in order to fill it again with meaningful things.55 

The notion of ‘nearness’ (and in some ways self-connection) 
has been expressed by Heidegger as one’s proximity to 
his or her own existence.56 Some theorists argue that this 
sensitivity is diminishing due to mass media infiltration. In 
particular, Julio Bermudez describes this notion as ‘cultural 
noise,’ arguing that “[t]he primal stillness or the ontological 
silence of the universe is increasingly contaminated by 
cultural noise and clatter. This loss of silence reflects the 
disastrous secularisation and materialisation of human life.”57 
Bermudez suggests that people tend to seek shelter in the 
collective identity in response to the media boom. 

54.  Adam Sharr, Heidegger for Architects (London: Routledge, 2007), 7.

55.   Pallasmaa, The Eyes of the Skin, 34.

56.  Sharr, Heidegger for Architects, 24.

57.  25.25 track 5 part 1 Julio Bermudez

Contemplation This project addresses this issue through a multifaceted 
programme that provides binary place for solitary and social 
participation. This project looks towards instilling a sense of 
permanency and, in Bermudez’ words, “ontological silence” 
to counter the fast paced, culturally noisy and constantly 
evolving urban environment. 

As an observation, when architecture is stripped of 
superfluous aesthetic and function, the mind of the participant 
can be ‘emptied’ in order to absorb new environments 
without preconceived expectations. Abstract art such as 
that of Mark Rothko or sculptor Richard Serra is successful 
in this sense, as it is not attempting to be anything other than 
existential art. The experience is therefore perhaps more 
easily accessible, without needing any introduction.
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FIG. 23: Mark Rothko, "Untitled," 1968 - atmospheric and existential

Mark Rothko, “Untitled, 1968,” National Gallery 
of Art, 1998, https://www.nga.gov/features/

mark-rothko/mark-rothko-classic-paintings.html.

FIG. 22: Mark Rothko, "Black Painting Series," 1964

Neil Greenhalgh, “A triptych from 
the Rothko Chapel, Houston, 

Texas,” Uxdesign, 2020, https://
uxdesign.cc/mirrors-for-the-

mind-boring-runs-and-rothko-
paintings-35cec44adf81. By 

Author.

Contemplation In Space, Time, Architecture of the 1940s, architectural 
historian Sigfried Giedion asserted that the contemporary 
“new world” of his time needed to be made accessible 
to feeling, a sentiment that is still valid today. Giedion 
claims that people need to find ‘harmonies’ between their 
environments and their inner selves due to what he saw as a 
lack of connection between people and their surroundings.58 
Similarly, architect Louis Kahn argues that things rooted in 
inner feelings and the psyche are not easily made present 
where mundane ritual takes place.59 Kahn states that “the 
simple matter of doing daily chores and solving daily 
problems keeps us away from the feelings about such simple, 
wonderful, motivating things.”60 The mundane ritual referred 
to by Kahn is still commonplace in contemporary urban 
life – evident in, perhaps, the daily routine of the generic 
city-worker (the ‘nine to five’). There is likely little opportunity 
within this routine to pause and contemplate one’s inner state 
and surrounding. 

Architecture, Pallasmaa suggests, “has become an 
endangered art form.”61 The functional components of cities 
such as the economics, functionality, political and cultural 
elements, are suppressing the true capacity for architecture 
in its creative and experiential role. Therefore, it can be seen, 
that programmes enable transcendence of the space and 
allow for the architecture to foster experiential connection 
with people, removing excess functionality and programme 
can help with this. 

58.  Sigfried Giedion, Space, Time and Architecture: The Growth of a New 
Tradition (Cambridge: Harvard University Press, 1967), 426-427.

59.   Robert Twombly (ed.), Louis Kahn: Essential Texts (New York: Norton, 2003), 
119.

60.  Twombly, Louis Kahn: Essential Texts, 119.

61. Pallasmaa, The Eyes of the Skin, 34.

In this project, architecture stretches beyond the built 
environment to explore its role beyond utilitarian function, 
as a modality for contemplative restoration with potential 
for transcendent and existential connection to people. The 
concept of spiritual disconnection is not new. However, due 
to the living and working conditions of urban environments, 
it is becoming more apparent. The need for architecture that 
serves as a place for personal spiritual and contemplative 
restoration is likewise a result of the diminishing existential 
accessibility within the built environment. 

Design Note: The protection and secrecy of the exteriors 
strips the built forms from becoming predisposed. The 
materials speak to the intrinsic qualities of humans to enable 
all walks of life to experience the space independently. 
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Caption here

FIG. 24: Peter Zumthor, Material’s Skin

Zumthor, Peter. Thinking Architecture. Lars 
Muller, 1998.

FIG. 25: Peter Zumthor, Framing Time and Memory

Helene Binet, “Framing Time and Memory,” 
Peter Zumthor and Lars Mueller.1998, 

Contemplation In addition to the loss of the individual’s spiritual connection, 
urbanisation also negatively affects the human psyche due to 
increased stress, depression and anxiety.62 The World Health 
Organisation defines health as “a complete state of physical, 
mental and social well-being, and not merely the absence of 
disease or infirmity,” thus all forms of health are suggested to 
have equal importance. 63 Recently, mental and social holistic 
health has been given more importance in the evaluation 
of people’s health. The New Zealand government’s recent 
budget for ‘well-being’ affirms this increased focus on a 
holistic understanding of health. New Zealand’s Prime 
Minister, Jacinda Ardern, has elaborated that in effect, this 
budget could serve not only targeted mental wellbeing 
support schemes, but also “projects designed to tackle 
climate change, digital transformation, social exclusion, poor 
health, housing and domestic violence.”64 

Included in the budget are further-reaching categories 
of health reinforcing the current focus on holistic well-
being. This project is concerned with the binary program 
of spiritual connection with roots stemming from religion or 
ritualistic practice and, most importantly, the general holistic 
awareness of one’s presence in their lives and immediate 
surroundings. This project simultaneously approaches 
these areas of spiritual and intrapersonal connection 
as ‘contemplation.’ As a result, the built environment 
becomes the means to re-connect people with themselves. 
Architecture, which strips, cleanses and alienates the outer 
world, aims to contribute to this mindset of self-reflection and 
‘presence,’ a notion familiar to the work of architect Peter 
Zumthor.

62. "Constitution,” World Health organization, accessed June 11, 2020, https://
www.who.int/about/who-we-are/constitution

63.  World Health Organization. Preamble to the constitution of the World Health 
Organization as adopted by the International Health Conference, New York, 19-

22 June 1946; signed on 22 July 1946 by the representatives of 61 States (Official 
Records of the World Health Organization, no. 2, p. 100) and entered into force 

on 7 April 1948. Geneva (CH): World Health Organization; [Jun 1, 2007]. 

64.  Stuff, “Are we measuring success in our societies the wrong way?”, Feb 15, 
2019. https://www.stuff.co.nz/national/politics/110611951/are-we-measuring-

success-in-our-societies-the-wrong-way
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Contemplation 3.2 A Shift in Contemplative Typologies

Architecture is inherent throughout the history of 
contemplative places. According to Peter Zumthor, the first 
recorded account of architecture inducing contemplation 
would have been the first moment humankind reflected on 
the sensory experience of their surrounding environment.65 
Contemplation in this sense being an inner reflection upon 
immaterial conditions triggered by the built or natural 
environment. Essentially, contemplative thought induced 
by architecture, which can then be referred to as memory. 
Memory provides the immaterial essence to physical objects 
or scenarios. As an example, Zumthor discusses the closing 
of doors with an intimidating resonance as “replete and 
dignified.”66 Personal connection with the mundane can be 
made through the individuality of each person and their 
own histories. Managing the varying levels of religious 
or contemplative ability relies on this sense of place and 
identity formed by experiences that provoke memories. 
There is no way to ensure with experiential scenarios that the 
experience will be what is intended by the architect. Thus, this 
projects attempts to stimulate the memory through material 
and the senses as a way of accessing the inner condition 
within people. 

65.  Zumthor, Thinking Architecture, 14.

66.  Zumthor, Thinking Architecture, 10.
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FIG. 26: Louis Kahn, Salk institute, La Jolla California

Paul Takeuchi, “Louis Kahn - View of St. Peter’s 
Basilica in Rome,” Detail, 2012, https://www.

detail.de/artikel/louis-kahn-the-power-of-archi-
tecture-10046/.

FIG. 27: Photograph by author: light on mass, Orakei Basin

By Author.

FIG. 28: Louis Kahn, sketch of the Pyramids, Egypt

Paul Takeuchi, “Louis Kahn - View of St. Peter’s 
Basilica in Rome,” Detail, 2012, https://www.

detail.de/artikel/louis-kahn-the-power-of-archi-
tecture-10046/. By Author.

Contemplation 3.3 Light

Light is fundamental to the condition of mood, emotions and 
atmosphere. Louis Kahn has expressed how the architectural 
experience requires light and shadow to be present. He 
states: “[a]rchitecture appears for the first time when the 
sunlight hits a wall.”67 Light and shadow notion towards 
the presence and flow of time, and this often provokes the 
emotional response to light. McCarter and Pallasmaa argue 
that, “light tends to be experientially and emotionally absent 
until it is contained by space, or concretised by a surface 
it illuminates.”68 Space, architecture and light together can 
condition mood and through darkness and shadow instigate 
mystery, imagination and discovery. 

67.                                                         Twombly (ed.), Louis Kahn: Essential Texts, 41.

68.  McCarter and Pallasmaa, Understanding Architecture,152.
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FIG. 29: Louis Kahn sketch, the extravangance of silence shown through 
sketch Kahn, Louis. “Temple of Apollo, Corinth at Sun-

rise - Pastel and Charcoal on Paper.” Amorphous 
Narratives. 1951. https://amorphousnarratives.
wordpress.com/2019/12/08/louis-kahn-a-spir-
itual-journey-through-paintings-and-architec-

ture/.

FIG. 30: Peter Zumthor, Thermal Baths, Vals - sanctuary and reflection

Helene Binet, “Framing Time and Memory,” Peter Zumthor and Lars Mueller.1998, 

FIG. 31: Louis Kahn, Salk Institute, stretching towards the divinities

3.4 Stimulating Internal Contemplation       

through Silence

Silence in the context of this project is not merely the absence 
of sound. Rather, it is an ontological silence that provokes 
presence of conscious thought and stimulates emotions. This 
notion of silence is experienced not only via the sense of 
hearing but through the entirety of the haptic senses of mind, 
body and soul. Robert McCarter suggests that the “profound 
artistic and architectural experience eliminates external 
noise and turns our consciousness inwards, to ourselves.”69 
It is this inward contemplation that silence provokes which is 
important to the programme of contemplation in this project. 
In great works of architecture, such as the Pyramids of Giza, 
Egypt, it is common to experience this silence through their 
sublime presence. Silence and the sheer scale and power 
of the sublime together provoke conscious thought and can 
“connect us with the benevolent tranquillity of the universe.”70 

McCarter suggests that the haptic sensation of silence 
provokes memory, imagination and the presence of time. 
He describes buildings as “reservoirs and museums of 
time and silence, they preserve and contain the era of their 
construction.”71 Through their experience they encapsulate 
the essence of imagination and history. With a society 
moving towards the value of speed, immediate impact 
and ephemeral condition, architecture can prevent losing 
the worlds archaic silence and sense of permanancy.72 
Contemporary architecture such as Peter Zumthor’s Thermal 
Baths in Vals, Switzerland, or Louis Kahn’s Salk Institute in La 
Jolla California, maintain the essence of silence as 

69.  McCarter, Understanding Architecture, 185.

70.  McCarter, Understanding Architecture, 185.

71.  McCarter, Understanding Architecture, 185.

72.  McCarter, Understanding Architecture, 187.

Contemplation they “…remind us of our fundamental relationship with the 
world.”73 Thus, architecture which is reminiscent of time can 
provoke silence no matter its age of construction. 

“Nothing has 

changed man’s nature so much

 as the loss of silence.”74   

73.  McCarter, Understanding Architecture, 189.

74.  McCarter, Understanding Architecture, 184.
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FIG. 32: Sketch By Author: a journeyin-between mass and light, Earth and the divinities

3.5 Freeing Contemplation from its Religious 

Connections

In order for contemplation to be emancipated as a 
stand-alone program for spiritual connection and holistic 
wellbeing, it must first acknowledge its religious roots. 
Traditionally, religion has provided a foundation for self-
reflection and connection with oneself, as well as within 
the wider community, based on its premise of internal faith 
and the community aspect in which religious services are 
organised. Yet, even in a contemporary sense, religion has 
the ability to create community and a sense of belonging 
in areas such as cities which are full of strangers. It seems 
however, that within New Zealand there is a tendency to 
distance from religion,75 with few contemporary alternatives 
to take its place. Research has shown that 48.9% of 
Auckland’s population is religious, yet only 13% of these 
people visit a religious place to practice and the number 
who do not affiliate with religion has almost doubled since 
2001.76 This suggests that the remaining 41.9% of people 
in the city live without religion, potentially with no ‘spiritual 
outlet.’ 

75. "Losing Our Religion," Stats NZ, accessed June 1, 2020, https://www.stats.
govt.nz/news/losing-our-religion.

76. "Losing Our Religion."

Contemplation In contrast, Pallister says, “religion is on the rise, and 
is increasingly becoming a catalyst for change in 
contemporary society.”77 If religion is to be sustained as a 
‘catalytic’ culture, it must evolve alongside the progressive 
culture of the twenty first century. Vernacular cultures hold 
onto the concept and practice of religion, yet statistics tell 
us that traditional religion does not widely resonate with 
the younger population within Auckland, New Zealand.78 
This spurs the inquiry into contemporary alternatives and 
modalities. In order for this project to be non-exclusive it must 
still provide spiritual and sacred space for people who wish 
to partake in devotional activity within the building. However, 
it is important that within the project these spaces remain 
secular and without religious predisposition.  

