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Art is a way of expression, and our senses help us to 
experience it. 

In a similar way, sacred architecture allows for a space 
that creates a sense of wonder, reflection, and a glimpse 
of clarity. However, according to Andrew Crompton’s 
paper “The Architecture of Multifaith Spaces: God Leaves 
the Building,” multifaith centres are usually empty white 
rooms and mundane spaces without an aura. Without a 
specific user in mind, the challenge of the architecture of 
multifaith centres is designing it to enhance spirituality. 

For example, Unitec Institute of Technology currently has 
the Multifaith Chaplaincy Centre, which is a makeshift 
classroom. In this institutional setting, accommodating 
for students and staff of various backgrounds and 
religions, there is a need for a multifaith space with an 
aesthetic and atmosphere that provides a refuge and 
retreat for all. One possible solution is for visual art to 
influence multifaith architecture so that is grows its ability 
to harness spirituality and emotions. 

This research project is concerned with the translation 
of visual art techniques into the architectural practice 
to enrich the design of sacred spaces. Specifically, these 
visual art techniques can act as tools for the distillation, 
generation, and communication of an architectural idea. 

An example of this may be the way Swiss architects 
Herzog & de Meuron often use art techniques – 
repetition, abstraction, and variation – as a catalyst in the 
development of an architectural concept which they then 
translate into the design of a building. 

If art is able to express and communicate – an aspect that 
the current multifaith design lacks – then how can visual 
art act as a catalyst to inform and enrich the design of a 
sacred space?
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n In a busy institutional setting, there is need for a place of 

reflection and serenity: a place to heal the stress within 
the mind. Along with creating a space for individual 
religious practices, this project will encourage dialogue 
between the different religions of the Unitec Institute 
of Technology community. This will build relationships 
between different cultures and enhance the institutional 
environment. 

Currently, Unitec has the Multifaith Chaplaincy Centre, 
which is a makeshift classroom. In this institutional 
setting, there is a need for a multifaith space with an 
aesthetic and atmosphere that provides a refuge and 
retreat for all.

Art holds the opportunity to awaken the senses.1 In a 
similar way, sacred architecture allows for a space that 
creates a sense of wonder, reflection, and a glimpse 
of clarity. However, according to Andrew Crompton’s 
“The Architecture of Multifaith Spaces: God Leaves the 
Building,” multifaith centres are usually empty white 
rooms and mundane spaces without an aura.2 Without a 
specific user in mind, the challenge in the architecture of 
multifaith centres is designing it to enhance spirituality. 
One possible solution is for visual art to influence 
multifaith architecture so that it grows its ability to 
harness spirituality and emotions. 

1 A.L. Cothey, The Nature of Art (Taylor & Francis Group, 1991), 5, 
ProQuest Ebook Central.

2 Andrew Crompton, “The Architecture of Multifaith Spaces: God 
Leaves the Building,” The Journal of Architecture 18, no. 4 (July 
2013): 474. https://doi.org/10.1080/13602365.2013.821149.  

This research is concerned with the translation of visual 
art techniques into architectural practice to enrich the 
design of sacred spaces. Specifically, these visual art 
techniques can act as tools for the distillation, generation, 
and communication of an architectural idea. An example 
of this may be Herzog & de Meuron’s use of art techniques 
– repetition, abstraction, and variation – as a catalyst in 
the development of an architectural concept that they 
then translate into the design of a building.

Project Outline 

The research project is a multifaith centre for people of all 
faiths or no faith at all. It is a place of gathering, worship, 
and solitude.

The following research explores a potential solution 
for the lack of aesthetic and atmosphere in the Unitec 
Multifaith Centre. One possibility is through the 
translation of visual art into the design of multifaith 
architecture so that is grows its ability to harness 
spirituality and emotions. Through incorporating 
programmatic requirements of varying religions (e.g. 
prayer rooms, ablutions, and processional pathways), this 
project offers a space where religions can interact with 
each other under the same roof.

Aims / objectives of the project 

This research aims to challenge the current design 
of multifaith spaces. Along with creating a space for 
individual religious practices, this project aims to 
encourage dialogue between different religions in the 
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hopes of building relationships between different cultures 
and enhancing the institutional environment. 

Moreover, with the project site being within the Unitec 
campus, this research project confronts the Unitec land 
sales. This project aims to provide an alternative use 
of the sold land. While there is much needed space for 
housing, this project aims to provide a space where the 
sense of community may be enhanced by embracing one’s 
differences and providing a space where the students and 
staff of Unitec can interact with its wider community.

As current multifaith centres are usually empty white 
rooms, this research project aims to suggest a different 
way of approaching their design by incorporating the 
translation of visual art into architecture.

Research question 

As an overarching question, this research aims to answer 
the following:

How can visual art act as a catalyst to inform and enrich 
the design of a sacred space?

Scope and limitations 

This research will concentrate on the translation of 
visual art techniques into the architectural practice. 
Visual art techniques – such as variations, repetition, 
and abstraction – can act as tools for the distillation, 
generation, and communication of an architectural idea.
Due to the sensitivity of visual art to some religions, this 
research project will not individually study visual art 
pertaining to one religion.

This research uses data from Census NZ, the Unitec 
Annual Report, and an ethnic breakdown of Unitec’s 
student population in 2020 as evidence of the various 
religions belonging to the Unitec community. While 
these data sources present an ethnically diverse student 
and staff population, it may not correlate to a spiritually 
diverse population. Furthermore, due to high population 
of Christian, Hindu, Buddhist, and Muslim within 
the Mount Albert Region, this project has allowed for 
dedicated spaces for these four religions.3 However, it is 
important to remember that the spiritual environment of 
the region shifts as the population changes.

Cultural issues will need to be addressed as the design 
is intended for people of differing backgrounds and 
religions. The cultural issues of the Aotearoa context will 
be honoured by addressing Te Aranga Principles.

The senses explored are limited to sight, hearing, smell, 
and touch. 

The physical conditions of a space that may influence 
the human spiritual experience will be investigated. The 
duality of light and darkness will come into play during 
the project’s design. These are critical characteristics of 
sacred architecture.

While it is important to consider economic issues of the 
project, these considerations have not been included 
in the scope of this research. The focus is primarily 
on the social aspects of the site. However, this project 
does acknowledge the Unitec land sales and suggests an 
alternative use of the sold land.

3 “Mt Albert Central,” in Stats NZ, New Zealand Government, 
accessed July 27, 2021, https://www.stats.govt.nz/tools/2018-
census-place-summaries/mount-albert-central.
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document contribute to two different, yet interconnected, 
aspects: one contributes to the theory of sacred and 
multifaith spaces, thus revealing the architectural qualities 
and requirements of such spaces. The other aspect 
contributes to the conceptual idea of the translation of 
art into architecture. In Herzog & de Meuron: Natural 
History, art historian, Philip Ursprung points out that 
the current process of designing buildings is heavily 
pragmatic. Ursprung elaborates that there is often a 
heavy focus on functionality. Consequently, cultivating 
an emotional experience in the architectural process is 
neglected. 4  Thus, the plainness of current multifaith 
architecture may be solved through the exploration of 
how visual art can act as a catalyst to enrich emotion, and 
in turn, spirituality in a sacred space.

Considering this, the following research document is 
supported by literature such as “The Architecture of 
Multifaith Spaces: God Leaves the Building” by Andrew 
Crompton. This text reveals that, often, multifaith 
spaces are void of ornamentation, appearing only as 
empty white rooms at first glance.5 While neutrality 
is important, multifaith spaces still need to stimulate 
spirituality or at least, a sense of emotion (i.e., art). Thus, 
“The Architecture of Multifaith Spaces” reveals the 
complexities of multifaith centres and why this research is 
important. 

4 Philip Ursprung (ed.), Herzog & de Meuron: Natural History 
(Montréal, Québec: Canadian Centre for Architecture, 2002), 278.

5 Crompton, “The Architecture of Multifaith Spaces,” 474.

Another important source of information is Rudolf 
Stegers’s Sacred Buildings:Design Manual. This text is 
important as it provides factual information on treatment 
of Christian, Jewish and Islamic sacred spaces. However, 
the text is quite limited as it does not include a wider 
scope of religions.

The following literature are relevant to this project as 
they thoroughly explore the concepts and objectives 
around the relationship between art and architecture: 
Philip Ursprung’s Herzog & de Meuron: Natural History 
and Christian Bjone’s Art and Architecture: Strategies in 
Collaboration. These texts discuss the treatment of art 
and architecture, its complexities, and possible ways of 
interaction.6

Additionally, architectural precedents have been explored 
and analysed, including the House of One by Kuehn 
Malvezzi,  Ricola-Europe SA, Production and Storage 
Building by Herzog & de Meuron, and Le Corbusier’s 
Ronchamp Chapel. As a multifaith centre, the House of 
One assists as a spatial precedent. In a more conceptual 
way, the Ricola Storage Building and Ronchamp Chapel 
provide a precedent for the translation of visual art into 
architecture. While Ronchamp fuses art and sacred 
architecture together, it is limited to one faith. 

Many texts and architectural precedents have 
unconnectedly explored the design of multifaith centres 
and proposed interactions between art and architecture. 

6 Christian Bjone, Art and Architecture: Strategies in Collaboration 
(Basel: Birkhäuser, 2009), 8.

State of knowledge in the field
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This project aims to take this further by exploring the 
interplay between multifaith architecture and the visual 
arts to enhance multifaith centre designs and provide an 
enriched architectural solution. 

Methods

Understanding of the site – By implementing a 
combination of quantitative and qualitative research 
methods, this research will form an understanding of 
the needs of the site. These quantitative methods involve 
critically analysing data from Census NZ, the Unitec 
Annual Report, and an ethnic breakdown of Unitec’s 
student population in 2020. Simultaneously, using 
qualitative research methods, this research will explore 
and analyse the site to find a suitable project location and 
its needs. To honour the context of the site, Te Aranga 
principles will influence the design process. These 
principles will be further elaborated in the document.

Consideration of programmatic requirements – This 
project heavily involves understanding the programmatic 
requirements of a multifaith centre. This also inevitably 
involves the consideration of the spatial requirements 
of varying religions. An analysis of selected precedents 
will be undertaken to explore the principles of sacred 
architecture design, which will then inform a set of 
programmatic design considerations. 

Technique: Translation of visual art – To approach the 
research question, techniques drawn from visual art 
practice will be explored and analysed. These visual 

art techniques – variations, collage, repetition, and 
abstraction – will then be translated into the architectural 
practice to enrich the design of sacred spaces. Specifically, 
these visual art techniques can act as tools for the 
distillation, generation, and communication of an 
architectural idea. Herzog & de Meuron’s practice, as will 
be further elaborated in the following document, can be 
used to inform, and inspire the outcome of the project. 
Herzog & de Meuron seek to enhance and extend the 
material and physical appearance of architecture. Through 
exploring the deeper meaning and essence of a material 
(e.g., what embodies weight? What constitutes brightness? 
What is a wall; what is light?), Herzog & de Meuron 
uncover qualities that may have been overlooked.7

These techniques will then be synthesised to inform the 
design of the project to see if they can be used to help 
create a design solution that informs and enriches the 
design of multifaith spaces. 