In Sacred Spaces; Contemporary Religious Architecture, 
James Pallister suggests that religion is capable of creating 
change in the contemporary epoch, as it has done from the 
beginning of the enlightenment era. Sacred space is in some 
ways similar to religious space, however in modern society 
it can be articulated in a broad and universally accessible 
nature. The outcome of this being that it retains less exclusivity 
than religious space. An inclusive culture creates a catalyst 
for unity, community and a sense of belonging. The 
nineteenth century French sociologist and philosopher Emile-
Durkheim defines religion as a harmony between both the 
sacred and religious. 

77.        James Pallister, Sacred Space: Contemporary Religious Architecture 
(London: Phaidon, 2015), 7. 

78.                 "Losing Our Religion."

Durkheim offers the explanation of this as, “a unified system 
of beliefs and practices relative to sacred things, that is, 
things set apart and forbidden - beliefs and practices which 
unite in one single moral community called a church, all 
those who adhere to them.”79 It could be argued Durkheim’s 
notion toward religion and spirituality is traditional. Exclusion, 
practice, and adherance are no longer defining elements 
of the contemporary spiritual framework. In its place stands 
the rise in importance of the freedom of cultural growth, 
knowledge, and the ever-evolving recognition of human 
rights. 

Spirituality is the common thread amongst humans which 
resonates with the intangible nature of the soul and divinities, 
with disregard to adherence and practice. Durkheim’s 
mention of the ‘church’ in this passage makes religion 
exclusive for those who do not belong to a specific religion, 
belonging here becomes the form of separation in a culture 
rather than a unifying element. The inclusive nature of 
spirituality in comparison to religion emancipates spiritual 
sacredness from its religious roots, thus creating community, 
culture and a modality for spiritual connection.

While religion has an exclusive nature, this project aims 
to be inclusive and therefore cater to a universal sense of 
spirituality. In order to do so, contemplation’s historic and 
religious preconceptions must first be acknowledged so 
as to learn what it is about them that makes them exclusive. 
Additionally, this project aims to avoid symbolic gesture, 
offering instead non-exclusive, secular architectural space 
with a flexible scale of contemplative activity. 

79.  Pallister, Sacred Space, 7.
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FIG.33 : Sketch by author
Image by author

FIG. 34: Sketch by author

Image by author

FIG. 35: Sketch by author

Image by author

Contemplation This project looks toward the use of the following 
architectural and spatial elements of sacred architecture. 
In Architectural Catalysts to Contemplation, Julio Bermudez 
argues for three distinct built forms, which resonate with 
the religious experience and can be brought into the 
contemporary epoch as secular elements. They are as 
follows:

Sanctuary Mode

The ‘sanctuary mode’ is monastic in its form. It is protected by 
walls with an inwards focus, often opening onto a courtyard-
like space. Its serene and relaxing restorative environment 
resembles that of the monastic cloister courtyard. It is an 
architectural boundary which redirects attention from the 
outside world to the inner focus of a ‘sacred space.’80 

Contemplative Mode 

The monumental form of the ‘contemplative mode’ resembles 
the landmark or statue. It is often used or seen as a relic for 
religious or spiritual devotion to direct a person’s attention.81

Theatre Mode 

The ‘theatre’ mode has a stage-like focus and presence. It is 
seen in the vaulted roof of a chapel which accentuates the 
focal point of the alter. The focus is directed forward where 
ritual or ceremonial acts take place, much like a stage.82

80.  Julio Bermudez, "Architectural Catalysts to Contemplation," in Transcending 
Architecture, ed. Lindsay Jones (Washington: CUA Press, 2015), 170-171.

81.     Bermudez, "Architectural Catalysts to Contemplation," 170-171.

82.  Bermudez, "Architectural Catalysts to Contemplation," 170-171.

Compared to the acceptance of meditation into 
contemporary mainstream society through spiritual exercises 
like yoga, the act of contemplation remains firmly attached to 
places specific to the program of deep reflection; churches 
and monasteries, along with those spaces that emancipate 
thought and provide space for contemplation such as 
museums, galleries and parks. 

Julio Bermudez suggests that as a result of the contemporary 
shift away from the religious connection with architecture 
as a restorative respite, museums and in particular art 
galleries have resulted as the architecture of transcendence 
and spiritual restoration in the twentieth century.83 This 
movement in Europe has thus brought about a surge of 
galleries, of which, as Bermudez observes, have become 
the environment for which modern society may now require 
a new typology. The gallery no longer fulfils the restorative 
experience, as it has been deduced to a commonplace and 
programmatic environment due to the volume that now exists. 
The museum and gallery can be seen to have an exclusive 
nature, which distances these typologies from the role of a 
contemplative modality. Restorative transcendent spaces, 
Bermudez asserts, should focus on the following elemental 
themes: “nature as recovery, ethics, the holiness of life itself, 
the primacy of people over things, the power of empty but 
enabling nothingness” and further; emotions, atmosphere, 
transcendence and silence.84 Therefore it benefits this 
project to acknowledge how precedents such as Zumthor’s 
Allmannajuvet Zinc Mine Museum redefine the typology 
through the use of transcendent experiential qualities.

83.  Julio Bermudez, Transcending Architecture track 6.

84.  Bermudez, "Foreword," XV
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FIG. 37: Peter Zumthor - mysterious dark box with light weight 
frame

Per Berntsen, “Allmannajuvet Zinc Mine Museum - Artefacts Exhibited through Light,” ArchDaily, 2016, https://www.
archdaily.com/796345/allmannajuvet-zinc-mine-museum-peter-zumthor/57ed0d17e58ece20450001ad-allmannaju-

vet-zinc-mine-museum-peter-zumthor-photo.

FIG. 36: Peter Zumthor, attention of viewer drawn to artefacts under light 

Per Berntsen, “Allmannajuvet Zinc Mine Museum - Artefacts Exhibited through 
Light,” ArchDaily, 2016, https://www.archdaily.com/796345/allmannaju-

vet-zinc-mine-museum-peter-zumthor/57ed0d17e58ece20450001ad-allman-
najuvet-zinc-mine-museum-peter-zumthor-photo.

FIG. 38: The Landscape in-between, sketch by author
By Author.

FIG. 39: Peter Zumthor, dark box with light-weight frame

Per Berntsen, “Allmannajuvet Zinc Mine Museum - The Significant Landscape,” ArchDaily, 2016, https://www.archdaily.com/796345/
allmannajuvet-zinc-mine-museum-peter-zumthor/57ed0b71e58ece02a000011d-allmannajuvet-zinc-mine-museum-pe-

ter-zumthor-photo

4.1 Museum Typology 

The Allmannajuvet Zinc Mine Museum 

Sauda, Norway (2016)

Peter Zumthor 

The Allmannajuvet Zinc Mine Museum, designed by 
Peter Zumthor, is a contemporary approach to reflection, 
remembering, visiting, journey, atmosphere, accessing 
feelings and transcendence. It exhibits an atmospheric 
condition and experiential quality as equally significant as 
the featured relics and artefacts. The architecture articulates 
the meaning and experience as well as the display of 
artefacts.  

Externally, the buildings appear as artistic interventions and 
landmarks. The dark exterior stimulates mystery and sets 
the tone of tension and meaning. The lightweight, skeletal 
structure frames the boxes and integrates them with the 
landscape, which is of equal (if not greater) significance to 
its programme. Stairs accentuate the entrance and the raised 
level of the box, increasing the importance of the form and its 
contents. Much like a box or gift, it suggests that something 
important awaits inside. 

The museum spaces include: 

 ▪ The museum mining gallery – this houses and 
highlights the remaining mining artefacts. Within 
the dark room light falls only upon the artefacts to 
highlight their significance within the space. 

 ▪ Staging Area 

 ▪ Washery Remains 

 ▪ Office Building Remains 

 ▪ Café 

 ▪ Toilets 

 ▪ Service building, access stair, parking lot. 
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FIG. 40: Carlo Scarpa, Castelvecchio Venice - bridge across view shafts

Luca Onniboni, “Carlo Scarpa - Castelvecchio Museum - Observation,” Archiobjects, n.d.https://archiobjects.org/
museo-castelvecchio-verona-italy-carlo-scarpa/.

FIG. 41: Analysis sketch - understanding how Scarpa highlights material and 
sculpture through visual axis By Auhor.

FIG. 42: Analysis sketch - stimulating the idea of a "Museum of You"

By Auhor.

FIG. 43: Carlo Scarpa, Castelvecchio - View Points 

By Auhor.

FIG. 44: View onto stairs - people moving 
perpendicular

Luca Onniboni, “Carlo Scarpa - Viewshaft Framing Stairwell,” Archiobjects, n.d.https://archiobjects.org/
museo-castelvecchio-verona-italy-carlo-scarpa/.

FIG. 45: Analysis - sketch by author

By Auhor.

Precedents Museo Castelvecchio Restoration

Verona, I taly (1964)

Carlo Scarpa

Carlo Scarpa’s Museo Castelvecchio is a new addition 
to a historic museum. There are moments and architectural 
elements that resonate with time and history throughout 
the building. View shafts often challenge the focus of the 
observer, shifting the focal point between the artefacts and 
the people observing them. This technique of framing views 
is also evident where Scarpa frames the building and its 
materiality, exhibiting its history and junctions with as much 
consideration as the artefacts it contains. 

Scarpa’s attention to detail is invaluable to this project. Firstly, 
it offers a method to bring significance and meaning to a 
new build. Secondly, it provides a tool to challenge the lens 
of perception with which contemplative spaces and the 
urban environment can be viewed. 

Shafts of light highlight and exhibit not only the artefacts, 
but also the inhabitants and simultaneously the architecture. 
Julio Bermudez's theatre mode can be applied to the many 
scenarios in the Castelvecchio where Scarpa has framed or 
draws attention to, people, artefact or architecture. 
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FIG. 46: Fortified entry

Helene Binet and Oscar Ferrari, “The Fortified Entry,” Divisare, 2011, https://divisare.com/projects/170887-pe-
ter-zumthor-helene-binet-oscar-ferrari-serpentine-pavilion-2011.

FIG. 51: Eleveation - sketch by author

By Author.

FIG. 48: Corridor, Lighting 
Walter Herfst, “Serpentine Gallery Pavilion - Interior Hallway,” Designboom, 2011,

https://www.designboom.com/architecture/peter-zumthor-serpentine-pavilion-now-complete/.
By Author.

FIG. 49: Analysis sketch by author

By Author.

FIG. 50:  Analysis sketch by author

By Author.

FIG. 47: Roof overhang defines the seating space 

Helene Binet and Oscar Ferrari, “The Fortified Entry,” Divisare, 2011, https://divisare.com/projects/170887-peter-zumthor-he-
lene-binet-oscar-ferrari-serpentine-pavilion-2011.

Precedents 4.2 Serpentine Gallery Pavilion
London, United Kingdom (2011) 

Peter Zumthor (architect) and Piet Oudolf 
( landscape ar tist)

The pavilion aims to help its participants to “take the time 
to relax, to observe, and then perhaps start to talk again; 
maybe not.”85 It appears as a simple black box from the 
outside. Walls enclose the cloister like an internal garden 
space, engaging the sanctuary mode of contemplation. The 
backs of people seated are protected by the surrounding 
four walls. Openings do not require doors or glazing as this 
is an external space, yet the notion of enclosure creates the 
sensation of an internal fortification. 

Internally the roof opens up to expose the elements of the 
outside world through the opening in the garden space. 
The sky is framed in an exhibition manner by the large 
overhanging roofs. The roofs send rainwater to the gardens 
whilst protecting and covering the people observing the 
open space. The path leading to the entry meanders 
through the nature of its curves. This immediately changes the 
momentum of travel and slows the pace. 

Once inside the corridors, the path returns to narrow, linear 
movement. The entry is dark and the path is blocked by 
a barrier – the wall enclosing the corridor and courtyard 
space. Only light directs movement and orientation when 
in the passageway. The corridor’s narrow width induces 
a solitary journey, if only for a short moment, before 
being released into the open, light-filled and more social 
environment of the courtyard space. 

85. "Serpentine Gallery Pavilion 2011/Peter Zumthor," ArchDaily, accessed June 01, 
2020, Archdaily.com/146392/serpentine-gllery-pavilion-2011-peter-zumthor.

The plants in the garden are of a wild nature yet were 
carefully selected by landscape artist Piet Oudolf. The 
black colour and texture of the walls act as a backdrop to 
accentuate the sky, people and greenery. It is the opening 
to the sky and the way in which it is framed that accentuates 
the presence and flow of time. Again, where the plants 
move with the wind or are dampened by the rain, time and 
presence of the moment becomes a prominent experiential 
quality of the space. These plants also offer a barrier of 
privacy. People opposite are visible yet are buffered and 
obscured by the privacy of the greenery. 

This space is designed purely with the function of 
contemplation and observation. There is no further function to 
detract from introspection.
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FIG. 52: Tadao Ando, Church of Light - light 
slits in ceiling

Tadao Ando, “Light Ceiling”,” UNESCO, 1995, http://www.unesco.org/artcollection/NavigationAction.do?i-
dOeuvre=3185.

FIG. 53: Ritual journey
Tadao Ando, “Ritual journey - “Espace de Médita-

tion”,” UNESCO, 1995, http://www.unesco.org/art-
collection/NavigationAction.do?idOeuvre=3185.

FIG. 54: Horizontal journey
Tadao Ando, “Horizontal opening and motion”,” 

UNESCO, 1995, http://www.unesco.org/artcollec-
tion/NavigationAction.do?idOeuvre=3185.

FIG. 55: Solitary seating

Tadao Ando, “Solitary seating”,” UNESCO, 1995, 
http://www.unesco.org/artcollection/Navigation-

Action.do?idOeuvre=3185.

4.3 Meditation Space for UNESCO
Paris,  France (1995)

Tadao Ando

Tadao Ando’s Meditation and Prayer Space is located in the 
urban centre of Paris. It is a monument which pays homage 
to the Hiroshima tragedy, providing a space for internal 
reflection. 

The cylindrical form is the destination at the end of a 
stretching path. This ritual of walking is engaged by initiating 
the journey towards the Meditation Space. The pathway 
is narrow, engendering a solitary experience. Although 
the city of Paris is dense in its population, the space does 
not attempt to hold many people. There are very few seats 
located inside the space which further encourages personal 
introspection and the sense of protection from the city with 
its curved and hugging walls. The sound inside the space is 
echoey due to its form and materials. The sound travels up 
towards the light that appears in a narrow slit around the 
circumference of the high ceiling. The materials are harsh and 
urban, thus appearing to provoke vulnerability and intensity 
in the atmosphere. The colours are all of one tone and 
are similar in material composition, which creates a strong 
statement and atmosphere. 

Precedents
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FIG. 56: Framing a potentially underutilised corner 
space

Naoya Fujii, “Church of Light by Tadao Ando - Vertical Open-
ing,” ArchDaily, 1999, https://www.archdaily.com/101260/

ad-classics-church-of-the-light-tadao-ando/5037f3d-
328ba0d599b00064d-ad-classics-church-of-the-light-tadao-

ando-photo.

FIG. 57: Tadao Ando, Church of Light

Naoya Fujii, “Church of Light by Tadao Ando - 
Vertical Opening,” ArchDaily, 1999, https://www.
archdaily.com/101260/ad-classics-church-of-the-
light-tadao-ando/5037f3d328ba0d599b00064d-

ad-classics-church-of-the-light-tadao-ando-photo.

FIG. 58: Sketch - Church of Light

Naoya Fujii, “Church of Light by Tadao Ando - 
Vertical Opening,” ArchDaily, 1999, https://www.
archdaily.com/101260/ad-classics-church-of-the-
light-tadao-ando/5037f3d328ba0d599b00064d-

ad-classics-church-of-the-light-tadao-ando-photo.

FIG. 59: Sketch - Church of Light

Naoya Fujii, “Church of Light by Tadao Ando - 
Vertical Opening,” ArchDaily, 1999, https://www.
archdaily.com/101260/ad-classics-church-of-the-
light-tadao-ando/5037f3d328ba0d599b00064d-

ad-classics-church-of-the-light-tadao-ando-photo.

4.4 Church of the Light 
Osaka, Japan (1999)

Tadao Ando 

The Church of the Light indicates in its name how a 
transcendental experience is approached through the 
architecture. Light and mass work together to generate its 
archaic presence. 

This contemplative and atmospheric architectural building 
offers insight to further understand the concept of ‘ma’. The 
few openings in the envelope embody ‘ma’, where streams 
of light provoke an emotive response. Having minimal 
openings also block out any sound or sight of the outer 
world. This enables one’s attention to focus on the building 
and in toward themselves. The heavy concrete walls are a 
trademark in Ando’s work, however they also contribute to 
the role of monumentality and archaic resonance with the 
universe.

This church is an emblematised space with symbolic 
reference to the religious devotions it houses. However, it is a 
contemporary example and the experiential qualities can be 
successfully transferred without the symbolic gestures. 
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FIG. 60: Pilgrim Route Refuge; dead-end space becomes intriguing through the use of doorways

Francisco Perez, “Pilgrim Route Refuge,“ ArchDaily, 
2010, https://www.archdaily.com/184189/pil-

grim-route-refuge-luis-aldrete/5016ae8828ba0d-
1416000c4b-pilgrim-route-refuge-luis-al-

drete-photo?next_project=no

FIG. 61: Pilgrim Route Refuge - Interior

Francisco Perez, “Pilgrim Route Refuge,“ ArchDaily, 
2010, https://www.archdaily.com/184189/pil-

grim-route-refuge-luis-aldrete/5016ae8828ba0d-
1416000c4b-pilgrim-route-refuge-luis-al-

drete-photo?next_project=no

FIG. 62: Pilgrim Route Refuge - Exterior

Francisco Perez, “Pilgrim Route Refuge,“ ArchDaily, 
2010, https://www.archdaily.com/184189/pil-

grim-route-refuge-luis-aldrete/5016ae8828ba0d-
1416000c4b-pilgrim-route-refuge-luis-al-

drete-photo?next_project=no

4.5 Pilgrim Route Shelters
Jalisco, Mexico (2010)

Luis Aldrete

The shelters are interventions along the pilgrimage route 
in Jalisco, Mexico. This notion of searching for answers 
through the ritual of walking is not often present in urban 
environments due to the demand to get to places quickly, 
and due to the busy nature of the city.

The forms are monumental in their location within the 
landscape. The monumentality of these structures provides 
destination and the sensation of achievement when reached. 
The adobe brick resonates with the stoic notions of the route’s 
history as well as with the manual process of fabricating the 
bricks. 

The door and window openings are set deep within the 
walls, emphasising the mass of the structure and creating 
an archaic and atmospheric space inside. The light washes 
across the walls through the openings and blurs the threshold 
of inside and outside. 

The shelters are elemental. They provide very little other than 
a space for reflection and respite. A sense of destination, 
a moment to pause along the trail and monumentality are 
present through their scarcity along the route and their 
monolithic form and materials. 

Precedents
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FIG. 63: Heavy mass, fortified walls

Bayer & Strobel Architekten, “Ingelheim 
Funeral Chapel,” ArchDaily, 2012, https://www.
archdaily.com/279992/ingelheim-funeral-chap-
el-bayer-strobel-architekten/50723c7528ba0d-

48ed000148-ingelheim-funeral-chapel-bayer-stro-
bel-architekten-image.

FIG. 66: Courtyard - contemplation

Bayer & Strobel Architekten and Amy Frearson, 
“Ingelheim - Courtyard,” Dezeen, 2012, https://

www.dezeen.com/2012/09/25/funeral-chap-
el-in-ingelheim-frei-weinheim-by-bayer-strobel-ar-

chitekten/.

FIG. 67: Contemplation

Bayer & Strobel Architekten, “Ingelheim Funeral Chapel,” ArchDaily, 2012, 
https://www.archdaily.com/279992/ingelheim-funeral-chapel-bayer-stro-

bel-architekten/50723c7528ba0d48ed000148-ingelheim-funeral-chapel-bay-
er-strobel-architekten-image.

FIG. 68: Analysis sketch by author
By Author. 

FIG. 64: Analysis sketch by author - light 
journey

By Author.

FIG. 65: Plan

Bayer & Strobel Architekten and Amy Frearson, 
“Ingelheim - Heavy Exterior,” Dezeen, 2012, 

https://www.dezeen.com/2012/09/25/funer-
al-chapel-in-ingelheim-frei-weinheim-by-bay-

er-strobel-architekten/. By Author.

Precedents 4.6 Ingelheim Funeral Chapel
Ingelheim am Rhein,Germany (2012)

Bayer & Strobel Architekten

This projects aims to cater to events such as funerals or 
meditation groups or devotional activity. Therefore the 
Ingelheim Funeral Chapel furthers the understanding of what 
is required of the building’s space and functionality in order 
to host such occasions.

For this project to provide appropriate space and 
functionality for funerals it must first acknowledge the spatial 
and architectural requirements of programmes and then the 
experiential needs.

The courtyard space is much like the cloister,86 protected by 
four walls. The courtyard provides relief and sanctuary space 
for contemplation. The assembly of trees introduces greenery 
in a simple and understated from. As well as courtyards 
internally, there is a perimeter threshold, which surrounds 
the exterior of the complex. This is a fortified type perimeter 
boundary emanating protection and sanctuary of the spaces 
inside. 

The circulation through the complex arrangement of spaces 
resonates with the cloister. The path forward is often blocked, 
driving a change in direction and stimulating a sense of 
way finding. This barrier visually (and through the journey) 
stimulates contemplative thinking. Often there is a view 
through to a space of seating or contemplative activity such 
as the courtyard, however no direct entry.

86. James Pallister, Sacred Spaces: Contemporary Religious Architecture, (London: 
Phaidon, 2015),168-169.
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The high pitch of the chapel presents an atmospheric pull 
up towards the divine sky with a stream of light which 
pours through the glazed opening running horizontal. This 
space cannot be physically occupied yet it is an essential 
component to the holistic and spiritual experience of the 
space. 

The materiality is soft and perhaps the pebbles when under 
foot produce a soft sound. This sound could be said to give 
control to the observer controlling the foot, wherever the 
observer chooses to go and with whatever emotion is driving 
the intention, the pebbles will react subserviently. For a 
funeral chapel this could be a way to comfort people. 

Precedents The chapel roof pierces through the horizontal band 
(illustrated above, FIG. 62) surrounding the building and 
breaking through with its steep and dominant vertical 
geometry. Thus it brings attention and monumentality to 
the chapel space. This roof pitch creates a hierarchy to the 
complex of spaces. 

The courtyard welcomes people into the safety of the 
complex. It provides place for congregation before 
entering the chapel. A single tree is present here, softening 
the transition from the street to the chapel. The tree 
obscures the view and blurs the privacy levels, ultimately 
creating a semi public/semi private space. Procession 
through the chapel leads to another ‘congregation’ and 
relief space. More trees are in this cloister-like courtyard 
space and provide a point of focus implementing 
the theatre mode, which provides relief from social 
interaction, solitude. The nature is not overbearing; it gives 
the observer a subtle point for visual and attentive focus to 
discourage the feeling of loneliness, or forced interaction 
with others in the courtyard.  

Private and smaller rooms branch off the chapel space, 
perhaps for private sessions as the smaller size creates 
intimacy. 

The chapel is surrounded by views or glimpses towards 
nature. As well as the chapel having these views towards 
greenery, each indoor space has contact with the 
outdoors. 
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FIG. 69: Mark Rothko, Rothko Chapel -  atmosphere and seating 

Jason Daley, “Mark Rothko Chapel - Ambient 
Lighting, Dramatic Atmosphere,” Smithsonian 

Magazine, 2019, https://www.smithsonianmag.
com/smart-news/houstons-rothko-chapel-casts-

new-light-180971595/.

FIG. 70: Mark Rothko, ananlysis sketch by author

By Author.

FIG. 71: Mark Rothko, mixed use space - meditation and prayer Hickey Robertson, “Mark Rothko - Meditation,” 
Vice, 2015, https://www.vice.com/en_us/article/

mgpxp8/the-rothko-chapel.

FIG. 72: Mark Rothko - contemplation

Chad Kleitsch, Adelaide De Menil Carpenter, and 
Romano Cagnoni, “Mark Rothko Chapel - Ambient, 

Interior Exhibition Space,” ArchDaily, 1971, 
https://www.archdaily.com/160388/ad-clas-

sics-rothko-chapel-philip-johnson-how-
ard-barnstone-eugene-aubry-and-mark-roth-

ko/50381a3228ba0d599b000ea3-ad-classics-rot-
hko-chapel-philip-johnson-howard-barnstone-eu-

gene-aubry-and-mark-rothko-photo

4.7 Rothko Chapel
Texas, United States (1971) 

Phil ip Johnson, Howard Barnstone and Eugene 
Aubry (architects) and Mark Rothko (ar tist)

Rothko’s chapel is a non-denomenational sacred space. This 
is an example of a multi-purpose building with a programme 
that does not outweigh the importance of contemplation and 
the simple observation of Rothko’s paintings. 

In reflection of his own work, Mark Rothko argues that “a 
work of visual art must speak to the mind and indeed the 
soul of the viewer not through suggestive titles or embedded 
texts, but by engaging the eye and the imagination 
through its own imagery. A work of art must ultimately be 
a thing in and of itself and not simply a representation of 
something from the world around it.”87 This building is a 
reflection of this sentiment. It attempts to accompany the art 
in a way that offers a transcendent experience, yet does 
not detract from the object in focus – the paintings. This 
is crucial to this project as the functionality and building 
should only encourage, not detract from, the programme of 
contemplation. 

Museums and art galleries determine behaviour within the 
space through their aura and reflection of artefacts through 
the building. The focus of this space is observation of the 
paintings and for the most part, solitary contemplation. 

87.   Oscar Lopez, “AD Classics: Rothko Chapel / Philip Johnson, Howard 
Barnstone, Eugene Aubry,” ArchDaily, accessed 29 Mar 2020, https://www.

archdaily.com/160388/ad-classics-rothko-chapel-philip-johnson-howard-
barnstone-eugene-aubry-and-mark-rothko.
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FIG. 74: Mark Rothko - exterior 
mass

Chad Kleitsch, Adelaide De Menil Carpenter, and 
Romano Cagnoni, “Mark Rothko Chapel - Ambient, 

Interior Exhibition Space,” ArchDaily, 1971, 
https://www.archdaily.com/160388/ad-classics-

rothko-chapel-philip-johnson-howard-barnstone-
eugene-aubry-and-mark-rot Chad Kleitsch, Ade-
laide De Menil Carpenter, and Romano Cagnoni, 

“Mark Rothko Chapel - Exterior,” ArchDaily, 1971, 
https://www.archdaily.com/160388/ad-clas-

sics-rothko-chapel-philip-johnson-howard-barn-
stone-eugene-aubry-and-mark-rothko/503819eb-

28ba0d599b000e96-ad-classics-rothko-chap-
el-philip-johnson-howard-barnstone-eugene-aub-

ry-and-mark-rothko-image
hko/50381a3228ba0d599b000ea3-ad-classics-

rothko-chapel-philip-johnson-howard-barnstone-
eugene-aubry-and-mark-rothko-photo

FIG. 75: Mark Rothko - exterior mass 

Chad Kleitsch, Adelaide De Menil Carpenter, and 
Romano Cagnoni, “Mark Rothko Chapel - Ambient, 

Interior Exhibition Space,” ArchDaily, 1971, 
https://www.archdaily.com/160388/ad-classics-

rothko-chapel-philip-johnson-howard-barnstone-
eugene-aubry-and-mark-rot Chad Kleitsch, Ade-
laide De Menil Carpenter, and Romano Cagnoni, 

“Mark Rothko Chapel - Exterior,” ArchDaily, 1971, 
https://www.archdaily.com/160388/ad-clas-

sics-rothko-chapel-philip-johnson-howard-barn-
stone-eugene-aubry-and-mark-rothko/503819eb-

28ba0d599b000e96-ad-classics-rothko-chap-
el-philip-johnson-howard-barnstone-eugene-aub-

ry-and-mark-rothko-image
hko/50381a3228ba0d599b000ea3-ad-classics-

rothko-chapel-philip-johnson-howard-barnstone-
eugene-aubry-and-mark-rothko-photo

FIG. 73: Mark Rothko, light study model by author

By Author.