Reflection of the results of the research

This research set out to explore the effects of visual art as 
a catalyst to inform and enrich the design of sacred spaces 
– more specifically, a multifaith centre. The results of 
this research offered insights on the multiple theoretical, 
contextual, and philosophical layers and challenges that 
impact the realisation of the design project.

7 Ursprung (ed.), Herzog & de Meuron: Natural History, 282.
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n In studying the various attributes of the site, the research 

shed light on Mount Albert’s multi-layered history and 
what the design project could mean for the region. It 
also showed that the region’s various faith communities 
are open to a more flexible approach to sacred space. 
This led to the investigation of spatial requirements of 
the different religions, which offered both restrictions 
and valuable starting points for design. Additionally, 
research on the concept of multifaith centres indicated 
that as a space utilised by diverse types of people the 
architectural language of shared spirituality has yet to be 
enhanced. Through research of the relationship between 
art and architecture, a possible solution to this issue was 
presented.

The resulting design demonstrated that the synthesisation 
of these outcomes is essential in creating a design solution 
that enriches the design of multifaith spaces. The design 
strived to create spaces that encourage interaction 
between people of various backgrounds while honouring 
the needs of the site, and using visual art as a catalyst to 
inform the design. While the research design outcome 
offers one possibility, there are other solutions yet to be 
explored.
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Fig. 1: Watercolour painting 
of Ōwairaka with evidence of 
quarrying, 1880-90s.
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(Unitec Institute of Technology, Mount Albert Campus). 
Exploring the various layers of history and the current 
situation of the site revealed why the site has been chosen 
for this project.

History

The history of the extended project site can be understood 
through the naming and renaming of the district’s 
maunga (mountain), which highlight the different layers 
of settlement. One of the earliest names that the mountain 
is known by is Te Puke o Ruarangi. This name refers to 
the occupation of Ruarangi, the chief of Patupaiarehe 
and an ancestor of Tainui. The district’s maunga has also 
been known as Te Ahi kā roa a Raka. This refers to the 
time Rakataura lived in the area.8 Rakataura also occupied 
other places in Tāmaki Makaurau such as Puketutu, 
Ōtuataua, and Te Tātua-a-Riukiuta. The Tainui iwi (tribe) 
called the maunga Te Ahi kā a Rakataura, which translates 
to “the long-burning fires of Rakataura”.9 In present 
day, the most popular Māori name for the maunga is 
“Ōwairaka.” This naming may refer to Ōwairaka who 
was the daughter of Ngāti Awa chief, Toroa. She came to 
Tāmaki Makaurau and established her pā at Ōwairaka. 
Thus, the maunga refers to how the area became Wairaka’s 
dwelling place.10

8 Deborah Dunsford and Mount Albert Historical Society Inc., 
Mt Albert: Then and Now: A History of Mt Albert, Morningside, 
Kingsland, St Luke’s, Sandringham and Ōwairaka (Auckland: 
Mount Albert Historical Society Inc, 2016), 12-16.

9 “Ōwairaka / Te Ahi-kā-a-Rakataura,” in Tūpuna Maunga 
Authority, Tūpuna Maunga Authority, accessed July 27, 2021, 
https://www.maunga.nz/maunga/owairaka-te-ahi-ka-a-
rakataura/.

10 Tūpuna Maunga Authority, “Ōwairaka / Te Ahi-kā-a-Rakataura.”

Fig. 2: Ōwairaka during Māori 
settlement, pre-quarrying.

Fig. 3: Aerial photograph of 
1958 Ōwairaka Domain with 
surrounding area.
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Looking into the wider context, Ōwairaka is situated in 
Tāmaki Makaurau. Tāmaki Makaurau was named so 
due to its appeal to the city’s settlers. The name translates 
to “Tāmaki of a hundred lovers.” With fertile land and 
waterway connections in all directions, various groups 
have thrived and displaced each other for many years in 
Tāmaki Makaurau.11  In the 1600s, Tāmaki Makaurau 
was settled by Tainui tribal groups, collectively known 
as Waiohua. During this prosperous time, pā and 
fertile gardens were made at many maunga of Tāmaki 
Makaurau, like Maungawhau and Maungakiekie. Though 
not as intense, Ōwairaka was also terraced and cultivated. 
Tāmaki was renowned and heavily populated.  In the 
1700s, raids from northern Ngāti Whātua o Kaipara 
broke the peace. The remaining population of Waiohua 
regrouped at Mangere – south of Ōwairaka. Ōwairaka was 
besieged and wiped out. Those who survived fled to the 
Waikato people who lived south of Tāmaki Makaurau.12 
After the signing of Te Tiriti o Waitangi, in 1840, William 
Hobson travelled south and selected Tāmaki Makaurau 
(Auckland) as the capital of the new colony. Auckland was 
named by Hobson after Lord Auckland, who was gazetted 
the Viceroy of Auckland in 1842.13

During the time of European settlement, new names with 
imperial significance were assigned to the landmarks of 
Tāmaki Makaurau. Ōwairaka, the volcano and district, 

11 “Auckland Region - Māori History,” Te Ara - the Encyclopedia of 
New Zealand, Margaret McClure, last modified August 1, 2016, 
http://www.TeAra.govt.nz/en/auckland-region/page-6.

12 Dunsford and Mount Albert Historical Society, Mt Albert, 12-16.
13 “Auckland City,” New Zealand History, Research and Publishing 

Group of the New Zealand Ministry for Culture and Heritage, 
Manatū Taonga, accessed July 27, 2021, https://nzhistory.govt.nz/
keyword/auckland.

were renamed “Mount Albert.” This name referred to 
Prince Albert, the consort of Queen Victoria.

At this time, Mount Albert district was predominantly 
used for farming. The Mount Albert district saw its solid 
growth in population during the 1890s to 1900s. The 
place attracted many families and by 1911, the population 
had tripled.14

This combination of findings provides some support for 
Mount Albert’s multi-layered history while also revealing 
the ebb and flow of the site’s population. 

14 Dunsford and Mount Albert Historical Society, Mt Albert, 12-16.

 Fig. 4: Kelly map of Tāmaki 
Makaurau with Māori place names.
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its spiritual and religious environment. Social groups 
based on religious beliefs were formed early during 
the European settlement. This can be indicated by the 
establishment of Methodist and Anglican churches in 
the Mount Albert district. During 1872, Mount Albert’s 
major landowner, Allan Kerr Taylor, gifted the land for 
a church and led the Anglican community in funding its 
construction.15 By the time St Luke’s Anglican Church 
opened, Mount Albert already had two Methodist 
Chapels.16 This illustrates how strongly the region had 
attracted non-conformist believers. Furthermore, another 
strong and social hub was the Mount Albert Wesleyan 
Chapel, which expanded in 1881.17

Christian faith continued to flourish in Mount Albert. By 
1883, St Luke’s Anglican Church was due for extensions 
due to the growth in the congregation. 18 Moreover, 
construction of the Mount Albert Presbyterian Church 
began in 1913, on the corner of New North and Mount 
Albert Roads – a site gifted by a local Presbyterian, J.C., 
Entrican.19 The Mount Albert Baptists, too, had purchased 

15 David Verran, “A Mt Albert Local History Timeline,” in 
Auckland Council Libraries, accessed July 27, 2021, https://kura.
aucklandlibraries.govt.nz/digital/collection/localhistory/id/4319/.

16 “Ōwairaka-Mt Albert: Heritage Walks,” in Auckland Council, 
last modified May 22, 2011, https://www.aucklandcouncil.
govt.nz/arts-culture-heritage/heritage-walks-places/Documents/
owairaka-mt-albert-heritage-walks.pdf.

17 Dunsford and Mount Albert Historical Society, Mt Albert, 45.
18 “Our History,” in St Luke’s Mt Albert, St Luke’s Mt Albert, accessed 

July 27, 2021, https://www.saintlukes.org.nz/about/.
19 “A Thumbnail History of the Mt Albert Presbyterian Church,” in Mt Albert 

Presbyterian Church, accessed July 27, 2021, http://www.mapc.org.nz/
about-us/history/.

Fig. 5: Mt Albert Presbyterian 
Church Auckland being steam 
rolled to its new site.
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two sections on New North Road and by the February of 
1914, had opened a new church.20

However, as indicated by the 1951 and 1971 Census, 
Mount Albert’s religious affiliations were changing in 
line with the national trend. With 10,384 members, 
the Anglican church was still Mount Albert’s largest 
denomination in 1951. This was followed by the 
Presbyterians at 4,178. It was by 1971, that a decline was 
recorded in those who declared they were Anglican, 
Presbyterian, Methodist, and Baptist. Contrastingly, 
Mount Albert’s Roman Catholics increased from 3,427 
to 4,698. Signs of a more ethnically diverse Mount Albert 
could also be seen with increases of Ratana Church and 
Latter-Day Saints members.21

In line with the district’s expansion, the Anglican 
community built several satellite churches to serve local 
communities. However, as the congregation decreased, 
the Anglicans retreated to St Luke’s.22 St Margaret’s, one 
of the satellite churches, formed a Young Wives club in 
the 1950s. They had singing and drama groups and would 
hold concerts and short plays as fundraisers at the church. 
In modern times, however, St Margaret’s is better known 
as a polling booth at general elections rather than as a 
place of worship to its surrounding community.23 While 
church life still influences Mount Albert today, the well 
documented decline of New Zealand religious observance 
is evident. 

20 Dunsford and Mount Albert Historical Society, Mount Albert, 87.
21 Dunsford and Mount Albert Historical Society, Mount Albert, 145.
22  St Luke’s Mt Albert, “Our History.”
23 Dunsford and Mount Albert Historical Society, Mount Albert, 146-147.

Fig. 6: Mt Albert Baptist Church, 
1950s.
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On a more positive note, the churches that once 
accommodated a monocultural congregation have 
become diverse over the recent years. St Luke’s Anglican 
Church, with mostly New Zealand European members, 
has welcomed Anglicans from India, Pakistan, and Sri 
Lanka. Additionally, from the late 1980s, St Luke’s actively 
welcomed sexually diverse Anglicans.24 Furthermore, 
the Mount Albert Presbyterian Church’s congregation 
is now strongly Pasifika. The Methodist Church has 
also welcomed new migrants from the Pacific, Asia, and 
Africa.25 These findings have significant implications for 
understanding how different layers of settlement have 
brought diversity into Mount Albert.

Moreover, according to the 2018 Census, 50.9% of the 
Mount Albert Central population have disclosed that 
they have no religion whilst the Christian population is 
now 35%. This is followed by 4.3% that identify as Hindu, 
1.7% as Buddhist and 1.6% as Muslim.26 This finding 
has important implications for developing a brief for the 
design project. As the previously mentioned religions 
have the highest members, this project may allow 
for dedicated spaces for four religions. However, it is 
important to remember that the spiritual environment of 
the region shifts as the population changes.

Another significant aspect of spirituality in Mount Albert 
is how the ethnic population reside close to particular 

24 St Luke’s Mt Albert, “Our History.”
25 Dunsford and Mount Albert Historical Society, Mount Albert, 200.
26 “Mt Albert Central,” in Stats NZ, New Zealand Government, 

accessed July 27, 2021, https://www.stats.govt.nz/tools/2018-
census-place-summaries/mount-albert-central.

sacred buildings. For example, there is a large Indian 
population in Sandringham near the Hindu Temple in 
Balmoral Road and the Al-Hijaz Masjid on Richardson 
Road. The largest practising Christian denomination 
in Mount Albert and New Zealand is now the Catholic 
faith. The 2013 Census shows that Catholics live close to 
the community of St Mary’s.27 This suggests that there 
is a preference in living close to a population’s specific 
religious building.