FIG. 76: Mark Rothko, light study model

By Author.

Precedents The space and layout of the building also supports this 
programme. It achieves this through the location of the 
observer in relation to the painting. The backs of observers 
remain open to the central space, with the attention focussed 
toward the paintings on the diagonal walls. When the 
back of a person is exposed to open air, the result is often 
a sensation of vulnerability, which opens up the channels 
to accessing the emotions. In Understanding Architecture 
both Pallasmaa and McCarter refer to the position and 
image of the back with reference to time stating, “[w]e turn 
to face the present and allow the past to disappear behind 
our backs.” 88 This notion relates to the understanding of time 
from an existential perspective. Often the back is related to 
the idea of stepping back in time or in terms of achieving 
a goal, going backwards. This enhances the sensation of 
the vulnerability and insecurity that the back of the body 
possesses. 

The walls act as frames for the paintings and do not detract 
from their presence. 

The corner of the walls are cut off, bouncing people around 
the room toward the different paintings almost as a discreet 
method of circulation. The doors are not visible and are set 
deep within the mass of the walls structure. As a result, little 
attention is given to the next destination and therefore, there 
is less haste to go where other people are going.

The lighting is diffused and the outside world is shut off, 
exposing the loss of time to encourage further focus on the 
paintings and internal space. 

88.  McCarter, Understanding Architecture, 45.

This space occasionally functions as a multi-use building. It 
holds other contemplative programmes such as meditations 
and prayer groups.  

The materials speak to the paintings through their natural and 
rough textures. The white of the walls allows the paintings 
to have greater atmospheric presence. In contrast, the 
floors are dark, grounding the building and resonating the 
sensation and stability of the earth and ground. 
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RICHARD SERRA
NJ-2

ROUNDS: EQUAL WEIGHT,
UNEQUAL MEASURE

ROTATE

EXTENDED!
Through Thursday, April 13, 2017

6–24 Britannia Street
London WC1X 9JD

Gagosian is pleased to present three recent large-scale steel sculptures by Richard Serra.

Richard Serra was born in San Francisco in 1938 and has lived in New York since 1966. He
studied at the University of California (Berkeley and Santa Barbara) and at Yale University. 
He was awarded the insignia of Chevalier de la légion d'honneur by the French government 
in June 2015.

Institutional collections include The Museum of Modern Art, New York; Whitney Museum 
of American Art, New York; Dia Art Foundation, Beacon, New York; National Gallery of 
Art, Washington, D.C.; LACMA, Los Angeles; The Broad, Los Angeles; Tate Modern, 
London; Stedelijk Museum, Amsterdam; Serralves Foundation, Oporto, Portugal; Neue 
Nationalgalerie, Berlin; and Guggenheim Museum Bilbao, Spain, among many others.

Serra's earliest solo exhibitions were held at Galleria La Salita, Rome (1966), and Leo 
Castelli Warehouse, New York (1969). His first solo museum exhibition was presented at 
The Norton Simon Museum (formerly Pasadena Art Museum) in 1970. Selected recent solo 
institutional exhibitions include “Richard Serra: Weight and Measure Drawings,” American 

FIG. 77: Richard Serra, oil 
stick painting, Rift

Serra, Richard. “Work Comes 
Out of Work - Oil Painting.” 

Wikimedia. 2008. https://
commons.wikimedia.org/
wiki/File:Rserra_z03.jpg.

FIG. 78: Richard Serra, oil 
stick painting, Rift 2

Serra, Richard. “Work Comes 
Out of Work - Oil Painting.” 

Wikimedia. 2008. https://
commons.wikimedia.org/
wiki/File:Rserra_z03.jpg.

FIG. 79: Richard Serra - 
NJ-2 Rounds

Bruce, Mike. “Richard Serra 
- NJ-2 Rounds: Equal Weight, 

Unequal Measure, Rotate.” 
Gagosian. 2016. Gagosian 

Gallery. 

FIG. 80:  Serra, Space 
Sculpture - exploring ideas 

of  the in-between

Bruce, Mike. “Richard Serra 
- NJ-2 Rounds: Equal Weight, 

Unequal Measure, Rotate.” 
Gagosian. 2016. Gagosian 

Gallery. 

FIG. 81: Serra, exploring 
space that is normally 

unused

Bruce, Mike. “Richard Serra 
- NJ-2 Rounds: Equal Weight, 

Unequal Measure, Rotate.” 
Gagosian. 2016. Gagosian 

Gallery. 

FIG. 82: Richard Serra, corten steel - exploring ideas of the in-between

Bruce, Mike. “Richard Serra - NJ-2 Rounds: Equal 
Weight, Unequal Measure, Rotate.” Gagosian. 

2016. Gagosian Gallery. 

Precedents 4.8 Richard Serra Artworks
Born California, United States (1938)

Sculpturist 

The process behind the steel's origin, as well as the 
substance, weight and motion of the matter, imposes its 
own sense of space and determines the way the body 
moves through space. Through retrospective conversation 
about his own work, contemporary sculptor Richard Serra 
claims, “space is the subject matter in relation to your bodies 
movement, how the body registers space, through movement 
in time”.89  

Richard Serra is most commonly known for his steel 
sculptures which, arguably fall on the cusp of architecture. 
Serra frequently explores the notion of weight, not only 
through the heaviness and physical attributes of the 
material against the ground but through the psycological 
implications of the weight, in both paintings and sculptures.90 
The 3-dimensional experience is transferred through the 
transcendence of weight, into the 2-dimensional paintings.

The artwork Rifts is an oil stick painting by Serra. The rifts 
explore the feelings of tension, suspense, presence and 
space. This painting ontologically provokes the observer 
though its sharp rifts of negative space and stark contrast 
between the white paper background and the “gross 
material”91 of the black oil stick. Serra explains that black 
is used in this work “because it is a colour that doesn’t 
transport elusive emotions”.92 It is clear from Serra’s statement 
that black is a colour that is prominent and defined which 
strengthens the atmosphere and experience of the painting. 
The slither of light between the dense black oilstick texture 
reaches up stretching the vertical axis and vanishes. Serra 

89.          Richard Serra, "Movement through space," last modified 2007, accessed 
June 6, 2020, https://youtube.com/watch?v=vuiYXx_vwk0.

90.          Gagosian, "Richard Serra," accessed June 6, 2020, https://www.
gagosian.com?exhibitions2018/richard-serra-reverse-curve/.

91.          Gagosian, "Richard Serra: Rifts." 

92.          Gagosian, "Richard Serra: Rifts."
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FIG. 83: Serra Ramble - exploring weight and presence of mass in monolithic forms 

Serra, Richard. “Ramble.” Apollo Magazine. 2014. 
Gagosian Gallery. https://www.apollo-magazine.

com/impossible-balance-richard-serras-sculp-
tures-gagosian-gallery/.

Precedents intends that these ruptures activate the concious of the 
viewer’s entire body and mind.93  

This project is concerned with the architectural elements that 
involve the participation of the entire experiential condition 
of mind, body and soul. Through Thomas Thiis Evensen’s 
work we can call these architectural elements motion, weight 
and substance and use them as a guide to designing and 
communicating otherwise intangible experiential qualities 
of built or spatial elements. Serra’s sculptural works create 
space which is arguably un-occupiable. He provokes 
people to discover and venture into these awkard and 
tense spaces as a way to access the emotions within the 
participant. The use of 'black' in both Serra and Rothko's 
artworks provide a means to open the channels of the 
emotions and transport participents into un-occupiable yet 
spatially experiential spaces. 

93.          Gagosian, "Richard Serra: Rifts."                   
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Nature



90 91

FIG. 84: Photograph by author - motorway and its sublime presence

By Author.

FIG. 85: Photograph by author - example of undervalued natural space

By Author.

FIG. 86: Photograph by author - human-made intervention within the 
natural, sublime 

By Author.

FIG. 87: Photograph by author - example of undervalued natural space By Author.

5.1 Nature’s Role

This project uses the term ‘nature’ in a broad sense. It 
acknowledges that, in many cases, what we commonly call 
‘nature’ has already been modified by the cultural impact 
humans have had on it. As a result, what is referred to as 
‘natural’ is most likely maintained by conservationists such 
as DOC in New Zealand or is inhabited in some way by 
people. The meaning of nature within this project refers to 
the spiritual and intrinsic relationship people seek in nature’s 
elements such as greenery, respite, fresh air, daylight, 
adventure and the feeling of the sublime. Thus, the lens with 
how we perceive nature needs to be challenged and this is 
attempted through architectural means. 

Nature
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FIG. 88: Photograph by author - Orakei Basin, 
nature meets the urban

By Author.

FIG. 89: Sketch by author - nature meets the urban
By Author.

FIG. 90: Sketch by author - nature meets the urban
By Author.

‘Nature’ as a notion has an impact on the design firstly 
through the integration of what seems to be nature in its 
raw state but also through the built elements, which harness 
the raw quality of nature through building materials and 
the connection to their origin. Additionally, the junction 
where nature meets the urban impacts the design layout, 
composition and circulation as explored briefly in these 
sketches (above) and also, nature ‘naturally’ overgrows the 
building or the building cuts through the greenery. 

5.2 Nature within the Urban Context

Humans have intervened with nature in many ways. 
Relevant to this project is their intervention with nature as a 
means of place-making and spiritual connection. Today, 
nature (especially in the urban context) is placed into the 
human environment as parks, or ‘green spaces’, which are 
designated patches of ‘nature.’ Relationships with nature 
have since long fulfilled a restorative spiritual role but 
‘the nature of nature’ is changing.Through observation, it 
can be seen that this shift from the wild state of nature to 
its contemporary adaptation is a modern day construct. 
The essence of nature can be reinstated with the aid of 
architecture and the lens with which we perceive it. “Nature 
is Everywhere, we just need to learn to see it” is a Ted Talk 
by Emma Marris, Author of Rambunctious Garden: Saving 
Nature in a Post-Wild World.94 Marris suggests that human 
intervention has removed the part of nature that makes it 
natural.95 The wild weeds of abandoned spaces are what 
Marris perceives to be true nature, as there is biodiversity in 
the wildlife and little to no human intervention. This essence 
of wild nature is still evident, however the urbanisation 
challegnges the current perception or view. This prompts 
us to consider alternatives and learn new ways to restore 
through nature. This unkept nature can be seen creeping 
out of the cracks in footpaths, as if they have conquered 
and taken back the land from humans. This project attempts 
to capture this essence of nature’s raw state and its ability 
to create inward contemplative attention and existential 
experience through the means of seemingly ‘untamed’ 
greenery.

94.  Emma Marris, “Nature is Everywhere, We Just Need to Learn How to 
See It,” filmed June 2016, at Ted Summit, Video, 4.40, http://www.ted.com/
talks/emma marris nature is everywhere we just need to learn how to see it/

transcript?language=en#t-440942.

95.  Emma Marris, “Nature is Everywhere, We Just Need to Learn How to See It.”  
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5.3 The Need for Nature

Through the term biophilia, which was coined by the social 
psychologist Eric Fromm, we know that human’s affinity with 
nature is inherent and runs deep within the history of human 
civilisation. With this we know nature has the intrinsic ability 
to improve mental and physical health and well-being. 
Nature fosters spiritual restoration within people through its 
environmental elements, fresh air, greenery, and exposure to 
the elements through its various existential qualities. 

Martin Heidegger explores the notion that human existence 
is most apparent when exposed to the natural elements, 
specifically the sky.96 It is important to distinguish that nature is 
not an environment that humans can control. 

In accordance with the Environmental Research and Public 
Health Article, studies prove that green space is more 
restorative to holistic health than the busy and arbitrary urban 
space, regardless of its scale.97 It is also stated that natural 
recovery space in close proximity to work or study therefore 
provides higher cognitive recovery and performance as a 
result.98 This notion has been coined the “attention restoration 
theory”99 and it suggests that “contact with nature can 
restore people’s directed attention” including that of inward 
attention, the presence in one’s own surroundings. For this 
reason it is important for people in urban environments to 
have access to nature. 

People connect with themselves as a result of connecting 
with their environment, and this introduces introspective 
healing, reducing stress and boosting mood.100 An example 

96.  Christian Norberg-Schulz, "Heidegger’s Thinking on Architecture," Perspecta, 
Vol. 20 (1983), 2021, https://www.academia.edu/33402171/Norberg_Schulz_

Heidegger_s_Thinking_on_Architecture. 

97.  Wallner et. al, "Reloading Pupil’s Batteries: Impact of Green Spaces on 
Cognition and Well-being", International Journal of Environmental Research and 

Public Health, (June 2018):1.  

98.  Wallner et al, "Reloading Pupil’s Batteries", 1.  

99.                                      Wallner et al, "Reloading Pupil’s Batteris", 1.

Nature Nature’s sublime presence and indifference to humankind 
has, in the past, suggested that it is of divinity and holiness.
It has always been and always will be indifferent to 
human preoccupation. This untameable quality of nature is 
desirable and stimulates the imagination and sense of stoic 
contemplation. The indeterminacy of nature is similar to that 
of art and architecture, the openness allows the mind to fill 
and connect with it.

It cannot be denied that a contemplative space or typology 
suits a location that is immersed in a natural environment. 
This project therefore attempts to understand the experiential 
and spatial elements of nature which impact us in a positive 
manner. It is then the aim of this project to bring these 
elements into the proximity of people such as city-workers 
who cannot easily access nature during times they might 
need it, and the respite it provides. The location of the project 
is a reflection of this; it moved from its initial location in West 
Auckland’s Waitakere Ranges, to locations which were 
extremely urban such as those near and around motorways, 
as a means to fill urban gap spaces positively. The final 
location is Auckland’s downtown CBD. This decision was 
made with the city’s inhabitants in mind.

‘Nature’ as a notion has an impact on the design through 
the integration of what seems to be nature in its raw state but 
also through the built 
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FIG. 91: Tāne Mahuta, the world’s largest surviving kauri 

Alamy, “Tane Mahuta, the world’s largest surviving 
Kauri tree,” The Guardian, 2017, https://www.

theguardian.com/travel/2017/dec/06/tane-ma-
huta-sacred-kauri-tree-waipoua-dargaville-new-

zealand.

FIG. 92: Shinrin Yoku - forest bathing

Kenneth Kao, “Still from ‘Shinrin-yoku’,” Shizuka, 
2018, https://shizuka.com.au/forest-bathing-japa-

nese-traditions/.

Nature of this is Shinrin-Yoku or translated and known globally 
as Forest Bathing. Forest bathing began in Japan in the 
1980’s.101 It was a result of the technology and work boom, 
as a means to restore the mental clarity, happiness and well-
being of the workers. We have for over 5 million years lived 
in nature and only in the last few hundred years shifted to 
the technology driven urban realm. The results of researchers 
from the 1990s reinstates what we already now know which 
is nature is good for us.102 Taking the time to breathe in and 
observe oneself within the forest walk ritual takes more 
practice for some. Where scenarios such as New Zealand’s 
majestic Waipoua Kauri Forest or the traditional Kumano 
Sanzan trail in the Japanese mountains are not available, 
there are simple steps which can be done to invigorate the 
experience of forest bathing in a park or on a local walk.103 
Much like meditation these steps are as follows: 

Step 1 – leave behind phones, cameras or any other 
distractions, so that you can be fully present in the 
experience. 

Step 2 – Leave behind goals and expectations. Wander 
aimlessly, allowing your body to take you wherever it wants. 

Step 3 – Pause look closely at a leaf or notice the sensation 
of the path beneath your feet. 

Step 4 – Take a seat and listen to the surrounding sounds. 
Acknowledge the behaviour of the birds and other animals, 
how they change when they become used to one’s 
presence. 

Step 5 – If you go with others, agree to resist talking until 
the end of the walk, when you can then gather to share your 
experiences.104

100.  Wallner et al, "Reloading Pupil’s Batteries",1

101.  Sunny Fitzgerald, "The secret to mindful travel", National Geographic, 
accessed June 1, 2020, ? A walk in the woods, https://www.nationalgeographic.

com/travel/lists/forest-bathing-nature-walk-health/.

102.   Fitzgerald, "The secret to mindful travel".

103.   Fitzgerald, "The secret to mindful travel".

Urban space has the ability to embody mental clarity 
and inwards contemplation by engaging these steps. It 
is important to acknowledge that not everyone is well 
connected to their intrapersonal being. Therefore, the 
integration of nature into the program and project is 
appeasing those who appeal to the lower end of the scale 
of interest into deep contemplative thought, as well as 
intrinsically benefitting everyone.

104.  "5 simple steps to practising shinrin-yoku (forest bathing)," Grow Wild, 
accessed June 1, 2020, https://www.growwilduk.com/blog/5-simple-steps-

practising-shinrin-yoku-forest-bathing 
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FIG. 93: Forest and the ephemeral light weight structure

By Author

FIG. 94: Sketch by author - Pathway above the nature, leaving behind the urban
By Author

FIG. 95: The gap in-between nature e gap in-between 
nature

FIG. 96: Sketch by author - nature reclaiming the built

Much like architecture, nature engages the multisensory 
and haptic senses in its holistic experience. The main 
sensory system is the visual sense and ability to engage the 
imagination. Nature engages the imagination in many ways, 
one of which, through the emancipation of the peripheries 
in our visual sensory systems. Where the imagination is at 
play, so is the freedom in experience. Juhani Pallasmaa 
claims that the modern day city context creates the feeling 
of being an outsider compared to the emotional connection 
that the natural environment has with people.105 This is further 
explained by Pallasmaa to be the result of peripheral 
vision as it engages the imagination and integrates people 
with their surrounding space.106 It is with this notion that our 
peripheries enable true spiritual and emotive experience to 
occur within nature. Pallasmaa argues that architecture is an 
extension of nature due to the multisensory experience and 
its ability to engage existential experience.107 The sensation 
of transcendence and restoration through ‘wild nature’ is 
necessary in the ordinary program of urban daily life, due 
to the environment and lack of nature. Julio Bermudez, in 
Transcending Architecture suggests there is an inherent need 
for beauty and respite through nature’s sublime due to our 
immediate and routine environments.  

Nature Exploration:

Forest Bathing 

Through these sketches the concept of immersion in nature 
is explored. The building becomes airy, elevated and 
lightweight in its structure. It is intended as a building or 
observation area, elevated and overlooking greenery.

105.  Pallasmaa, "Eyes of the Skin",13.

106. Pallasmaa, "Eyes of the Skin",13. 

107.  Pallasmaa, "Eyes of the Skin",41.

7.2 Nature’s connection to architecture through 

the senses

As a way for this project to foster solitude and personal 
restoration within an urban context, it must be successful at 
harnessing a rich experiential environment, more than that of 
its urban surroundings. The experiential richness stems from a 
whole body-and-mind experience, which is often provided 
by the wilderness of the natural environment. Louis Kahn 
suggests that people possess a need to express their inner 
spirituality but often this expression requires an instrument in 
order to do so.1 Nature is commonly used as this instrument 
but with nature in its entirety not being accessible within 
the urban realm, we require an alternative instrument to 
emancipate the human spirit. In this way, architecture can be 
the instrument that is used. 

1.  Twombly (ed.), Louis Kahn: Essential Texts,125.
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FIG. 97: Auckland City map - site overviewBy Author

6.1 A short History of Shortland Street and Fort 

Street 

Prior to European settlement 180 years ago, Auckland/ 
Tamaki was populated by native Māori people for more 
than a thousand years.108 From the mid-seventeenth century 
the Ngā Ti Whātua occupied the land until 3000 acres of 
land ranging to the Waitemata Harbour were handed to 
Govenor Hobson, 1840. In 1844 Queen Street, Princes 
Street and Shortland street were formed and soon became 
the commercial hub for Tamaki Makaurau. 

Rowley Potter was a family who owned business in 
Auckland’s CBD in 1861. Rowley says “Shortland Street was 
the city”109 at the time. It was on the cusp of the water’s edge 
before the reclamation of land began between Fort Street 
and Customs Street in 1859.

Today Fort Street is a major hub, pedestrianised and known 
for its city night life and social events. Shortland Street is 
renowned for its commerical shops and proximity to the main 
arterial and commercial, Queen Street. 

 

108. "Constitution", Heart of Auckland City, accessed June 11, 2020, http://
content.aucklanddesignmanual.co.nz/resources/case-studies/street_fort_street_

precinct/Documents/ADM%20Case%20Study%20Fo.

109.  "From the 1800's - Today," Heart of Auckland City, accessed June 1, 
2020, https://www.hotcity.co.nz/latest-updates/1800s-today-%E2%80%93-

some-our-oldest-businesses-change-and-heritage.

Site
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FIG. 98: Project site - Shortland Street and Fort StreetBy Author

6.3 Analysis of the Site

The site, looking toward the city is facing north. It exists as 
a gap between its two neighbouring buildings with no 
space between the boundaries. There are trees which line 
the street and these will remain. This project attempts to 
integrate the street frontage of Shortland Street through its 
materiality, resonating the sense of a pedestrian area. The 
Street frontage of Shortland street will also be integrated 
into the design by removing the public toilets from the front of 
the site and integrating them. As the sun and daylight comes 
from the Fort Street side facing north, this remains lower than 
the remaining levels of the site and buildings. The Shortland 
Street side is naturally higher and has a gradient down 
towards Jean Batten Place. Its highest point above ground 
level of the site is 10m and it flows down to 3.5m. The site 
typogrophy is curently flat and will be built up according to 
the design. 

Site 6.2 Present State of the Site

In downtown Auckland, Fort Street (amongst other 
surrounding streets) were highlighted for their potential 
to enhance the pedestrian life. As a result, Fort Street has 
since been pedestrianised.110 This is achieved by a lower 
level of the kerb which now meets with the level of the 
road. The materials are consistent from foot path to road 
surface, this in particular is a successful means to give 
priority to pedestrians. A slower pace for vehicles has been 
implemented also. 

Surrounding the site, streets such as Jean Batten Place which 
feeds from Shortland Street to Fort Street and also O’Connell 
Street have likewise been pedestrianised. They provide 
places to sit and prioritise the pedestrian through elements 
such as material and the planting of greenery. These points 
feed into the site and likewise connect the site to other 
destination points within the city such as Freyberg Place, 
Queen Street and the Waterfornt. Thus, these streets provide 
the site with pedestrians and most importantly local city 
workers, who are perhaps looking for a destination to pause, 
linger or use the building.

110. "Auckland Design Manual: Shared Spaces," Auckland Design Manual, 
accessed June 1, 2020, http://content.aucklanddesignmanual.co.nz/resources/

case-studies/street_fort_street_precinct/Documents/ADM%20Case%20
Study%20Fort%20Street%20Precinct%20Auckland.pdf.
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FIG. 99: Land reclaimation, site  

6.4 Acknowledging the Cultural Land and its 

People

Acknowledging the pride of Mana Whenua 
through the Te Aranga Design Principles

Although this project looks towards the fundamentals of 
human experience and contemplative participation in its 
entirety and non-exclusivity, it is important to acknowledge 
the cultural history and people of the land, Mana Whenua. 

Before Tāmaki Makaurau (Auckland) land was passed on to 
the crown in 1840 it was cherished by the Māori tribe Ngā 
Ti Whātua. Now, there are outcome based design principles 
which help designers, artists and architects to respect and 
retain New Zealand’s native culture and acknowledge its 
position in the South pacific.111 “Te Aranga seeks to foster 
culturally appropriate responses to the built environments of 
Aotearoa/New Zealand, that are strongly grounded in the 
concepts of place and belonging intrinsic to Te Ao Māori, 
the Māori world”.112

The Te Aranga principles focus on Mana, Whakapapa, 
Taiao, Mauri Tu, Mahi toi, Tohu and Ahi Kā.113 The principles 
address the process of economic, social, environmental and 
spatial development changes.114 

Underpinning the Te Aranga Principles are seven core Māori 
values. Wairuatanga is one which is heavily linked to the 
spiritual intention of this project. 

111. "Auckland Design Manual: Māori Design Principles," Auckland Design 
Manual, accessed June 1, 2020, http://www.aucklanddesignmanual.co.nz/

design-subjects/māori-design/te_aranga_principles

112.  "Development of Te Aranga 2016," Te Aranga Māori Cultural Landscape 
Strategy, accessed June 1, 2020, http://www.nzila.co.nz/media/65262/te_aranga_

Māori_cultural_landscape_strategy_pq_20072009.pdf.

113. Jacqueline Paul, "Exploring Te Aranga Design Principles in Tāmaki"  
(BLandArch diss., Unitec, 2017), 2. https://www.buildingbetter.nz/publications/

urban_wellbeing/Paul_2017_exploring_te_aranga_design_principles.pdf

114. Jacqueline Paul, "Exploring Te Aranga Design Principles in Tāmaki"  
(BLandArch diss., Unitec, 2017), 2.

Wairuatanga is “the immutable spiritual connection between 
people and their environments”.115 There is a Māori world 
view that all living and non-living things are interconnected. 
Taiao, the environment and land, is especially important 
to tangata whenua (people of the land). It can be said 
that through the Māori culture all people are intrinsically 
linked to biodiversity as all people, animals and plants 
are descendants of Ranginui (sky father) and Papatuanuku 
(earth mother).116 It is important to recognise the relationship 
between Mauri (life force), mana (authority/power), 
wairua(spirit) and people and the environment as this 
relationship can foster a deeper spiritual connection 
between people and place.117 

Through the spiritual and contemplative programme as well 
as the focus on the Taiao (land, sky and sea), this project 
attempts to respond and engage with the Te Aranga 
principles as a means to drive the design. 

Taiao - Prior to the reclamaition, Shortland Street was at 
the water edge. Recognition of the history of the land and 
environment can be fostered through the design process. 
It is important to refer back to the value of the land before 
humanisation or urbanisation. Often the history of a place 
is lost and providing insight into the history can provoke a 
sense of place making and also a sense of permanency and 
time. This project acknowledges the land’s past and engages 
this notion of the ledge as a threshold. To pass the threshold 
of the city onto the site, one must pass over a bridge as a 
means to register where one is moving to and what they are 
leaving behind. 

Auckland’s metropolitan area is built upon a large mass of 
basaltic volcanic matter. The remaining volcanic cones which 

115. "Auckland Design Manual: Māori Design Principles," Auckland Design 
Manual.

116.  "Māori and Biodiversity," Environment Guide, accessed June 1, 
2020,  http://www.environmentguide.org.nz/issues/biodiversity/māori-and-

biodiversity/.

117.  "Māori and Biodiversity," Environment Guide. 

Site



108 109

View Shaft to RangitotoView Shaft to Rangitoto

FIG. 100: Ferdinand Hochstetter - volcanic map of 
Auckland City

were often occupied by Māori pā sites are now protected 
by the 1915 Reserves and Other Lands Disposal and Public 
Bodies Empowering Act.118The materiality of the buildings 
whilst, being heavy in mass to emanate permanency and 
atmospheric presence, are used in this project to empower 
the memory of the past and history of the land. Thus, the 
architectural form and material evokes further contemplative 
thought, as new buildings can suffer form their lack of history. 

View shafts towards Maunga (mountain) Rangitoto and 
towards the water are framed as well as moments where the 
sky can be seen through openings in the roof and between 
buildings. Portals which frame moments of greenery are also 
present within the building. The nature of framing something 
is much like exhibiting and the result is a sense of further focus 
and attention, significance. 