It is also important to note that the Mount Albert 
Islamic Centre prays the salat al-jum‘ah at the Mount 
Albert Senior Citizens’ Hall every Friday.28 Though not a 
traditional mosque, the community still gather in the hall 
and create their own sacred atmosphere.

It can therefore be assumed that the Mount Albert region, 
in which the project site is located, is a religiously diverse 
area. This research has also shown the ebb and flow of the 
various religious populations. Furthermore, the research 
has shown that the different faith communities are open 
to a more flexible approach to sacred space.

27 Dunsford and Mount Albert Historical Society, Mount Albert, 200.
28 “Jummah Prayers in Mt Albert, Auckland,” in Mt Albert Islamic 

Centre, Mt Albert Islamic Centre, accessed July 27, 2021, https://
mtalbertislamiccentre.org/.
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The Asylum and its Chapel

The project site itself has a long history. Used as a 
Māori portage to Green Bay’s Manukau Harbour, in 
pre-European Tāmaki Makaurau, the Whau Inlet at Te 
Whanga-nui o Toi was strategically chosen to house one 
of the Auckland Provincial Government’s psychiatric 
institutions.29 According to Robyn D Walshe’s Building 
Known as Carrington, the portage land was bought from 
Te Kawau and Te Hira of Ngāti Whātua in 1848 to assert 
control over traditional Māori paths.30

Situated on this land is the first building of the Mental 
Asylum, also known as Building One.31 It was built in the 
1860s to institutionalise those who “deviated from social 
norms.”32 Moreover, according to Ben Schrader, during 
this time, a comprehensive range of large public buildings 
such as prisons, hospitals, and asylums were built.33

With modified plans from England, Auckland architect 
James Wrigley prepared the drawings for tendering 
in 1864. Upon opening on March 8, 1867, the asylum 
housed an administration wing with an eastern wing for 
patient accommodation. 34

29 “Pollen Island,” in Tiaki Tāmaki Makaurau, New Zealand 
Government, accessed July 27, 2021, https://www.
tiakitamakimakaurau.nz/discover-tamaki-makaurau/learn-about-
your-area/bfa-pollen-island/.

30 Robyn D Walshe, A Building Known as Carrington (Auckland, 
New Zealand: UNITEC Press, 1994), 2.

31 However, in the past 160 years, it has also been known by many 
names, such as Auckland Lunatic Asylum and Carrington 
Psychiatric Hospital, which reflects its complex web of social and 
architectural history. Ben Schrader, “Public Buildings - State-
sector Buildings,” Te Ara - the Encyclopedia of New Zealand, 
last modified June 20, 2012, http://www.TeAra.govt.nz/en/
photograph/36462/carrington-hospital-1986.

32 Walshe, A Building Known as Carrington, 1.
33 Schrader, “Public Buildings - State-sector Buildings.”
34 Cyclopedia Company Limited, “The Auckland Lunatic Asylum,” 

The new asylum was designed like a palace – an imposing 
frontage of polychromatic brickwork, slate roof, and 
gothic windows. However, the way patients were being 
treated in the 19th century made it seem more like a 
prison. 35 Its façade concealed the harsh conditions for 
those confined within.

In 1877, a fire broke out in a wooden female cell block 
almost destroying the whole first floor of the east wing 
and killing one patient. By this time, the asylum was 
also overcrowded with 253 persons rather than the 
intended 157. Thus, there was a need to rebuild and 
extend. In 1881, repairs were made, and the west wing 
was incorporated into the building under the design 
of architect Philip Herapath. Stone material for this 
extension was removed from the nearby Te Auaunga, 
Oakley Creek. Extensions continued for 25 more years 
to house growing number of patients and to develop staff 
areas and service blocks needed to support them. 36

After the first World War, the hospital housed 1200 
patients in segregated locked cellblocks. Patients were 
held in straightjackets, and frontal lobotomies and shock 
treatments were often performed on them.37

In the 1980s, deinstitutionalisation of asylums led to the 
closure of Carrington Psychiatric Hospital.38 

in The Cyclopedia of New Zealand (Christchurch: The Cyclopedia 
Company Ltd, 1902), 190, http://nzetc.victoria.ac.nz/tm/scholarly/
tei-Cyc02Cycl-t1-body1-d1-d21-d9.html.

35 Walshe, A Building Known as Carrington, 2.
36 Walshe, A Building Known as Carrington, 4.
37 Walshe, A Building Known as Carrington, 6.
38 Schrader, “Public Buildings - State-sector Buildings.”
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Fig. 8: Location of Auckland 
Lunatic Asylum within site 
(Analysis by author).

Learning-based Buildings

Cultural-based Buildings

Non-Unitec Owned 
Properties

Health and Recreation-
based Buildings

Residential Buildings
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Fig. 9: Carrington Hospital, 1986.
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The hospital closed in 1989 and was sold to what is now 
known as Unitec Institute of Technology in 1993. By 1994, 
Unitec’s Faculty of Architecture and Design had fully 
occupied the building. 39

Built as part of the Asylum, in 1865, was the Chapel of 
Saint Luke the Physician. It was used as a dormitory from 
1875 but was then renovated and reopened as a chapel 
in 1961.40 Here, services were held according to the 
patients’ denomination every Sunday.41 Considering this, 
the chapel played multiple roles in the Asylum, adapting 
to the needs of its users. In a way, this project may be in 
memory of the Chapel of St Luke the Physician.

The research above has established that the asylum 
mistreated those who seemed different from the society. 
Together, these studies have indicated that there is a need 
for a space to heal this relationship and to embrace and 
encourage interaction between the current population’s 
differences.

39 Walshe, A Building Known as Carrington, 7.
40 Walshe, A Building Known as Carrington, 4.
41  Cyclopedia Company Limited, “The Auckland Lunatic Asylum,” 

190.

Fig. 10: Aerial photograph of 
Oakley Hospital, 1974.
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Unitec Land Sales (Wairaka Land Sale)
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site with English landscape garden and arboretum, Unitec 
practically inherited this land as its campus. In the years 
around 2010, Unitec began considering to re-plan and 
sell parts of this large site. According to the “Tertiary 
Education Report: Financial Concerns at Unitec Institute 
of Technology,” Unitec’s equivalent full-time students 
(EFTS) and related funding had been falling since 2012. 42 
Consequently, its financial position became critical to the 
point that operations were not viable. 

In 2015, Unitec established a Wairaka Land Company and 
planned to implement Unitec’s Property Strategy as a joint 
venture. However, Unitec needed short term capital.43

As a solution to the problem, Government announced 
the sale of Unitec surplus land to the Crown. The 
26.5 hectares of land had been allocated for the 
Government’s KiwiBuild programme. Referred to as 
Carrington Residential Development, the project is led by 
Marutūāhu, Ngāti Whātua and Waiohua-Tāmaki tribes 
and facilitated by the Crown through the Ministry of 
Housing and Urban Development. 44

42 “Tertiary Education Report: Financial Concerns at Unitec 
Institute of Technology,” in Tertiary Education Commission, 
Tertiary Education Commission, last modified May 4, 2018, 
https://tec.govt.nz/assets/Ministerial-papers/3cf6297fd6/
B_18_00240-Financial-Concerns-at-Unitec.pdf.

43 “Unitec forms Wairaka Land Company Limited,” Unitec Institute 
of Technology, last modified November 5, 2015, https://www.
unitec.ac.nz/about-us/unitec-forms-wairaka-land-company-
limited.

44 “Carrington Residential Development,” Te Tūāpapa Kura Kāinga 
- Ministry of Housing and Urban Development, New Zealand 
Government, last modified January 22, 2021, https://www.hud.
govt.nz/urban-development/carrington-residential-development/.

Within this development, various housing types are 
expected to be built. The development is expected to be a 
mixture of market, KiwiBuild, public housing, affordable 
homes, and long-term rentals. 45 Thus, this development 
will further contribute to the Unitec community’s diverse 
backgrounds.

The present situation is significant in at least two major 
respects. Firstly, this land sale may lead to a possibility of 
having no site for this project as the sale is encroaching 
directly on the existing teaching spaces. Furthermore, 
on a more positive note, it may mean that with the new 
development, the wider community may be able to use 
the multifaith centre of the project.

45 Te Tūāpapa Kura Kāinga - Ministry of Housing and Urban 
Development, “Carrington Residential Development.”
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Fig. 11: Masterplan proposal of 
housing development within Unitec 
campus.

Fig. 12: Artist impression of Unitec’s 
proposal.

Fig. 13: Artist impression of 
housing development within Unitec 
campus.
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These data must be interpreted with caution because 
while this report provides numbers of students related 
to their country of origin, it may mean the country from 
which they came to New Zealand rather than where they 
were born. Furthermore, while presenting an ethnically 
diverse student population, it may not correlate to a 
spiritually diverse population.

Unitec Institute of Technology caters for students, staff, 
and visitors, not just from various parts of the world, but 
also from many different religions. In addition, with the 
land sales and new housing underway, this will bring 
more people from different backgrounds.

However, Ricky Waters, coordinator of the Unitec Multi-
Faith Chaplaincy Team, has pointed out that Unitec does 
not have a record of the religious affiliations of either its 
students or staff.46 This is not collected at enrolment nor 
employment.

An ethnic breakdown of Unitec’s student population 
in 2020 for the formal programmes has been retrieved 
from Unitec’s Insights Business Partner in the Marketing 
department, Bob Stewardson.47 Formal programmes 
mean only those enrolled in traditional programmes such 
as certificates, diplomas, bachelors, masters, and excludes 
those in short courses or other programmes. According 
to this breakdown, 31.94% of the student population are 
New Zealand European followed by 17.76% are Pasifika, 
16.39% identify as “Other,” 16.11% are Chinese, 12.02% 
are “Other Asian,” 12.02% are Indian, and 10.04% are 
New Zealand Māori.48 In addition, the Unitec Annual 
Report 2020 lists that 47.34% of the staff population 
identify as European, 27.56% as “Other,” 11.72% as Māori, 
and 8.79% as Chinese.49

46 Ricky Waters, email to author, August 13, 2020.
47 Bob Stewardson, email to author, August 19, 2020.
48 Bob Stewardson, email to author, August 19, 2020.
49 Unitec Institute of Technology, Report for the Period Ended 3 

December 2020, accessed July 27, 2021, https://www.unitec.ac.nz/
sites/default/files/public/documents/Unitec%20Annual%20
Report%202020.pdf.

Student and Staff Statistics
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Fig. 14: Unitec student body.
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Fig. 15: Umayyad Mosque, exterior 
view

Fig. 16: Kandariya Mahadeva 
Temple, exterior view. 

Fig. 17: Strasbourg Cathedral, 
external façade.