118. "Auckland Volcanic Field," Wikipedia, accessed June 1, 2020, https://
en.wikipedia.org/wiki/Auckland_volcanic_field.
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8.1 A Spatial Investigation 

The project proposes a contemporary approach to a new 
urban typology for contemplative and introspective respite. It 
provides those who live and work in the urban environment with 
an opportunity to pause, reflect and connect with themselves 
and their environment. Alongside the introspective elements this 
project provides a journey where its participants can become 
lost in the moment. The design is determined by existential and 
experiential spatial elements alongside nature in its raw state. 

Many different approaches were tested to develop what the 
project could achieve, how and where. Models were used 
as a means to investigate the existential spatial elements of 
construction, such as the sensation emitted when light weight 
structures contrast against the heavy massing of materials. 
The following investigation models are an extension of the 
preliminary 'gap images', expressing through 3-dimensional 
means what these images captured of moments in the flow of 
time.  

The models are investigating buiding elements and are not 
indicative of an enclosed building as such. This is because 
they are investigating space, journey, feelings and experience. 
The overall aim is to create many situations which further the 
understanding of the ability for built forms to transcend a 
person's experience, this process benefits from removing what 
spaces or built forms already achieve this. 

The project offers respite from the overstimulus of the city and 
also re-instates meaning back into the built. The ability for the 
project to transcend the human experience beyond the built 
re-engages people with their environment. Thus, it must cater 
to those who do not wish to partake in the deep contemplative 
spaces within and the buildings and wish to simply meander 
through the discovery and journey of the path and piazza 
spaces. 

The modes for contemplation are applied to spaces to 
measure their ability to engage contemplative cousciousness 
whilst maintaining freedom and flexibility in programme and 
experience. 
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FIG. 101: Model investigations by author - human/urban intervention within 
nature

By Author

8.2 Investigation 5 – Placemaking and the ‘Gap’ 

The ‘nature’ intervention – Exploring Place -
Making and the Gap 

This project initially lacked programme requirements. As 
a result of this the spatial investigation within this project 
required parameters. Thus, the project looked to nature for 
location and contemplative meaning, and the wilderness of 
west Auckland’s Piha became an opportune context. 

The visit to Piha resulted in a model investigation into man-
made interventions within natural contexts. The idea stemmed 
from the natural contemplative journey that occurs when 
walking and discovering within nature. The notion of solitude, 
slowing of pace, concious thought and movement in relation 
to the human body was explored. (This helped define the 
role of nature in this project, which is explained further in the 
nature section of the document.) 

An interpretive site was created using massed objects to 
stimulate the notion of untamed, natural rock. The cardboard 
and metal intervention was driven through the gap in the 
rocks. This notion of the gap has continued to influence the 
final design. It is with the acknowledgment of this gap, that 
an experiential exchange of mystery, discovery and the 
sense of place making and belonging initially occurred. 

This model investigates how human movement and 
occupation into the in-between of spaces can engage 
contemplative activity. 
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FIG. 102: Model investigations by author - junctions  and disorientation, moments of pause and query

By Author

8.3 Investigation 1 – Junctions, Piazza, Path, 

Openings

Disorientation and Junctions

As a way to understand and test the elements of existential 
space, which are utilised throughout the project, the following 
exploration took place using 3-dimensional models and 
2-dimensional sketches to apply the research.  

Aim: In order to create a new environment that removed the 
strains of daily urban life and created awareness of oneself, 
an essence of orientation and disorientation was explored, 
instigating the importance of the path and journey to this 
project. 

Concept: Junctions encourage questions of orientation 
and reflection. Many openings and directions leading 
to pathways of the unknown intends to engage people 
with their surroundings. The walls determine the directional 
movement. In some scenarios the wall blocks the path, 
stimulating the need to turn or change direction. In other 
cases, the wall opens up the space to ensure that there is a 
sense of comfort and release in the discovery of the journey. 
This space introduces the importance of the piazza as a relief 
space to this project.
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FIG. 103: Model investigations by author - free-plan, junctions, disorientation and re-orientation    

By Author

Visual openings in the walls create view shafts out. The 
horizontal direction of the opening encourages movement 
and the vertical cut creates a moment of pause as it reflects 
the body-image of a portrait. Visual openings beneath walls 
provide an external glimpse into the space. This maintains 
a level of curiosity and mystery and creates comfort and 
invitation into the space through visual understanding of what 
occurs inside. 

The concept of travelling underground explores the sense 
of darkness, tension and death, and on the contrary the 
elevation above-ground is uplifting, light and notions 
towards the spirituality of reaching up to the skies, divinities. 

The “horizontal entrance” was applied with the material of 
natural rough timber. This pathway is directional, it eases 
people into the space. 

The metal meshing tunnels blur the defining boundary as 
to whether this space feels enclosed or open/exposed. 
Exploring inside and outside boundary lines. 

The domed roof provided the uplifting extension towards 
the sky and divinities. This is intended to be the spiritual and 
contemplative space. Upon reflection this is very symbolic 
and devalues the contemplative elements throughout the rest 
of the building.
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FIG. 104: Model investigations by author -  material investigation, contemplation and spirituality

By Author
Model Scale 1 : 100

8.4 Investigation 2 – Journey, Materials, 

Monumentality and Programme

Material and the Spiri tual Typology – 
Monumentali ty –White and Timber Model 

Aim: This model explores the role of the person and the 
significance of movement within contemplation spaces. 
Generally speaking, a contemplative programme can be 
as simple as the park bench or as historically rich as the 
chapel pew or Great Pyramids in Giza, Egypt. This model 
investigates and attempts to remove symbolic gesture. The 
traditional typology of pews or the contemplative function of 
the park bench is converted into walls that are intermittent. 
They do not enclose the space but attempt to provide private 
boundaries within an open space where one can linger, 
stand or sit against to observe, reflect, introspect, and/or 
contemplate. 

The extreme vertical dimension of these walls and their 
abstract form, suggests, they stand as humans, landmarks 
and monuments of importance. They do not specifically 
resemble religious connotations however their monumentality 
and sublime nature suggest they are of importance much like 
trees, humans and towers. 

The natural material resonates the sense of archaic nature. 
The white reflects the spiritual purity and lightness. 

The curved wall leads the pathway upwards. Here, the 
tops of the natural walls can be seen from above, bringing 
people up to the level of the sky or the cosmos. 
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Caption here

FIG. 105: Model investigations by author - divinities, verticality, alienation, light-weight structureBy Author

8.5 Investigation 3 – Spirituality and the Light 

Weight System

Light weight materials – Visual ver t icall i ty 
and elation – Stringy nature of steel structure 
against mass

The aura that can be felt when within spiritual spaces has 
been explored here through models. The materiality of a 
lightweight wall system seems to communicate with the 
lightness and essence/ephemeral nature of the sky. Much 
like the green house (image right) the materials do not have 
to be pure or white to hint towards spiritual transcendence. 
Juxtaposition of light weight steel like structure and 
monumental massing is explored through these models and 
sketches.
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8.6 Investigation 6 – Challenging the perception 

of contemplation 

Model Under the Motorway 

Juxtaposi t ion of the natural and urban environment 
and the abi l i t y to chal lenge the lens wi th which 
one can see their  surroundings.  In a sense, this 
invest igat ion br ings the contemplat ive f rom the 
natural in to the urban.

This model reflects the struggle between the natural 
environment and the urban site. This project cannot deny the 
positive impact that nature has on human holistic health and 
pysche, thus this model explores the integration of nature into 
the programme. Initially the project contested with the ability 
and ease that nature has to engage people in contemplative 
thought, therefore in order to test the success of the project 
the site location shifted between the natural and towards the 
urban realm. 

As a result of this battle, it was in the interest of the project 
to allow nature to maintain an existential foothold in this 
project, whilst the site was to be located in the urban realm 
as a means to test the capability of the programme and 
methodology. 

The project looked into many sites, mostly located on 
the outskirts of society, under bridges, under motorways, 
places that would not usually be chosen as a destination 
for introspection or contemplation. The model investigates 
the ability for space and gap spaces to be used as a 
method to challenge the lens of perception and view the 
historic programme of contemplation with a contemporary 
perspective. 

Motorway Model 1 : 200

Underneath the motorway model 
1:100

FIG. 106: Model investigations by author -  intervention within underutilised gap sites

By Author
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FIG. 107: Model investigations by author -  initial concept stage in Fort Street/Shortland Street site

By Author
Model 1 : 200

8.7 Investigation 4 – Fortification, Sacred Space 

Development of Internal Buildings and the 
Pathway 

This form investigates the importance of a journey in towards 
the sacred core/internal space. 

The shape of the built form needed to be intentional and 
made wider to cater for larger gatherings of people during 
busy hours such as before work, 6.30am-8.30am, lunch 
time 11am-2pm and after work hours 5pm-7pm. Thus, the 
shape shifted to a layered cube. The corners on the outer 
layers were removed to encourage discovery and travel to 
occur between the forms. Vertical openings on the slanted 
corner face expose the sharp corner of the inner layer. This 
sharp corner suggests that the inner space is private and the 
contents secret. The passage to the entry of the buildings 
occurs between these two layers and has to be discovered. 

Stairs shift from the typical stair to a block and then to light 
metal mesh. This stark contrast is jolting and excentuates the 
change in environment and level. 

Note: The plan/layout of these cubes is rigid and did not 
provide the essence of ruins and discovery but more of a 
clinical and rigid environment. This is not appropriate for an 
environment that deals with the vast scale of contemplative 
activity. The forms require re-organising to free the 
atmosphere from the tension and intensity that the opposing 
corners create. 

It is important that the light within these spaces is intentional 
and emotive, it must be acknowledged that outside of 
the buildings natural sunlight provides relaxation and 
respite. Block Development – Show paths and moments of 
discovery. Discovery along the pathway is a key aim for this 
project as a means to provide people who are using the site 
as a direct path to Fort Street (and Vice a Versa Shortland 
Street). Thus, paths that are un-intentional are investigated in 
this project.
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FIG. 108: Photograph by author - Waitakere Hydro Dam

By Author. 

8.8 Outcomes from Spatial Investigations

1- The Gap – The sensation of solitary discovery 
and a sense of place making is prevalent wherever the gap 
space is present. 

2- Mystery and intrigue from the outside - The black 
box creates a sense of importance for what it contains. 

3- View shafts – Vertical openings allow for moments 
of pause and lingering to slow the pace and ecnourage 
reflection. Horizontal view shafts motivatve motion and 
movement. They allow people to view the space and grasp 
an understanding of how it is used harnessing the power of 
questioning. 

4- Vertical wall, flat wall, concave wall and 
monumentality – Creates a place that is closed and private 
yet remains external landmarks and makes a gesture towards 
the sublime and monumentality of nature. 

5- Human scale – A complimentary component to 
monumentality as it refers to the notions of the universe and 
the essence of something that exists such as the divinities, 
ocean or outerspace which is greater than one's self. 

6- Pathway - The path maintains its ritualistic nature 
through its control of space and motion with which the path is 
travelled. 

7- Light and dark – The darkness excentuates the 
light. Where light falls, importance is cast and this can bring 
significance to people, the architecture’s nature and the 
space. 

8- Compression and release – The pressure or 
intensity of a space must be eleviated by the openness and 
release of outside space or vast exposure to space and light. 
Too much intensity can lead to overstimulus and discomfort. 

9-          The Rock - The way in which humans discover 
many different ways to occupy and experience a natural 
rock formation (sitting, standing and lying down on a rock) 
is important to this project, defining how the buildings should 
likewise allow participants to occupy them in a similar way. 
The built forms therefore will not determine exactly how to be  
experienced, occupied or discovered. 

Through materiality, texture, colour and mass, the built forms 
will resonate the experiential qualities of rock formations as 
a means to create a sense of place that is holistic and not of 
an urban typology. 
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Process 9.1 Design Challenges

The project attempts to tie its three major components 
together: Space, Contemplation (programme) and Nature 
(site), through experiential and existential spatial elements. 
As each component grew and developed, the nature of the 
project shifted accordingly. 

Space was the catalyst to this project. Space stemmed from 
the investigation into discovered moments of experiential 
significance and contemplation. Thus, space became the 
method used in this project to stimulate moments that are 
experientially rich and therefore driving the programme of 
contemplation. 

This realisation occurred, acknowledging ‘ma’ or the 
‘gap space’ of a non-architectural kind, could stimulate 
contemplative thought and provoke emotional response 
and meaning. This instigated the research into how spatial 
elements could be drawn from these moments and applied 
to architectural design to embed meaning within the built. 
The challenge of testing the limits of this project occurred and 
therefore the architectural archetypes by Thiis-Evenesen were 
used as a reference and tool for communication and testing 
the projects experiential success. 

This project acknowledges that within the increasing 
urbanisation of cities, function and programme are required 
to do a lot more than be just experiential. Understanding this 
made this project’s programme more necessary than ever 
before. 

The role of space, contemplation and nature changed 
throughout the project in accordance to the project’s 
stages. Nature challenged the location up until the point 
in the project that contemplation became a stand-alone 
programme. This enabled contemplation to drive the 
design without having to be anything other than a space for 
introspection. 

Process As a programme, contemplation outweighed space 
momentarily, as it is a strong programme with rich history 
and roots dating back to the beginning of the enlightenment 
era and in some cases beginning of civilisation but 
also with the capacity to exist with full potential in a 
contemporary scenario. In order to test the limits of space 
and contemplation, it was important that the programme 
remained open and not entirely designated. It is the act 
of contemplation and its experience which drive the 
programme brief rather than function. This meant that the 
project remained without the base of a pre-existing building 
or programme and thus looked into the contemporary 
typology of contemplative spaces.

Conflict between nature and the urban site drove the 
decision to locate this building in downtown Auckland. 
The location of this project began west of Auckland, within 
the Waitakere Ranges. This stemmed from the knowledge 
that nature induces contemplation and positively impacts 
holistic health. The shift to the urban occurred through the 
role that the programme plays in this project, this role being 
contemplation and respite. People often seek nature and 
natural environments for contemplation so it seemed that 
an intervention would perhaps not be able to achieve 
anything greater than what the location out west did already. 
There was also a risk that this project would detract from 
the location. It became apparent that people who cannot 
access nature are those who may need it the most, city-
workers. Thus the project aimed to provide people in the 
urban context with the contemplative attributes that they 
saught after in nature. This however did not mean to copy 
nature or create ‘green architecture’. It was the intention of 
this project to understand through spatial and experiential 
elements how nature can be applied to the urban context 
whilst mainting its wilderness and sensation of the untouched.

The three categories provided (through research) were 
architectural implications which provided a communication 
tool and then a design tool. The spatial elements frequently 
discussed are communicated via Thiis-Evensen’s Archetypes 
for Architects and also Lindsay Jones’ Modes for 
Contemplation. 
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FIG. 109: Models and photographs by author - investigation of light against heavy mass materials

By AuthorModel 1 : 200

Process 9.2 Light

Light is used in this project to stimulate motion and the 
presence of the massed walls. Together, light and shadow 
determine places to stop and linger, whilst exhibiting the 
presence of time. 

Mass walls are modelled to express light against the 
concave wall. 
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FIG. 110: Models by author - initial design conecpt within Shortland Street site 

By AuthorModel 1 : 200

9.3 Design Outcome 1

From the spatial investigations, key elements were carried 
throughout the project, applied to the research and 
precedents study and developed into the final design. The 
design is a combination of key elements which together 
create a collaboration of contemplative spaces. 

The site is visually protected by the fortified heavy and 
monolithic beam-and-lintel structure. This is an intermittent 
space enabling people to view into the spaces through 
interval openings. Each opening frames people, space 
or architecture. This is a concept tied to the programme of 
observation and the museum of you, a discovery of people, 
spaces and architectural elements. 

Secrecy and mystery are elements that are applied 
throughout the design. They stimulates the sense of protection 
and allows discovery to occur. The curved walls attempt to 
disorientate the observer, whilst reflecting the body-image 
acts as a reassuring gesture.

The entry leads down into a dark space but momentarily 
opens up to expose people in a leisurely area, viewing the 
world outside the space. Again, this should encourage the 
participant to journey into the dark with the hopes of entering 
into a space that opens up, much like the space they have 
just come from. 

Process
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FIG. 111: Sketches by author - of initial design conecpt   

By Author
Sketches 1 : 200

The green/natural elements are external. They feel enclosed 
because of the curving wall and a metal mesh path. A 
stairwell connects the upper flat roof areas of the buildings. 
The pathways or planks that cut across the greenery allow 
people to cross the paths of others who are perpendicular 
to them. This view resonates with the moat bridge in Carlo 
Scarpa’s Castelvecchio, providing a view aimed towards the 
observation of the natural environment. The path is elevated 
and for the first time the greenery is below the participant, 
which emanates the sense of achievement or the notion of 
reaching the top of a hike or mountain climb, (elation). The 
planks reach across to the Fort street entry. The shops/cafes 
sit on the path, linking the street front of Fort Street as a way 
to integrate the building with the urban street life. 

The path leads down and into the main courtyard space. 
This is the gap between the monolithic buildings. The roofs 
cover only the buildings with functions, leaving the courtyard 
exposed to the external elements. Light floods the top of the 
ceiling space through clerestory glazing. This emanates the 
sense of infinity and the sky.

The corridor walls overlap and as a result, people appear 
from behind a theatre-like curtain wall. The exhibition is 
of people and therefore this project attempts to exhibit 
particular aspects of people that might otherwise go 
unnoticed, in this case the movement of a person against 
a static environment. This is engaging the notion of Thiis-
Evensen’s flat wall, a canvas style backdrop. 

Vertical window openings do not contain glass to achieve 
the essence of the archaic ruin. As a result, it provokes the 
sense of permanency. The vertical openings suggest views 
out towards the natural elements and the sky. The horizontal 
openings continue the motion of journey and provide light 
and view shafts of feet and heads as a means to further 
provoke questioning and conscious thought, maintaining the 
notion of the exhibition. 

Process
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9.4 Design Outcome 2 

Elements to change

The cluster of spaces and the curved walls enclose the 
entire site and create a ‘building skirting’ of greenery which 
does not communicate wild nature. The greenery does not 
integrate seemlessly with the building, as if it were weeds that 
had crept in and taken over. 

The building appears as one big building rather than an 
assortment of spaces that appear haphazardly and therefore 
the notion of discovery and meandering between is not 
successful. 

The spaces between the buildings are tight and seldom 
reach their full potential as a stop space/piazza. 

The observation space does not provide enough breadth to 
house an appropriate amount of people to hold functions. 
The journey succeeds at encouraging a solitary journey 
however there are seldom moments that provide an 
appropriate amount of space to serve as a town square/
piazza space. 

The site was divided into rows which resulted in buildings that 
were too narrow.

Process
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FIG. 112: Model by author: investigating the cube and interior function space, further design development

By Author

9.5 Design Outcome 2

Model – The Building

This building attempts to create the function of space for 
meditation. 

The concave wall is introduced into this stage of the design 
as a means to provide a place to pause, linger and inhabit 
the space. The curved wall provides an entrance/exit. 
Another entrance is provided above for those coming from 
Shortland Street. In-between the walls is a space for bags 
or personal items to be stored during the class. The walls are 
thick, homogenous, and of different material to the exterior 
walls. This is in the attempt to provide a sense of orientation. 
The light is framed and cast upon the exhibition like wall, 
the intervals with which it falls upon the wall encourage the 
movement up the ramp to the class/meditation space. 

This model and design was made in the attempt to hone in 
on a function space that is heavily programmatic. The effect 
is a lack of discovery and a sense of arbitrariness falls on 
the building. This building is too similar to the typology of 
the museum. As a result it detracts from the concept of a 
new typology for contemplation and the space inside feels 
empty. 

Process
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Piazza

FIG. 113: Model by author - further design development

By Author

7.1 Scale of Contemplative Programme

This scale provides the project with a means to order the 
different spaces or programmatic activities, according 
to their level of contemplation. The extremes range from 
highly designated contemplative activity such as preyer or 
meditation, to the lesser contemplative and more leisurely 
activity such as walking or sitting. This scale is crucial to the 
project as all activity such as those suggested, walking or 
sitting, can be extremely contemplative yet simultaneously 
non-contemplative. This remains in accordance with the 
individual, this is the aim of these spaces; to remain free of 
specific designation and direction yet, remain suggestive 
through the experiential qualities that all of these spaces are 
contemplative.    

Nature continues to be an overarching element, ranging 
from leisurely respite such as nature walks, to taking a break 
from routine and the holistic benefits of nature on the human 
health and psyche. 

Leisurely Contemplation

Seating 

Self-Reflection

Programme

Deep Contemplation

Path/WalkingNature

Observation

Spirituality 

Preyer/Meditation

As a result, the buildings/built forms housing the 
contemplative activity must remain open to the interpretation 
and participation of the individual. The level of contemplation 
and funtionality of each built form will vary, meaning the 
intensity of the atmosphere and experiential conditions will 
increase per built form. The open piazzas and the journey 
will provide moments for deeper introspective occurances 
whilst providing a more flexible environment for those who 
wish to simply cut through from one location to the next or 
take a break.

The buildings therefore provide highly designated spaces 
and activity, whilst the external remain more flexible, in terms 
of their level of contemplation.  
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FUNERAL
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FIG. 114: Isometric plan of the conceptual building layout + photographs of site, by author

By Author

10.1 Programme Brief 

In order to cater to all walks of life and therefore all levels of 
contemplative interest, the project provides different grades 
of contemplation – for the passerby, the visitor who wishes 
to spend time, and those interested in spiritual contemplative 
devotion or activity.

The program spans from low level contemplation to deep 
contemplative activity. At the lower end of the scale activities 
are more leisurely, social, noisy, and external. Activities 
higher on the contemplative spectrum are more solitary, 
perhaps religious or ritualistic, inward focussed and silent. 
Nature sits in the middle of this scale for the reason that it 
extends from the lowest level of contemplation through to the 
highest level of contemplation. 

This project harnesses the elements as a mode of 
contemplation through nature. Water, air, fire and earth are 
embodied by each building in their programme, materiality 
and experiential essence. The overall layout of the buildings 
embodies the placement of rocks within water - water being 
people and rocks being the buildings. This haphazard 
placement of the buildings encourages the idea that people, 
much like water, trickle through the spaces and buildings, 
in the hopes that people have the ability to meander and 
explore freely. Where the buildings acting as rocks, it 
enables people to occupy the buildings in less conventional 
ways, people can therefore find and discover their own 
place within, around and ontop of the buildings much like 
rocks.  

The brief is catagorized according to the level of 
contemplation. The categories are as follows:

Building 1 - Function Building

Building 1 is the most programmatically defined of the 
spaces. The flexibility of the space enables functions such 
as funerals, lectures, live music or meditations to be held 
occasionally. This building is square. A simple geometry to 
help provide a sense of stability and navigation through the 
less regular forms of the surrounding gardens and buildings. 

A gathering/assembly area of 35m2.

Sunken seating is provided for high contemplative activity 
to occur such as processions, funerals, ceremonies as well 
as lectures, speaking, music and entertainment. The focus is 
in-towards the stage engaging the theatremode. There are 
two entraces; the entrance off Shortland Street is a cut-out 
from the heavy black mass wall. This leads the participant up 
stairwells between walls. The platforms within the corners of 
the building are lit by a hanging light, the rest remains dim. 
These stairs open up onto different levels of theatre seating, 
providing privacy upon arrival.  

A procession path leads up towards the core, much like the 
labyrinth and then back down towards piazza or street level 
to once again ground the participant. 

Removal of the building's corners accentuate the inwards 
focus of the stage. People's backs are protected by the 
double wall enclosing the stairwell providing a sense of 
safety to the elevated seating.  

Seating for 50-100 people.

WC for functions on the ground level as well as a lift to the 
upper levels. 

Programme
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MUSEUM
1

FIG. 115: Isometric plan of the conceptual building layout + photographs of site, by author

By Author

Building 2 - Museum of You 

This building stems from the museum typology and exhibition 
of artefacts. Moments ooccur within this building where, 
the presence of both time, people and nature are exhibited 
in this building through visual frames and exposure to the 
elements. Time is captured when the light washes down the 
vast back wall, acting as if it is a vast painting to be viewed, 
this is reminiscent of an art gallery or the alter as a focal 
point. The stairs lead the participant from an overgrown 
nature space up massed stairs presenting a vertical view and 
confrontation of this back wall washed with light. The surface 
of the back wall is smooth, exagerating the importance of this 
moment where light is presented as an artefact. This smooth 
surface contrasts the remainging exterior and interior rough 
black basalt-like walls. 

Much like the journey through nature, the light against 
the sublime structure resonates with the natural and wild 
experience of shinrin yoku and nature walks. Peep holes 
expose moments where small segments of the people 
walking behind the wall are captured in a painting like 
frame. Feet, arms, faces are the artefacts being viewed by 
the visitors. The platforms for viewing are on mezzanine levels 
and are accessed via string-like steel framed stairs, which, 
cling to the rough exterior. These light-weight framed stairs 
expose the participant to the external elements and generate 
the sensation of in-stability, until the participant penetrates 
through a narrow cut-out doorway on the upper-most level. 

Programme
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FIG. 116: Isometric plan of the conceptual building layout + photographs of site, by author

By Author

Building 3 - Contemplation

This building focuses on the level of deep contemplative 
activity. It's dark ramps and vast central plinth provide space 
which opens up the inner feelings and spirituality, through 
atmosphere, elevation and light. A quiet space is provided 
on the upper level. The pathway up exposes the occupant 
to a stringy and long stair that runs along the rough rock-
like exterior facade. Solitary, deep contemplation, heavy 
contrast between light and dark, intensly enclosed and 
internal, silent. Through and inward focus and dark materials, 
this space acknowledges the emotions that are tied to letting 
go. The circulation provides a means to acknowledge the 
past and look to the future. The pathways and circulation 
spaces are dimly lit. This acts as a moment where a 
participant might want to close their eyes, helping draw the 
attention and focus in-towards themselves. 

The large exterior scallops provide retreat space. Capturing 
the northern sun, this space amongst all spaces, can be 
used for lower end of the scale contemplative activity eg: 
speaking on the phone or sitting for a rest.

Rain water falls through a single brass rivet gutter, travelling 
down to where the water fountain is situated and then 
into the wild nature below. This is one of the few symbolic 
gestures in this project, visually showing the circulation of 
water as ameans to encourage deeper thinking into how 
things occur and where they go. 

The vast curved wall hugs the wild nature space and 
provides a visual barrier from the Shortland Street entrance, 
a means to encourage people to discover different 
pathways through the spaces to reach Fort Street and other 
entrances into the buildings. 

Programme
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NATURE BUILDING
1

FIG. 117: Isometric plan of the conceptual building layout + photographs of site, by author

By Author

Building 4 - Nature

This building is the most deconstructed, light-weight in its 
structure contrasting the homogenous rock-like surrounding 
builings. It acts like a parasite clinging to a rock, as a means 
to exagerate its elevation and the sensation of relief and 
observation. 

The users are exposed to the elements and the earth, as the 
structure is overgrown with the surrounding 'wild' nature. It 
sits embedded in the rock-like piazzas. This is a building that 
is reclaimed by nature. It serves as an external observation 
space for the contemplative cluster of spaces. In general, 
it is a relief space for both deep contemplative active and 
also moments of outdoor seating where people can eat their 
lunch or take in the views. 

Programme
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FIG. 118: Isometric plan of the conceptual building layout + photographs of site, by author

By Author

Piazza 
The external piazza provides this project with a relief space, 
the place to stop or slow down, congregate and dwell. 
It is an intermittent space on the cusp of being public and 
private, both vast and intimate. Louis Kahn suggests that it 
is not the passing from place to place but the destination 
which is important to city planning. The town square, he adds 
is considered to be the compelling event in the plan which 
provides a sense of place making, “a feeling of connecting 
one thing to another, a feeling of belonging”.1 In Public 
Spaces for a Changing Public Life, architect and theorist Jan 
Gehl suggests that the movement towards cities based on 
automotive patterns rather than human patterns has led to 
the reduction of traditional city functions, such as a meeting 
place, marketplace and connection space.2 The piazza in 
this project fulfils this role of ‘connection space’. The level 
of community activity that the piazza maintains dictates its 
position lower on the scale of contemplation. 