Fig. 18: Borobudur, aerial view.
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In recognising the large presence of the Christian, Hindu, 
Buddhist, and Islamic faiths in the project site region 
(please see section “Layers of the site”), this section 
analyses four specific examples of sacred architecture 
belonging to these religions to better understand their 
spatial requirements. The Meriam Webster Dictionary 
defines “sacred” as “dedicated or set apart for the service 
or worship of a deity” and “of or relating to religion: not 
secular or profane.”50 Furthermore, sacred architecture 
offers a place that creates a sense of wonder and 
reflection.51 

The Christian building in analysis is Cathedral of Notre-
Dame (Strasbourg Cathedral) in Strasbourg, France. The 
cathedral begun construction in 1015 and was completed 
in 1439.52 Situated on a site that had always been devoted 
to worship, Strasbourg Cathedral marks a highpoint 
of Gothic cathedral architecture.53 Located in a similar 
physical context, Islamic Mosque, The Great Mosque 
of Damascus (also known as Umayyad Mosque) stands 
on a site where a Christian basilica dedicated to John 
the Baptist once stood. After the Muslim conquest of 
Damascus in 634, the mosque was built around 705CE.54 

50 “Sacred,” Merriam Webster, accessed October 10, 2021, https://
www.merriam-webster.com/dictionary/sacred.

51 Yiling Shen, “Is Religious Architecture Still Relevant?,” ArchDaily, 
last modified April 12, 2018, https://www.archdaily.com/891984/
is-religious-architecture-still-relevant.

52 Juliet Sutherland and Suzan Flanagan, Historical Sketch of the 
Cathedral of Strasburg (Project Gutenberg, 2007), 8, https://www.
gutenberg.org/cache/epub/22990/pg22990-images.html.

53 David R. Coffin, “High Gothic,” Encyclopedia Britannica, last 
modified April 13, 2018, https://www.britannica.com/art/
Western-architecture/High-Gothic#ref488813.

54 “Great Mosque of Damascus,” Encyclopedia Britannica, The 

Significant to the Islamic faith, Umayyad Mosque is one 
of the oldest congregational mosques in the world and 
considered Islam’s fourth holiest site.55 On the other 
hand, the world’s largest Buddhist temple, Borobudur, 
rises between two volcanoes and two rivers in Magelang, 
Central Java. It was originally built in the seventh century, 
then later restored in 1911.56 Hindu temple, Kandariya 
Mahadeva — the largest among the group of temples at 
Khajuraho — stands in Madhya Pradesh, India and was 
completed in circa 1030.57 Although these four buildings 
vary in construction and belong to different religions, 
Strasbourg Cathedral, Umayyad Mosque, Borobudur, 
and Kandariya Mahadeva Temple form what we could 
perhaps call ‘the rule’ or ‘generic’ spaces for these four 
religions.

Before further exploration of these buildings against 
their spatial requirements, it is important to understand 
the difference in the perception of congregational 
religions and processional religions. Characterised 
as congregational religions, Christianity and Islam 
place emphasis on the circumference of a space whilst 

Editors of Encyclopaedia Britannica, last modified February 
14, 2021, https://www.britannica.com/topic/Great-Mosque-of-
Damascus/additional-info#history.

55 Elizabeth Macaulay-Lewis, “The Great Mosque of Damascus,” 
Khan Academy, accessed October 10, 2021, https://www.
khanacademy.org/humanities/art-islam/chronological-periods-
islamic/islamic-art-early/a/the-great-mosque-of-damascus.

56 “Borobudur,” Encyclopedia Britannica, The Editors of 
Encyclopaedia Britannica, last modified August 18, 2015, https://
www.britannica.com/topic/Borobudur.

57 “Kandariya Mahadeva Temple,” Maha Shivratri, accessed 
October 10, 2021, https://www.mahashivratri.org/shiva-temples/
kandariya-mahadeva-temple.html.
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Historic Examples: The Guiding Light
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processional religions such as Hinduism and Buddhism 
put emphasis on the centre.58 This consequently 
influences the architecture — how sacred spaces are 
experienced and how they are used. Christianity and 
Islam are celebrated by a congregation where prayer 
occurs as a communal activity. The architecture is then 
often represented through a rectangular building plan 
that allows for a congregation to gather and listen to a 
priest or imam at the front. Consequently, a rectangular 
space with a platform located at one end developed as 
the most functional space in which to hold Christian 
and Islamic religious activities. Alternatively, Hinduism 
and Buddhism are worshipped as a processional and 
individual practice. Thus, this type of worship requires 
spaces with processional pathways that guide the 
worshiper along a conceptual circular route that moves 
towards the centre of the temple where an inner sanctum 
is located with enough room for individual prayer.59 

58 Richard Cooler, “The Sacred Geometry of Perfect Forms in 
East and West. Understanding Religious Buildings: Different 
Perceptions - Identical Forms” (Northern Illinois University), 
1, https://www.niu.edu/clas/cseas/_pdf/lesson-plans/topical-
overviews/sacred-geometry-ew.pdf.

59 Cooler, “The Sacred Geometry of Perfect Forms in East and West,” 3-4.

Fig. 19: Buddhist processional way 
of worship.

Fig. 20: Muslim congregational way 
of worship.
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According to Rudolf Stegers’s Sacred Buildings: A Design 
Manual, architecture, theology, and historical context 
influence the construction of a church. However, Gothic, 
Romanesque and Baroque churches have been regarded 
as being exemplary Christian buildings.60 Occupying 
a prominent position at the edge of Ill River, Gothic 
Cathedral of Notre-Dame, also known as Strasbourg 
Cathedral, stands as a landmark at the centre of 
Strasbourg. Representing a focal point at the centre of 
the city was a typical attribute of churches in the Middle 
Ages.61 With one tower standing at 139 metres tall, 
Strasbourg Cathedral was the tallest building in the world 
between 1647 and 1874.62 Furthermore, like all churches 
during that time, the altar always pointed towards 
the Holy Land Palestine.63 This can be seen through 
Strasbourg Cathedral’s eastward orientation. In addition, 
art treasures often adorned early churches. Strasbourg 
Cathedral represents this through its intricately decorated 
grand organ, painted vault of the apse, and its series of 
stained-glass windows along the nave.64 Moreover, the 
magnificent display of stained-glass windows can be 
associated with the belief that Christian theology is a 
theology of light.65 Lighting design through stained-glass 

60 Rudolf Stegers, Sacred Buildings: A Design Manual (Basel: 
Birkhäuser, 2008), 13.

61 Stegers, A Design Manual, 12.
62 “Strasbourg,” Encyclopedia Britannica, The Editors of 

Encyclopaedia Britannica, last modified November 25, 2019, 
https://www.britannica.com/place/Strasbourg#ref290510.

63 Stegers, A Design Manual, 12.
64 Juliet Sutherland and Suzan Flanagan, Historical Sketch of the 

Cathedral of Strasburg (Project Gutenberg, 2007), https://www.
gutenberg.org/cache/epub/22990/pg22990-images.html.

65 Stegers, A Design Manual, 60.
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Christianity – Strasbourg Cathedral

Fig. 21: Lighting within Strasbourg 
Cathedral.
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windows captures the essence of the man-made against 
the heavenly realm; light represents immateriality whilst 
glass embodies materiality. God is believed to be the 
creator of light, and this has become the underpinning 
aspect of church lighting design.66

The religious activities occurring within a church also 
shape the design of churches. Strasbourg Cathedral’s long 
nave provide an ample amount of space for the gathering 
of the congregation while its projecting transept separates 
the nave from the altar where the Holy Communion is 
presented. To the right of the altar stands the pulpit in 
which sermons are delivered by the preacher. In 1692 the 
interior of the choir was adorned providing seating for 
the clergy and church choir, who led the congregation in 
singing.67

66 Stegers, A Design Manual, 60.
67 Sutherland and Flanagan, Historical Sketch of the Cathedral of 

Strasburg, 13.

Fig. 22: Strasbourg Cathedral’s 
intricately design organ.

Fig. 23: Plan of Strasbourg 
Cathedral.
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In terms of the Islamic faith, context and small elements 
influence the design of a mosque. Four basic styles of 
mosques have resulted over the course of Islamic history 
around the world. These mosque types are an Arab 
hypostyle, Persian four-iwan, Indian three dome, and 
Turkish central dome.68 

Umayyad Mosque is an example of an Arab hypostyle 
mosque. During the lifetime of the prophet, the rapid 
expansion of the Islamic community arose.69 Thus, the 
faith needed an undisturbed space for communal prayers. 
A large, rectangular stone mosque with a hypostyle 
hall and a large inner courtyard distinguishes an Arab 
hypostyle mosque from other types. 

In contrast to Christianity, Islam is characterised by a lack 
of visual symbols. Due to the fear of idolatry, God cannot 
be depicted in building. Considering this, Islamic leaders 
of the 7th century developed ornamentation in important 
mosque areas such as the mihrab (niche). The Umayyad 
Mosque interprets this by following the original basic 
form of a mosque but incorporating vaulting, columns, 
and patterned windows on its mihrab.70

While the rite of prayer at home itself is sufficient for the 
Islamic faith, prayer in a group, practiced at a mosque, is 
considered more virtuous.71 Umayyad Mosque serves as 
an example for the representation of a mosque’s spatial 
requirements. In the middle of Umayyad Mosque sits 

68 Stegers, A Design Manual, 47.
69 The Editors of Encyclopaedia Britannica, “Great Mosque of 

Damascus.”
70 Stegers, A Design Manual, 46-47.
71 Stegers, A Design Manual, 46-47.
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conduct ritual purification before prayers.72 From the 
courtyard, the large prayer hall, where men and women 
pray separately prostrated towards Mecca, can be 
accessed. The qibla wall highlights this direction and the 
imam leads the prayers from a mihrab.73 Furthermore, 
the mosque houses three towers that rise 50 metres high 
allowing the call for prayer to be more audible.74 Light, 
however, cannot be used to denote symbolic meaning 
in mosques. To create a sense of unity and peace, the 
interiors of mosques should be evenly lit. Thus, mitigated 
by latticework, daylight filters evenly into Umayyad 
Mosque.75 

72 Pier V. Aureli and Maria S. Giudici, eds., Rituals and Walls: The 
Architecture of Sacred Space (London: Architectural Association, 
2016), 140-144.

73 Dima Stouhi, “The Great Umayyad Mosque of Aleppo: from 
Historic Islamic Monument to War Battlefield,” ArchDaily, last 
modified July 24, 2019, https://www.archdaily.com/921640/
the-great-umayyad-mosque-of-aleppo-from-historic-islamic-
monument-to-war-battlefield.

74 Stouhi, “Great Umayyad Mosque of Aleppo.”
75 Stegers, A Design Manual, 66.

Islam –  Umayyad Mosque
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Fig. 24: Umayyad Mosque plan and 
axonometric.

Fig. 25: Umayyad Mosque fountain 
for ritual purification.

Fig. 26: Minaret of Al-Arussa, 
Umayyad Mosque.
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Like Islamic architecture, the physical context influences 
the design of Buddhist architecture. To elaborate, in Japan 
and China, Buddhist temples in the form of pagodas are 
found while in India, stupas are found.76 However, that 
is where the similarity between the two religions stops. 
Firstly, Buddhist temples must contain a representation 
of Buddha, either through an image or statue; some even 
contain relics of Buddha or holy men.77 For example, in 
Borobudur, Buddha’s relics lie at the centre of the stupa. 
This central point is marked by the tallest spire of the 
stupa.78 Buddhist temples symbolise the five elements: 
Fire is represented by the spires; crescents, often found 
in pagodas represent Air; the square base of the temple 
symbolises Earth; domes represent Water, and Wisdom 
is symbolised by the summit of the temple. 79 In terms 
of direction, many Buddhist temples face south and 
sometimes to the east. However, due to Chinese feng shui, 
temples never face north nor west.80

Furthermore, the belief that mountains are sacred 
dwellings of Gods has influenced Buddhist structures. 
While many Buddhist temples, like Borobudur, are 
surrounded by mountains, temples in Japan and China 
can be found amidst towns. 81 The tiered arrangement of 
Borobudur is symbolic of a mountain range. Its tiered 
stupa further supports Buddhism’s processional way 

76 “Buddhist Temples and Stupas,” Facts and Details, last modified 
March 2019, https://factsanddetails.com/world/cat55/sub355/
item1325.html.