The piazza is a compromising space and thus acts as a 
buffer between the extremes of interior/exterior, deep 
contemplation and leisure, noisy and silent, populated and 
solitary. The piazza space supports moments of leisurely 
and intimate deep contemplative activity to occur. The 
simultaneous exposure and protection to the elements is 
an integral part, breaking away from the internal/external 
extremes of urban living conditions. 

1.   Twombly (ed.), Louis Kahn: Essential Texts,121.

2.  Jan Gehl, “Public Spaces for a Changing public life,” In Open Space: People 
Space (London: Taylor and Francis, 2007), 3.

The notion of the ‘sanctuary mode’ explained by Lindsay 
Jones is active in this space as the walls, (albeit not always in 
a square) protect and provide sanctuary and respite before 
entering and upon exiting the buildings or city environment.
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Pathway 
Walking is ritualistically rooted to contemplation. This 
project provides journey and discovery through its pathways 
and therefore attempts to engage the notion of walking 
as a contemplative action. Paths and journey can bring 
awareness to the concept of time. Charles Moore in Body, 
Memory and Architecture argues, a path of curved nature 
resonates with nature itself and a lighthearted intention with 
a relaxed time frame. The direct linear path might suggest 
the fastest option with little distraction to occur along this 
path.1 The current thoroughfare from Shortland Street to Fort 
Street is integrated into the design. The cityscape is at risk 
of losing the ritual element of walking in places where its 
transportation is heavy and the destination is prioritised more 
than the journey. It is the role of the pathway to engage 
pedestrians with ritualistic journey. Heidegger describes 
the concept of being ‘lost in nature’; it relies on the basic 
spatial orienting systems, thus engaging contemplative 
thought and presence. This is a concept Francesco Careri 
explores deeply in “Walkscapes”; he suggests it to be a 
domain where space can dominate the subject. The concept 
of getting lost accompanies the journey of discovery, thus 
stimulating a response of feelings and spirituality. 

Primitive cultures considered journey as a rite of passage. 
They endured ‘getting lost’ as a means to metaphorically 
enter into new chapters of life. Nature still remains to provide 
the location and journey for people to enter into different 
‘worlds’ of consciousness, spiritual realms or realms of 
mental clarity and discovery. In primitive times and through 
to the current day, journey within nature can be seen as a 
means to existential discovery. Careri expresses this notion 
as he states “travel is atonement for sin, initiation, cultural 
growth, experience”.2 

                                                                                                           

1.  Bloomer and Moore, Body, Memory, and Architecture, 86.

2. Francesco Careri, Walkscapes, Trans. Stephen Piccolo, (Barcelona: Calucidae 
Architectural Press,2017), 43.

 To further this notion, the labyrinth, which is not a maze 
but a constructed journey spiralling in towards the centre 
and out through a separate exit, has since the beginning 
of humanisation symbolised the notion of rebirth.3 Its 
winding path and centre point of reflection stimulates the 
contemplative thought and personal development through 
disorientation and discovery.  

 

3. Mark Dudek, Children's Spaces (Routledge: New York, 2005), accessed 
Aucust 29, 2018, Ebook, 23. 
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PLAN - NATURE CIRC
1

FIG. 119: Isometric Plan of the green spaces + conceptual model + sketch, by author

By Author

Nature 
This project deals with the shift in nature’s appearance within 
urban environments. The exposure to elements is embedded 
within the programme and structure of the buildings, as they 
are not entirely internal nor external. The notion of water as 
a natural element is brought into the project at this stage to 
accompany the programme of reflection and contemplation. 
It is, much like greenery, good for the human spirit and not 
intended to be replicated or artificial but harness the ability 
that water has as a tranquil and reflective element. 
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SHOPS
1 FIG. 120: Isometric Plan of the cafe buildings + photographs of site, by author

By Author

Public Amenit ies

Exit  through the gif tshop

Cafés, book shops or exhibition spaces are provided on the 
lower level of Fort Street. The Metropolitan zoning requires 
street front interaction and therefore this can integrate with 
Fort Street’s successful pedestrian environment. A level 
of secrecy is maintained through the use of material and 
the angle with which they sit. They remain consistent with 
the project and other spaces. These spaces provide city 
workers with a destination and act as an introduction into the 
contemplative space. There is leisurely space for people to 
go to during their lunch breaks and/or for leisurely activity. 

Night Markets 

The night markets are currently held on the site once a week. 
The project will maintain space for these markets to be held 
weekly. Alongside housing the market stalls, space must be 
provided and accessible for sitting, eating and meandering 
during the times of the night markets. 

Toilets

The public toilets will be relocated and integrated into the 
design. They will be accessible to people between the hours 
of 7am-7pm as they are currently. These hours will shift when 
events are held on the site, such as the night markets.

Programme
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FIG. 121: Model by author

By Author

10.2 Process Summary  

The project proposes a contemporary approach to a new 
urban typology for contemplative and introspective respite. 
It provides those who live and work in the urban environment 
with an opportunity to reflect and connect with themselves 
and their environment. The design is determined by existential 
and experiential spatial elements alongside nature in its raw 
state. 

The project offers respite from the overstimulus of the city 
and also re-instates meaning back into the built. The ability 
for the project to transcend the human experience beyond 
the built re-engages people with their environment and thus 
caters to people who do not wish to partake in the deep 
contemplative spaces within the buildings, yet wish to simply 
meander through the discovery and journey of the path and 
piazza spaces. 

The modes for contemplation are applied to spaces to 
measure their ability to engage contemplative consciousness 
whilst maintaining freedom and flexibility in programme and 
experience. 

Process
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FIG. 122: Final conecpt phase - atmosphere and concave wall

By Author

The Concave Wall 
The contemplative space, with reference to the labyrinth, 
forest bathing and meditational ritual, removes people 
from their environment and into one of inwards attention, 
or of greater focus. This required manipulation of the walls. 
Throughout the process of design iterations, it becomes 
apparant that the construction elements, (such as the walls)
begin to resemble the ‘normal’ wall. Normal here refers to 
the arbitrary concrete walls of the buildings composing the 
cityscape. Reminiscent of the curves that existed in earlier 
iterations, the element of the concave wall, the convex wall 
and the flat wall have been adapted to communicate the 
motion of going or pausing. 

The concave wall gives the impression of an inviting 
embrace, protecting and enclosing space. The concave 
walls provide pew or park bench function within the open 
piazza spaces. The spaces otherwise through the iterations 
have become barren. This notion of user-friendly open 
space can be seen in the functionality of a park, where the 
perimeter is commonly used and walked along. A sense of 
security is provided in the park scenario where trees protect 
the perimeter pathway. This is in contrast to the exposure of 
the open field. The impression of weight that the concave 
undulations provoke, Thiis-Evensen claims, provides the 
sensation of closure.  This enclosure within the open space 
helps to invite people to linger and stay in these spaces 
which are programmatically less designated than the interior 
spaces or the pathway. 

In contrast to this, moments where the flat wall occurs provide 
a blank canvas backdrop for life within the contemplative 
spaces to be exhibited.  As a result, the focus and attention 
of the observer shifts and stirs contemplative thought and 
curiosity. It is neither communicative nor suggestive to its 
relationship between inside and outside. It invites people to 
pause and stop.

In contrast to the notion of pause and assembly that the 
convex wall emits, the convex wall is used to instigate 
motion. The interior space seems to prevent entry and 

Process is a dominating space that can be felt from the exterior. 
It exagerates the notion of entering as it seems to push 
people out rather than invite people in.  This creates a tense 
atmosphere where required. The movement around a convex 
wall can encourage a faster pace and momentum around 
the outside. 
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FIG. 123: Final conecpt phase - piazza spaces and wild overgrown nature

By Author

Mystery and for t if ication 
The heavy structure of the buildings and also the perimeter 
around the building protect the internal space from the 
outside world.

Massing of walls
Thiis-Evensen’s notion of mass as protection, is applied 
throughout this project for its impression of protection and 
sanctuary. This system can be seen in fortresses, prisons, 
infrastructure and city walls.  The heavy walls resonate 
with the defense mechanism within humans as they are 
heavy, dense/thick, closed, earthbound and immovable. 
The massive system offers a sense of permanece in its 
surroundings. 

As a result of undulating the walls, the vertical pattern gives 
the wall a freer character maintaining the notion of discovery 
and ideation. 

The Multi-use Space 
This space provides functions other than that of deep 
contemplative thought. It implements Lindsay Jones’ 
architectural element of the theatre mode. Applying the 
theatre mode provides a space for the public which 
emanates the programme and response of a spiritual or 
sacred space. The focus is towards the centre and when 
events are held here this is where the speaker will occupy the 
space. The seating encloses the space on four walls and the 
entry and exit access is between the massed walls to imply 
the notion of destination and stopping to sit or occupy the 
space for prolonged periods of time. Much like the cloister, 
the observer is protected in the seating galleries which look 
in toward the central contemplative space. 

Process
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The Junction / Piazza
The piazza spaces stem from the earlier investigation into 
junctions. The corresponding impression is of disorientation 
and contemplative thought. The material of the piazza 
resonates with the buildings. These piazza spaces provide an 
open air environment that relieves the pressure and tension 
of the interior spaces and also caters to the lower end of the 
contemplative scale. The paths are unconventional in their 
appearance, varying constantly in width and gradient. This is 
in the attempt to separate the participant from the uniformity 
of the surrounding urban environment. 

This space attempts to blur the experiential boundary 
between inside and outside space. This is achieved through 
the material of the walls and floor, both of which are dark 
in colour, rough intexture and heavy in weight/mass. 
This is representative of the rock, encouraging people to 
participate and occupy these spaces according to how 
they would a rock in the natural environment. The concept 
of exterior and interior is, as a result, blurred, contrasting the 
‘normal’ urban scheme of materials. This allows a broader 
array of contemplative activity to occur and provide a sense 
of discovery and place. 

Revealing corners of the buildings is additionally providing 
the notion of security and archaic strength in the building. 
The buildings converge and enclose spaces to encourage 
people to pause and enjoy the piazza spaces whether 
seated or standing.

Process
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The Pathway
Labyrinthian path and revelations/rebirth along the journey. 
Observing where one has come from to where they are 
going. 

The elevated path often stirs the emotion of vulnerability 
within the observer. A sudden realisation of a shift in ground 
level can instigate the contemplative process. 

The Transparent Floor – This defies all that is known about 
the floor. It defies gravity and therefore the sensation of a 
transparent floor seems alien. The entrance into the space 
applies this notion of the transparent floor. This is to aid in 
the removal of a person from one's environment, perhaps of 
their mundane (9 to 5) environment and bring them into the 
new and unprecedented environment. The need to create 
space which is not predisposed is important as it can further 
the experience and allow each person to interact with the 
spaces to their full potential.

Motion and the Layer Effect – The layered floor creates 
a more meaningful discovery as there are more views 
and directions of where the path might lead. It opens up 
opportunity for the imagination to fill in gaps. 

Process
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Nature
The natural elements should appear as if they have been 
present before the buildings appeared, and act as if they are 
reclaiming their hold on the space. The nature building is a 
lightweight structure perched on top of the monolithic 'rock' 
like structure of the surrounding buildings and piazzas.The 
light weight observation tower elevates the user. The metallic 
roof frames the sky as another means to challenge the lens 
with which nature is percieved whilst funtionally it acts as a 
funnel pouring rain water through the structure, feeding the 
plants below. The roof is one moment of many throughout 
the project which frames moments where the flow of time 
becomes present. Through material this idea is reinforced, 
in this instance the natural element the sky contrasts against 
the dark metallic roof further exposing the natural element. 
The nature which is of a wild 'nature' appears overgrown 
and emerses the observer in the experience of haphazardly 
falling into the experience of the space. As a result, the wild 
weed like nature that flows between the buildings, much like 
water flows through rocks, encourages the imagination to 
flourish with this sense of discovery. This project attempts to 
bring the raw state of nature into the urban realm as a means 
to counteract designated patches of greenery in the urban 
realm and eleviate nature of its role to be anything other than 
wild nature.

Rough texture of the undulating walls is reminiscent of the raw 
natural state of materials which are frequently exposed to the 
elements. 

Viewshaf ts
The building frames moments where the passing of time is 
evident. These moments exhibit the movement of people and 
the movement of the natural elements. The sky is framed in 
building 3 as well as moments of light against surfaces.

Process
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11.0  
Conclusion

This research project provides an architectural reponse to 
a lack of contemplative spaces within an urban context, in 
order to provide respite and restoration. 

The initial intuition of a moment where space has been 
experienced as transcendental has, for this project, acted 
as a catalyst to begin an exploration into spatial and 
experiential elements within the built world. Elements of 
space, contemplation and nature were investigated and 
then applied to the design process to create an engaging 
space that creates an intrapersonal connection. There was 
a necessary shift away from the exploration of existential 
space, towards a focus on contemplative programme, 
which led to the connection between all three overarching 
modalities from introspective respite, space (method), nature 
(site) and contemplation (programme).

This programme was initially located within nature. This was 
seen as appropriate based on the findings of nature’s holistic 
impacts on human health and psyche, however, this ran the 
risk of the building detracting from the environment more than 
it would add. One key moment in the project’s development 
was the realisation that people who cannot access this 
nature during their banal (nine to five) routine may be the 
ones who require this space the most, and therefore, the 
location had to be in the proximity of these city inhabitants.

An issue from the outset was the lack of a typologically-
framed programme, due to the intention of creating a space 
that was universal. However, this was combined with the 
idea of allowing the individual to discover and create a 
personal connection with the space. It was also intended 
to remain largely/relatively free of prescribed functions to 
ensure that the significance of the person within the space 
was not lost. As a means to resolve this issue, the buildings 
had to remain on the cusp of being either enclosed or open 
and driven by atmospheric response. The results of the 
project are a cluster of different contemplative spaces that 
cater to a universal need for restoration and respite.
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12.0  
Final Design
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