77 Facts and Details, “Buddhist Temples and Stupas.”
78 Cooler, “The Sacred Geometry of Perfect Forms in East and West,” 9.
79 Facts and Details, “Buddhist Temples and Stupas.”
80 Facts and Details, “Buddhist Temples and Stupas.”
81 Facts and Details, “Buddhist Temples and Stupas.”
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Buddhism – Borobudur

Fig. 27: Stone reliefs on the walls 
of the Borobudur Temple revealing 
stories of the ancient times.

Fig. 28: Buddha Statue at the 
Borobudur Temple.
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of worshiping. Daily worship by Buddhists consists 
of a pilgrimage from home to temple that ceases with 
individual prayer at the architectural and ritual centre 
of the temple.82 As Borobudur is a solid building that 
cannot be entered, it interprets this processional way 
of worshipping through the external space rather 
than internally. Alternatively, temples often consist of 
concentric corridors that lead to a small room where 
the most important religious image is located, and 
which has enough room for individuals to conduct their 
devotionals.83 

82  Cooler, “The Sacred Geometry of Perfect Forms in East and West,” 8.
83  Cooler, “The Sacred Geometry of Perfect Forms in East and West,” 3.

Fig. 29: Temple hallways adorned 
with Buddha statues.

Fig. 30: Exterior pathway of temple 
to support processional worship. 
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Customs, traditions, context, and theology have all 
shaped Hindu architecture over time.84 While providing 
shelter to worshippers and images of deities, temples 
were believed to be the cosmos itself.85 Though evolving 
over time, Hindu temples consist of a garba griha, the 
inner sanctum that houses the representation of a deity; 
this is highlighted on the exterior by a tower identified 
as shikhara. Furthermore, the square shape was believed 
to be the absolute form. Though the materials of temples 
would change, the square was always a constant.86 This 
shape can be found on the plan of Kandariya Mahadeva 
Temple’s inner sanctum. The sanctum’s form begins at the 
summit of the shikhara and continues down a vertical 
axis where it progressively expands outward in the four 
directions of the garba griha.87 Like Buddhism, a statue 
or image of a deity is present at the inner sanctum of the 
temple. This is because the icon is believed to produce 
a field of sacred energy. 88 Furthermore, Hindu temples 
are known for their abundantly decorative style. Carved 
imagery of deities and religious narratives cover both the 
interiors and exteriors of Hindu temple.89 These images 

84 Shilpa Sharma and Shireesh Deshpande. “Architectural Strategies 
Used in Hindu Temples to Emphasize Sacredness,” Journal of 
Architectural and Planning Research 34, no. 4 (2017): 310. http://
www.jstor.org/stable/44987239.

85 Anuradha Mukherji, “The Holy Light: A Study of Natural Light 
in Hindu Temples in the Southern Region of Tamilnadu, India” 
(Thesis, Texas A&M University, 2001), 13.

86 Mukherji, “The Holy Light,” 14.
87 Sharma and Deshpande, “Architectural Strategies Used in Hindu 

Temples to Emphasize Sacredness,” 312.
88 Jeffrey Hays, “Hindu Temples and Temple Architecture,” Facts 

and Details, last modified September 2018, https://factsanddetails.
com/world/cat55/sub388/item1351.html.

89 Hays, “Hindu Temples and Temple Architecture.”
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Hinduism – Kandariya Mahadeva Temple

Fig. 31: Kandariya Mahadeva 
Temple inner sanctum.
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assist Hinduism’s processional way of worshipping. For 
instance, along the pilgrimage axis to the inner sanctum 
of Kandariya Mahadeva Temple, the walls and pillars are 
carved with floral and celestial images. This decoration 
establishes the difference between the holy inside of the 
temple and human outside world.90

Regarding lighting, the temple’s interior space is made 
dynamic through the manipulation of light. As the visitor 
progresses the space, the interior becomes darker and 
more enclosed in shadows. The garba griha is the least 
lit area of the temple, yet it is the place where realisation 
takes place. This darkness opens up an opportunity for 
artificial lighting to focus on one spot in the temple: the 
image of the deity situated at the centre of the space.

90 Sharma and Deshpande, “Architectural Strategies Used in Hindu 
Temples to Emphasize Sacredness,” 315.

Fig. 32: Stone reliefs on the walls of 
Kandariya Mahadeva Temple.

Fig. 33: Interior of Kandariya 
Mahadeva Temple.
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While these buildings as explained above represent 
the generic spatial requirements of sacred buildings, 
exceptions to this rule can provide inspiring precedents.  
Atypical for Christian buildings is Fearon Hay Architects’ 
Bishop Selwyn Chapel in Auckland. Situated in Parnell, 
a busy inner Auckland suburb, Bishop Selwyn Chapel 
completed the Holy Trinity Cathedral in 2016. Located in 
a similar physical context, Alexandros N. Tombazis’s Bin 
Madiya Mosque stands slightly offset from its neighbours 
in the middle of central Dubai’s varied urban townscape. 
Upon completion in 1990, it has asserted its sacred 
Islamic function amid its high-rise surroundings.91 In 
contrasting setting, situated in a picturesque rural area, is 
Walters & Cohen Architects’ Vajrasana Buddhist Retreat 
Centre. Run by the London Buddhist Centre, Vajrasana 
Buddhist Retreat Centre welcomes those dealing with 
stress and addiction. After Walters & Cohen Architects 
won the design competition for the project in 2013, the 
retreat was built in 2016.92 Built in the same year of 2016, 
architect SpaceMatters’s Temple in Stone and Light in 
Barmer, India exemplifies modern temple architecture, 
without compromising the symbolic aspects of temple 
design. The temple stands on an industrial desert site 
with a culturally rich population.93 Though contemporary, 
these buildings still embody the requirements of the  
architecture according to their specific religions. 

91 Stegers, A Design Manual, 214-215.
92 Alyn Griffiths, “Walters & Cohen Architects: Buddhist Retreat 

Meditation,” Dezeen, last modified November 26, 2016, https://
www.dezeen.com/2016/11/26/walters-cohen-architects-buddhist-
retreat-meditation-suffolk-england--farm/.

93 “Temple in Stone and Light,” Architizer, accessed October 10, 
2021,  https://architizer.com/projects/temple-in-stone-and-light/.

Four Contemporary Precedents
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Fig. 34: Contemporary Bishop 
Selwyn Chapel against Holy Trinity 
Cathedral.
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Keeping to the congregational worship needs of the 
religion, Bishop Selwyn Chapel allows for 100 worshipers 
through its open plan with an altar at the front.94 
However, not typical of Christian structures, it has been 
conceived in the form of a glass box topped by a sweeping 
golden roof. In addition, while the chapel’s walls are 
clear glass, and not stained-glass, the chapel is no less 
extravagant than previous Christian structures. The gold-
painted roof enhances and transforms the quality of light 
that enters the space, giving the chapel a golden glow. 
In this way, Fearon Hay Architects employ the reflective 
quality of gold and allow it to create a spiritual quality to 
the space.

In terms of orientation, the chapel faces south, towards 
Tāmaki Makaurau’s Maungakiekie (One Tree Hill), 
creating a visual axis from the chapel to a significant 
landmark of the city. Situated on the southern side of 
architects Charles Towle and Richard Toy’s Holy Trinity 
Cathedral, with Gothic Revival church of Saint Mary 
(Benjamin Mountfort, completed 1888) to its side, 
Bishop Selwyn Chapel completes this complex of sacred 
buildings. While the chapel’s glass façade creates a visually 
open structure to three sides, it receives enclosure and 
definition by the site’s existing structures and vegetation. 95

94 “Bishop Selwyn Chapel / Fearon Hay Architects,” ArchDaily, last 
modified November 21, 2017, https://www.archdaily.com/883912/
bishop-selwyn-chapel-fearon-hay-architects.

95 Justine Harvey, “Gold sanctuary: Bishop Selwyn Chapel,” Architecture 
Now, last modified November 29, 2016. https://architecturenow.co.nz/
articles/gold-sanctuary-bishop-selwyn-chapel/.

Christianity – Bishop Selwyn Chapel

Fig. 35: Interior view of Bishop 
Selwyn Chapel with glowing roof.

Fig. 36: Exterior view of Bishop 
Selwyn Chapel showing floating 
roof and glass open walls. 
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Though located within a contemporary city, Bin Madiya 
Mosque adheres to the basic elements of a mosque. 
Firstly, the mosque distinguishes itself from its high-rise 
surroundings by standing offset – drawing attention 
to the direction of Mecca. While keeping in mind the 
prohibition of idolatry, the latticework found in Umayyad 
Mosque are interpreted into mosaics highlighting the 
direction of the mihrab. This time, ritual purification 
before prayers is conducted in ablutions, rather than 
fountains, which lie on one side of the mosque.

Umayyad Mosque’s large prayer room allows for 
congregational prayer and is always well lit. An 
abundance of light pours in from the mosque’s stepped 
and horizontally enhanced windows, giving the 
impression of a tall and large space. At night, similar 
lighting is imitated through artificial hanging lights and 
spotlights.96

96  Stegers, A Design Manual, 214-215.
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Islam – Bin Madiya Mosque

Fig. 37: Bin Madiya Mosque 
exterior.
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Fig. 38: Bin Madiya Mosque interior 
qibla wall
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Although not a temple, Vajrasana Buddhist Retreat Centre 
is designed specifically around the Buddhist practice and 
run by the London Buddhist Centre. Including a shrine 
room, the retreat centre welcomes those dealing with 
issues such as addiction, anxiety, and stress.97 Respecting 
the Buddhist processional way of worshipping, the centre, 
which was once a 1900s farmhouse, was refurbished to 
a complex with accommodation and communal areas 
placed around a series of community (Sangha) courtyards 
linked by gardens and pathways. 98 As an important 
characteristic of Buddhism, the centre houses a shrine 
room with a large statue of Buddha. Within this room, 
the atmosphere of spirituality is created through the 
manipulation of light. Light enters through high level 
perforations in the wall creating an enclosed room hidden 
from the distractions of the outside world.99

97 “Vajrasana Buddhist Retreat / Walters & Cohen Architects,” 
ArchDaily, last modified November 6, 2021, https://www.
archdaily.com/798645/vajrasana-buddhist-retreat-walters-and-
cohen-architects.

98 Griffiths, “Walters & Cohen Architects.”
99 ArchDaily, “Vajrasana Buddhist Retreat / Walters & Cohen Architects.”

Buddhism – Vajrasana Buddhist Retreat Centre
Sa

cr
ed

 B
ui

ld
in

gs
 fr

om
 F

ou
r R

el
ig

io
ns

Fig. 39: Buddha Statue at the 
Vajrasana Buddhist Retreat Centre.

Fig. 40: Processional Pathways 
around communal courtyards.
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In a contemporary interpretation of a traditional Hindu 
Temple, Temple in Stone and Light is dedicated to an 
androgynous deity, Lord Shiva. The theology behind 
this deity is reflected into the design of the temple.100 
Firstly, the dual quality of light interprets this and allows 
light to be filtered in the structure, during the morning, 
while light filters out of the temple during the night. 
Furthermore, the heaviness of the temple’s stone structure 
is juxtaposed with the weightless quality of light entering 
the building.101 Moreover, the fluid quality of the temple 
draws attention to the need for inclusion in contemporary 
religious spaces.102

The temple, while contemporary, adheres to the spatial 
requirements of traditional temples. The tiered top 
highlights the location of the garba griha and the 
processional approach to the sanctum is reinforced by a 
strong axis from the entry of the temple. Furthermore, the 
square shape is still honoured by the structure and repeats 
itself at a vertical axis above the sanctum. While the 
temple is not completely carved both in its interior and 
exterior, it is still extravagantly built of stone and houses 
images and statues of deity. 

Though all structures assert their sacred purpose, the 
difference in treatment of architecture cannot be ignored 
in the design project. While these provide guidelines to 
the project, they also propose challenges.

100 “Temple in Stone and Light / SpaceMatters,”ArchDaily, last 
modified May 12, 2016, https://www.archdaily.com/786983/
temple-in-stone-and-light-spacematters.

101 Architizer, “Temple in Stone and Light.”
102 ArchDaily, “Temple in Stone and Light / SpaceMatters.”

Hinduism – Temple in Stone and Light

Fig. 41: Temple of Stone and Light 
incorporating the square in vertical 
axis.

Fig. 42: Strong axis of Temple of 
Stone and Light from entry to inner 
sanctum.
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Fig. 43: Multifaith room of sacred 
nullity.
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e Bringing together believers from different religions 
presents a number of challenges. As we have seen above, 
the buildings from different religions may require 
different spatial interpretation.

In multifaith rooms, people of all or no faiths time-share 
a space that takes on a set of sacred atmospheres.103 
These spaces have also been known as a Prayer Room, 
Contemplation Room, and Quiet Room. Designated 
for various spiritual activities, multifaith spaces must 
consider both the need of the religious and non-religious, 
without preference towards any world views.104 Ironically, 
multifaith spaces – an architecture meant to encompass 
a variety of faiths – are of sacred nullity.105 This raises the 
question of how the architecture of such a space can be 
enriched. To explore this gap, this chapter will discuss 
the current issues in the design of multifaith centres and 
then will specifically examine multifaith spaces in tertiary 
settings – as is more relevant to this research project. 

103 Crompton, “The Architecture of Multifaith Spaces,” 474.
104 Ryszard Bobrowicz, “Multi-Faith Spaces Uncover Secular 

Premises Behind the Multi-Faith Paradigm,” Religions 9, no. 2:37 
(2018): 2, https://doi.org/10.3390/rel9020037.

105 Crompton, “The Architecture of Multifaith Spaces,” 494.

Fig. 44: Multifaith prayer room in 
Hong Kong International Airport.

Fig. 45: Multifaith room at 
Heathrow Terminal 5.
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As previously mentioned, the current design of 
multifaith centres is of sacred nullity. To elaborate, in 
“The Architecture of Multifaith Spaces: God Leaves 
the Building,” Andrew Crompton observes that often, 
multifaith spaces present themselves as a windowless 
white room, with religious texts and artefacts of various 
religions hidden and only revealed when needed.106 This 
issue could be explained by Ryszard Bobrowicz, who in 
“Multi-Faith Spaces Uncover Secular Premises Behind 
the Multi-Faith Paradigm” raises the argument that there 
are no architectural guidelines for the design of multifaith 
spaces.107 

Nevertheless, Crompton distinguishes two contrasting 
approaches to the design of multifaith rooms. These are 
classified as positive and negative types.108 A positive way 
of sharing multifaith rooms involves images and artefacts 
dedicated to each faith to be shown out in the open. 
It is a way of uniting the varying faiths by inclusion.109 
Alternatively, the negative type involves the images and 
artefacts being absent or kept separate. This is a way of 
unity by exclusion.110 

106 Crompton, “The Architecture of Multifaith Spaces,” 474.
107 Bobrowicz, “Multi-Faith Spaces Uncover Secular Premises Behind 

the Multi-Faith Paradigm.”
108 Crompton, “The Architecture of Multifaith Spaces,” 479.
109 Crompton, “The Architecture of Multifaith Spaces,” 479.
110 Crompton, “The Architecture of Multifaith Spaces,” 479.

Multifaith: A Design Issue

Fig. 46: Oasis Centre’s communal 
lounge.

Fig. 47: Weekly meditation at 
Finders University’s Oasis Centre 
quiet space.
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type of approach to multifaith design –  have arisen 
from the assumption that people cannot be exposed to 
the symbols of other people’s faith.111 An example of a 
negative type multifaith space is Flinders University’s 
Oasis Centre’s prayer room. Located in Adelaide, 
Australia, the public university provides separate prayer 
rooms for male and female.112 These spaces can be 
accessed by students and staff, but users are required to 
bring and take home their own prayer equipment.113 This 
negative approach limits the interaction between the 
varying religions and the definition of the space varies 
depending on whoever is using it.

On the other hand, a positive type of approach has 
been taken by the House of One in Berlin, Germany. 
Essentially, it is a church, mosque, and synagogue that are 
connected by a central space under one roof. However, 
Crompton points out a potential problem to this situation 
–  whilst a “collection of mono-faith rooms like this 
is a common arrangement in many hospitals, the true 
multifaith space is then the shared corridor.”114

The evidence presented in this section suggests that 
the architecture of shared spirituality is still yet to be 
established.

111  Crompton, “The Architecture of Multifaith Spaces,” 474.
112 “Prayer Room Opening Times,” Oasis Flinders University, 

Flinders University, accessed May 10, 2021, https://oasis.flinders.
edu.au/prayer-room-opening-times/.

113 Flinders University, “Prayer Room Opening Times.”
114 Crompton, “The Architecture of Multifaith Spaces,” 486.

Fig. 48: Section of House of 
One showing the mosque and 
synagogue.

Fig. 49: House of One plan view.
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Fig. 50: Architect’s impression of the 
House of One exterior.
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Having identified the problem in the design of multifaith 
spaces, the following section will discuss these spaces in 
tertiary settings.

In “Spirituality and the Secular University,” Paul Stock 
claims that although the origins of Western universities 
were indistinguishably associated with the spirituality of 
the Christian perspective, spirituality has progressively 
been marginalised as a response to the scepticism 
of modern Western society. 115 Furthermore, Dafina 
Lazarus Stewart, Michael M. Kocet, and Sharon Lobdell’s 
“The Multifaith Campus: Transforming Colleges and 
Universities for Spiritual Engagement” argues that with 
today’s students and faculty members committed to 
various beliefs and religions, tertiary institutions are no 
longer characterised by religious homogeneity. 116 On 
top of that, Stock has correlated the expectations for 
religious inclusion and tolerance with the changing face 
of New Zealand society and universities. 117 An example 
of a multifaith space in a tertiary setting is Flinders 
University’s Oasis Centre. With the aim to embrace 
diversity and respect similarities and differences within 
the university, Oasis Centre encourages a spiritual life 
within the university.118 The evidence reviewed here 

115 Paul Stock, “Spirituality and the Secular University,” Journal of the 
Tertiary Campus Ministry Association 5, no. 1 (2013): 1, http://
www.tcmajournal.org/uploads/1/2/6/1/12614620/stock_p_2013.
pdf. 

116 Dafina L. Stewart, Michael M. Kocet, and Sharon Lobdell, “The 
Multifaith Campus: Transforming Colleges and Universities for 
Spiritual Engagement,” About Campus 16, no. 1 (2011): 11, https://
doi.org/10.1002/abc.20049.

117 Stock, “Spirituality and the Secular University,” 3.
118 “Faith and Spirituality,” Oasis Flinders University, Flinders 

University, accessed May 10, 2021, https://oasis.flinders.edu.au/
faith-and-spirituality/.

seems to suggest a pertinent role for a more inclusive 
way of incorporating spirituality in a tertiary setting to 
accommodate the diversity of today.

As a way to enhance human experience, a broader 
perspective has been suggested by Stewart, Kocet, and 
Lobdell who urge a commitment to an educational 
paradigm that views a collaborative relationship between 
mind, body, and spirit.119 To expand on this, Stock found 
that the Whare Tapa Wha model has made a significant 
contribution to social consciousness and spiritual 
wellbeing in Aotearoa.120 Devised in 1982 by Massey 
University’s Professor Sir Mason Durie, the Whare Tapa 
Wha model is utilised in schools, hospitals, prisons, and 
tertiary providers. 121 The model draws a comparison 
between a person’s life and a whare (home). Here, the 
major structural components of a house are correlated to 
four human wellbeing aspects. The rear wall symbolises 
taha hinengaro (mental and emotional), the side walls 
taha tinana (physical), the roof taha whanau (social) and 
the entrance taha wairua (spiritual). A person’s wellbeing 
would be affected should there be any damage or lack 
in any of the four aspects. 122 Collectively, these studies 
outline a critical role for multifaith spaces in tertiary 
campus. 

119 Stewart, Kocet and Lobdell, “Transforming Colleges and 
Universities for Spiritual Engagement,” 11.

120 Stock, “Spirituality and the Secular University,” 2.
121 Stock, “Spirituality and the Secular University,” 2.
122 Stock, “Spirituality and the Secular University,” 2.
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The results of this study indicate that as a space utilised 
by diverse types of people the architectural language of 
shared spirituality has yet to be enhanced. Moreover, this 
study strengthens the idea that multifaith spaces have a 
significant role within the tertiary setting.

Fig. 51: Te Whare Tapa Whā model.
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Fig. 52: The translation of Karl 
Blossfeldt’s Achillea Umbellata plant 
motif on Ricola Storage Building’s 
façade.
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We perceive the world through our senses, and we use art 
to express that.123 Historically, there has been a dominance 
of the eye when it comes to perceiving and experiencing 
art.124 Nonetheless, the literature explored in this 
review, argues for the equality of all human senses when 
experiencing art. The current role of art in architecture 
is often a “static and compromised” relationship.125 
This raises the question of how visual art can act as a 
catalyst to inform and enrich architecture. To explore the 
overarching question of how architecture can be enriched, 
information will be funnelled through the ideas of art as a 
way of expression, the human senses and its influences on 
our experience of visual art, and the current role of art in 
architecture.

123 Jeroen Goudeau, Mariette Verhoeven, and Wouter Weijers, 
Imagined and Real Jerusalem in Art and Architecture (Leiden: 
BRILL, 2014), 22, ProQuest Ebook Central.

124 Juhani Pallasmaa, The Eyes of the Skin: Architecture and the Senses 
(Somerset: John Wiley & Sons, Incorporated, 2012), 18, ProQuest 
Ebook Central.

125 Bjone, Art and Architecture, 7.

Fig. 53: A static and compromised 
relationship between art and 
architecture.
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The literature found in this section position themselves 
in the argument that the body is our main tool in 
experiencing and expressing art and architecture. This 
leads to more exploration of how the human body 
experiences art.

As stated previously, art is a way of expression. This 
argument is elaborated by Juhani Pallasmaa’s Eyes of 
the Skin: Architecture and the Senses, which claims that 
in creative work, an identification and projection takes 
place. Similarly, in the essay “Eye and Mind,” philosopher 
Maurice Merleau-Ponty, points out that by lending 
their body to the world, the artist changes the world 
into paintings.126  In both cases, art becomes a medium 
that embodies the thoughts and feelings of the maker. 
Thus, through art, humans can express their feelings 
and emotions, and what they perceive to be beautiful.127 
For example, in Imagined and Real Jerusalem in Art 
and Architecture, edited by Goudeau, Verhoeven and 
Weijers, the idea of visual art as a way to express one’s 
views is presented. This is done through an examination 
of Mona Hatoum’s Present Tense. As a Palestinian, 
Hatoum presents her political views towards today’s 
Jerusalem. Here, art is used as a way of expression. In 
addition, The Eyes of the Skin defines architecture as a 
form of communication, progressing from the body of 
the architect to the body of one who experiences it.128 
When an architect designs a building, they unconsciously 
put themselves in it and communicate their sense of 
scale and movement. This is then felt by the person who 
experiences their architecture.129 In all cases, art is an 
extension of the artist’s mind.

126 Maurice Merleau-Ponty, “Eye and Mind,” in The Primacy of 
Perception, ed. James M. Edie, trans. Carleton Dallery (Evanston: 
Northwestern University Press, 1964), 159-182.

127 Pallasmaa, The Eyes of the Skin, 15.
128 Pallasmaa, The Eyes of the Skin, 71.
129 Pallasmaa, The Eyes of the Skin, 71.

Art as a Way of Expression

Fig. 54: Art as experienced by the 
audience’s body.
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If art is a way of expression, our senses are what help us 
experience it. This argument is supported by Goudeau’s 
idea - expressed by Hatoum’s artwork - that the body 
is the main axis when experiencing art.130 Goudeau 
presents a sensory approach to art — specifically, how 
smell triggers recollection.131 For example, Hatoum’s 
Present Tense artwork utilises soap.132 While soap can be 
an emotional reminder of Palestinian cultural history, 
it can simply signify cleanliness for others. While this 
has supported the argument that human senses help 
experience art, it has also implied that art takes on 
different meanings for different people. Furthermore, 
Juhani Pallasmaa argues that “touch is the sensory 
mode which integrates our experiences of the world and 
ourselves.”133 It grounds us as human beings, causing us 
to reflect and remind us of our reality and strength in this 
world. This suggests that for architecture to be enriched,  
it has to address all the senses simultaneously and help 
find our image of self with the experience of the world. 

130  Goudeau, Verhoeven, and Weijers, Imagined and Real Jerusalem, 22.
131  Goudeau, Verhoeven, and Weijers, Imagined and Real Jerusalem, 21.
132  Goudeau, Verhoeven, and Weijers, Imagined and Real Jerusalem, 21.
133  Pallasmaa, The Eyes of the Skin, 10-12.

The Human Senses and their Influence

Fig. 55: Mona Hatoum’s Present 
Tense.

Fig. 56: Close up of soap material 
used in Mona Hatoum’s Present 
Tense.
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In Art and Architecture: Strategies in Collaboration, 
Christian Bjone states that the “static and compromised 
relationship” between the traditional image of modern 
art in modern architecture is often portrayed.134 Bjone 
describes that the interaction between art and architecture 
starts with the “postcard figure of the autonomous and 
unintelligible abstract plaza sculpture at the entry of a 
gridded structure, [and] continues to the vast and trivial 
office lobby mural, [and] finally ends in the polite and 
tasteful decoration of the corporate board room.”135 Bjone 
argues that this reflects the “confused and anxious alliance 
between the austere modern building and its acceptable 
embellishment in high art.”136 More often than not, the 
interaction of art and architecture reflects a clear visual 
tension between objects and interest rather than a tasteful 
compromise or even a desire for physical beauty.137 

As a means of classification, Christian Bjone’s Art and 
Architecture: Strategies in Collaboration argues that 
there are three types of interaction between works of 
art and architecture. These three types are categorised 
as Collaboration, Architect’s Choice, and Curator’s 
Installation. 138 This section will compare these different 
approaches of interaction with art within buildings 
such as Ricola Storage Building, Rothko Chapel, and 
Ronchamp Chapel. In Collaboration, the artist and 
architect had direct involvement in placing the work. This 
also illustrates the phenomenon of artists favoured by the 

134  Bjone, Art and Architecture, 7.
135  Bjone, Art and Architecture, 7.
136  Bjone, Art and Architecture, 7.
137  Bjone, Art and Architecture, 8.
138  Bjone, Art and Architecture, 177.

architect regardless of site or programme.  Another way of 
identifying the relationship between art and architecture 
is Architect’s Choice. Here, the architect selected and 
placed the artwork without consulting with the artist. 
An Architect’s Choice interaction can also happen when 
the architect also opted to create his own artwork for his 
building. In Curator Installation, often used in a museum 
setting, the curator has placed artwork engaging the 
specific building context.139

139  Bjone, Art and Architecture, 177.
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Fig. 57: Art in conflict with 
architecture.
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Herzog and de Meuron’s Storage Building can be 
interpreted as a Collaboration interaction between art 
and architecture. According to Ursprung, photographs of 
Karl Blossfeldt have reoccurred in Herzog & de Meuron 
works. This is seen in works like Frei Photographic Studio, 
but the best-known example is Ricola Storage building.140 
This is an aspect of Collaboration where artists often 
collaborate with architects again.141 In this example, a 
piece of visual art acts as a catalyst for the development 
of an architectural concept. This architectural concept 
is then translated to the design of their building. In 
recognizing that Ricola produces herbal candies, Herzog 
& de Meuron explore Karl Blossfeldt’s Achillea Umbellata 
plant motif. Because Herzog & de Meuron are interested 
in “spiritual principle rather than simply the outward 
appearance of nature”, they observe and explore the form 
of Blossfeldt’s art and use repetition as a technique in their 
building design.142 Blossfeldt’s photos are abstractions and 
tectonic models of nature, and Jacques Herzog describes 
Blossfeldt’s art as embodying “the hidden geometry of 
nature.”143 Herzog & de Meuron explore the duality of 
the tangible and intangible. In their architecture, they 
explore what embodies weight and what constitutes 
brightness, proposing questions such as, “What is a wall, 
what is light?”. These questions stimulate their perception 
of the physical world on both a conceptual and spiritual 
level. Instead of creating an exact replica of the visual art, 
Herzog & de Meuron observe the form and aura of the 

140  Ursprung, ed., Herzog & de Meuron, 301.
141  Bjone, Art and Architecture, 177.
142  Ursprung, ed., Herzog & de Meuron, 305.
143  Ursprung, ed., Herzog & de Meuron, 305.

art, just as Blossfeldt does in his process of art making.144 
In this way, Herzog & de Meuron translate visual art into 
a different form. This translation can be further seen in 
the Ricola Storage Building, where water runs down the 
solid concrete walls and drips over gravel to create the 
illusion of plant life and behaviour. Such translation is 
also evident in Herzog & de Meuron’s use of the repetitive 
plant motif throughout the long façade of the building.

Christian Bjone describes this relationship as a 
“Detournement”. Roughly translated as “turnaround,” 
this term was adopted by the French Situationists in the 
1970s. It was used to describe an artist’s reuse of well-
known images in a new and rebellious way. Originally, 
the term was used for the political vandalism of billboard 
advertisements. However, it can also be part of the 
operational strategy of art engaging architecture. It 
is a tool for the artist using the existing architectural 
vocabulary or media syntax of the setting for their work 
to engage in a critical manner.”145 However, in this case, 
it has been reversed, such that, architecture is using the 
language of art.

144  Ursprung, ed., Herzog & de Meuron, 304.
145  Bjone, Art and Architecture, 171.

Fig. 58: Photograph of Achillea 
Umbellata (Yarrow), 1928 (Analysis 
by author, adapted from Arts 
Mia, “Achillea Umbellata, 1928, 
photograph Karl Blossfeldt.”)

Fig. 59: Repetition of Achillea 
Umbellata motif analysis 
(Analysis by author, adapted from 
Afasiaarchzine, “Ricola-Europe SA, 
Production and Storage Building.”)

Fig. 60: Pattern superimposed onto 
façade (Analysis by author, adapted 
from Afasiaarchzine, “Ricola-
Europe SA, Production and Storage 
Building.”)

Fig. 61: Herzog and De Meuron’s 
Ricola Factory in Mulhouse-
Brunstatt, France, 1993 (Analysis 
by author, adapted from 
Afasiaarchzine, “Ricola-Europe SA, 
Production and Storage Building.”)
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On the other hand, Le Corbusier’s Ronchamp Chapel can 
be identified as Architect’s Choice. Here, the architect 
is the complete artist. As an experiment, the design and 
construction of the chapel was seen as a success for 
the artists. However, it was seen as a failure for some 
at the Vatican.146 As described by H. Allen Brooks in 
Le Corbusier’s Formative Years, “Jeanneret lacked the 
concerns basic to an architect. Mass, volume, space, 
materials, construction, as well as plans of buildings and 
urban spaces passed largely unnoticed. By contrast, such 
painterly considerations as colour light, patterns, and 
surface decoration, dominated his attention…Jeanneret’s 
thoughts were less on three-dimensional architecture 
than on two-dimensional surface, and how best it might 
be decorated.”147 This same approach in art can be seen in 
the Ronchamp Chapel. Located on a hilltop, Ronchamp 
Chapel is removed from vehicular and urban life noise. 
Inside, visitors are embraced by silence welcoming 
reflection. The textured concrete walls appeal to the sense 
of touch. Void of extravagant detail, sight is awakened 
through the different coloured lights that slip through the 
building’s southern windows. Light enters the building 
through openings scattered across the southern wall. 
These are glazed with coloured and clear glass. In plain 
sight, the large roof appears dense and heavy. However, 
the perimeter of the walls is separated from the roof 
by a thin horizontal gap. This allows natural daylight 
in the chapel and creates the impression that the roof 

146 Bjone, Art and Architecture, 62.
147 H. Allen Brooks, Le Corbusier’s Formative Years: Charles-Edouard 

Jeanneret at La Chaux-de-Fonds (Chicago: University of Chicago 
Press, 1997), 96.

Fig. 62: Ronchamp Chapel evoking 
expressive and emotional qualities 
using light.

Fig. 63: Darkness punctured by light 
inside Ronchamp Chapel.
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is floating. The impression of weight is also embodied 
by the thick but hollow walls of the southern side of 
the building. In this example, the relationship between 
art and architecture can be seen as an interchange of 
abstract principles between art forms and utilising visual 
art – more specifically, painting – as a testing ground for 
experiments in the architectural form. 148 

In this book, Bjone assesses Ronchamp Chapel according 
to Le Corbusier’s painting titled Icône, 1950. The head 
of the figure in Icône, 1950 can be compared to the main 
curved light apse volume in the church. Furthermore, the 
church’s large curved west wall from the combined head/
apse, to the paired half cylinders opposite, is matched 
by the asymmetric blue curved block at the left of the 
painting. This asymmetric curved block represents the 
back of a chair for the seated figure.149 Here, it can be 
argued that Le Corbusier had transferred his paintings 
to plans. In a way, Ronchamp can be seen as architecture 
appropriating form from art.

Though successful in the design of Ronchamp, Bjone 
points out that this achievement would not easily be 
duplicated in a meaningful way. Rather, it is an anomaly 
to the current relationship between art and architecture as 
often, the artist and architect are not the same person.150 

148  Bjone, Art and Architecture, 69.
149  Bjone, Art and Architecture, 71.
150  Bjone, Art and Architecture, 63.

Fig. 64: Icône 3, 1956 overlayed 
with Ronchamp Chapel Plan 
(Analysis by author, adapted from 
Le Corbusier’s painting Icône 3, 
1956 and from Inexhibit, Plan of the 
Ronchamp Chapel).
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The final approach is Curator Installation. This approach 
is often identified within a museum setting, where the 
curator or owner has placed an artwork engaging the 
specific building context.151 However, it can be argued 
that this can also be identified within the Rothko Chapel. 
This chapel was designed by Philip Johnson, Howard 
Barnstone, Eugene Aubry, with Mark Rothko as the artist.

In a way, however, it can also be associated with 
collaboration. In this building, art has not been translated 
into something else. It is merely used as itself. Here, 
Rothko creates a religious environment with fourteen 
large canvasses, distributed around the walls of an almost 
octagonal structure.152 While in this example, there is a 
relationship between art and architecture, it seems that art 
is more dominant. The quality of the space stems directly 
from the 14 paintings by Mark Rothko, located on the 
walls of the chapel. 

Moreover, in this example, there was a hope for a 
collaboration between artist and architect. However, it 
ended up being what Bjone described as “Art as framed 
by architecture” or “art in contrast to Architecture”, which 
is more of a Curator’s choice. In the Rothko Chapel, 
it can be argued that the building accepts its role as a 
neutral backdrop to the art. Originally, Rothko insisted 
the paintings be situated in a similar environment as they 
were originally painted in - same lighting, walls, and floor. 
Johnson had planned to cap the chapel with a trimmed 

151 Bjone, Art and Architecture, 177.
152 Allison C. Meier, “How the Rothko Chapel Creates Spiritual 

Space,” JSTOR Daily, last modified March 20, 2020, https://daily.
jstor.org/how-the-rothko-chapel-creates-spiritual-space/.

pyramid. However, Rothko insisted that the paintings 
be lit in a similar way as it was in his studio and be seen 
in the same light in which they had been painted. This 
interaction gave rise to the skylight.

By exploring the idea of art as an expression, the influence 
of the human senses in our experience with art, and 
the current role of art in architecture, this research 
realised that the translation of visual art is important in 
enriching architecture. However, to avoid a compromised 
relationship between art and architecture, art cannot be 
simply housed in the space. In that way, architecture is 
merely acting as a frame for the art. Instead, visual art 
and architecture must engage in a critical manner. This 
can be achieved by having visual art act as a catalyst for 
the development of an architectural concept – blurring 
the division between where the art starts and where the 
architecture ends.

Ar
t a

nd
 A

rc
hi

te
ct

ur
e:

 A
 S

en
so

ry
 R

el
at

io
ns

hi
p



69

Fig. 65: Rothko Chapel interior 
showing contemplative paintings.
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n Before the design process had even begun, this project 

had already revealed multiple challenges. Given that the 
project is intended for people of various religions or none 
at all, this presented the challenge of having to cater to 
their varying spatial needs. Additionally, to follow solely 
the different spatial requirements of each religion defeats 
the purpose of an adaptable space. On the contrary, 
designing a place that was unbiased towards any religion 
would have deemed the project to be underutilised. As 
evident in the document section “Multi-faith Centres: A 
Multiple Challenge,” a completely unbiased white room 
subtracts the sacredness from the space. Furthermore, 
there was also the issue of visual art potentially being 
inappropriate or irrelevant to certain religions. 

In response to this, the design process has demonstrated 
that the synthesisation of three strategies is essential in 
creating a design solution that enriches the design of 
multifaith spaces. These strategies involve understanding 
the site’s characteristics and limitations, incorporating the 
most important spatial principles of different religious 
buildings, and the translation of visual art.

Fig. 66: Conceptual axonometric 
sketch of House for All (Image by 
author).
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Through an understanding of multifaith centres and the 
spatial requirements of the Christian, Islam, Buddhist, 
and Hindu religions, the programme of “House for All” 
came about. Rather than focusing on the rooms of a 
multifaith centre (the functions of which are dependent 
on the user of the space and thus, may change), the 
building programme was initially considered as actions.

These actions involved:

 - Gathering,

 - Meditating,

 - Praying,

 - Eating,

 - Cleansing,

 - Studying,

 - Learning,

 - and Walking. 

Given the nature of a multifaith centre, some spaces must 
remain flexible. However, due to the requirements of 
certain religions, some spaces have been designated. The 
programme allows for facilities with more private and 
dedicated spaces for prayer, and a more public and flexible 
space for interaction between other religions and people 
of differing backgrounds.

These facilities comprise of an:

 - Outdoor Garden

 - Administrator’s office

 - Communal and flexible space

 - Kitchen

 - Toilets

 - Changing rooms

 - Ablution

 - Christian prayer Room

 - Muslim prayer room

 - Buddhist prayer room

 - Hindu prayer room.

Programme: In the Eye of the Beholder
D
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Gather

Meditate Pray

Study

Read

Learn

Cleanse

Walk

Eat

Fig. 67: Actions considered in 
the programme of House for All. 
(Image by author).
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Having already established the significance of Te Whare 
Wānanga o Wairaka for this (see “The Layers of the Site” 
and “Multi-faith Centres: a multiple challenge”), the next 
step was to find a suitable location for the multifaith 
centre within the campus. Due to the Wairaka Land Sales, 
the possibilities were limited to land retained by Unitec 
and not dedicated to the housing development. Yet, while 
the Wairaka Land Sale limited potential project sites, 
it also presented an opportunity to welcome the wider 
community to use the centre. Afterall, it is a house for all.

In order to discover the project location, a site analysis 
was undertaken. This involved a mapping of tohu 
(significant landmarks), figure ground drawing, analysis 
of building zones within the campus, site contours, 
impervious areas, and vegetation areas. During this, 
questions arose such as: how can the architecture in this 
context protect and enhance its natural environment and 
how can this setting allow the architecture to create a 
dialogue and relationship between the different zones of 
the institution and wider community. To assist this, a set 
of site requirements honouring Te Aranga principles were 
created.

In response to the 2005 New Zealand Urban Design 
Protocol, Te Aranga Māori Design Principles were 
developed by Māori design professionals. The 
development of earlier Māori design principles was 
informed by seven core Māori values that are process-
oriented: Rangatiratanga, Kaitiakitanga, Manaakitanga, 
Wairuatanga, Kotahitanga, Whanaungatanga, and 
Mātauranga.153 With the support of mana whenua, 
design professionals and Ngā Aho, these principles have 
been adopted by Auckland Council into outcome-based 
principles and are being promoted across all projects 
built by the council.154 Known as the Te Aranga Design 
Principles (TADP), these principles have been made 
accessible to give designers an idea of some core Māori 
values and how they might be able to reflect them in 
their practices. It has also enhanced mana whenua 
participation in design projects. These principles are 
mana, whakapapa, taiao, mauri tu, mahi toi, tohu, ahi 
kā.155 Considering this, the site requirements were based 
on a combination of TADP and the spatial requirements 
of a multifaith centre:

153 “Te Aranga Principles,” Auckland Design Manual, Auckland 
Council, accessed May 2021, http://www.aucklanddesignmanual.
co.nz/design-subjects/maori-design/te_aranga_principles/
guidance/about.

154 “In practice: Te Aranga Design Principles,” Architecture Now, 
LandscapeAustralia Editorial Desk, last modified October 5, 
2018, https://architecturenow.co.nz/articles/in-practice-te-aranga-
design-principles/.

155 Auckland Council, “Te Aranga Principles.”

Choosing a site
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Ahi Kā: In proximity to Te Noho Kotahitanga marae to 
ensure that hapū have a presence in the area and to create 
a dialogue between cultural zones.

Tohu: Consider cultural landmarks around the site and 
respond to these during the design process.

Taiao:  Sustain and enrich the natural environment by 
utilising existing site features.

A peaceful yet accessible area: Located where noise is 
minimised but also close enough to be within reach by 
students and the wider community. 

Fig. 68: Te Aranga Principles 
ensuring māori identity is present 
within Auckland.
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The analysis began with the mapping of tohu to identify 
the significant cultural landmarks around the wider 
site. This exploration is a reminder that the project is 
not in isolation. The project affects a wider sphere of 
influence that extends from the Unitec community, wider 
Auckland, and even the whole of Aotearoa.
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A figure ground drawing was undertaken. This showed 
that buildings within the campus are clustered and lack 
building-shape cohesion. The analysis also showed that 
at the centre of the campus, is a large field that acts as a 
courtyard within the institution. 

In addition, an analysis of the building functions was 
made. From this, it was evident that the learning zone is 
grouped around the bottom of the site while the cultural 
zones are scattered around learning zones. Nevertheless, 
Te Noho Kotahitanga marae has a strong presence at 
the centre of the campus. This analysis also found that 
there are a few non-Unitec owned properties within the 
campus. Further to the east are the health and recreation-
based buildings.

Fig. 69: Mapping of Tohu (Analysis 
by author).

Fig. 70: Figure ground analysis 
(Analysis by author). 

Fig. 71: Building function analysis 
(Analysis by author). 

Learning-based Buildings

Cultural-based Buildings

Non-Unitec Owned 
Properties

Health and Recreation-
based Buildings

Residential Buildings
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Site Contours were analysed to see where the ground 
elevations or depressions were.

An analysis of the impervious areas was also made, which 
presented the wide use of carparks and roads in the 
campus. This analysis also showed the poor pedestrian 
accessibility of the site. 

Fig. 72: Site contour analysis 
(Analysis by author). 

Fig. 73: Impervious area analysis 
(Analysis by author). 
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Furthermore, greenery within the site was also analysed 
to identify areas occupied by trees. Trees and plant life 
can be a great tool in establishing a boundary that may 
create the space in which the project’s multifaith centre 
is located. This analysis also identified the tree memorial 
garden at the northern side of the site.

Fig. 74: Greenery analysis (Analysis 
by author). 
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and was narrowed down to four, each with their own 
advantages and disadvantages:

The first location of interest was situated in proximity to 
Unitec’s Gate Four entry. If located here, the multifaith 
centre would be the first Unitec owned building 
encountered by visitors when entering through Gate Four:

Advantages: A visible and accessible site. With access 
from Gate Four, students and the wider community 
may be able to utilise the space. Furthermore, the site is 
close to an existing natural body of water. Its closeness to 
Unitec’s Fale and MAIA centre also allows a connection 
between the cultural-based buildings. 

Disadvantages: A peaceful atmosphere will not be 
achieved. This is due to the location’s proximity to 
learning spaces and vehicular access. Often, this site is 
utilised as a practical learning area by students who study 
land surveying.

Fig. 75: Eight locations of interest 
(Analysis by author). 

Fig. 76: Location of interest one 
(Analysis by author).
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The second location of interest was a paid parking utilised 
by students and staff:

Advantages: A location that can form links between 
separated buildings and the central hub. This location 
currently interferes with the pedestrian access from 
Building 48 to the central hub. Creating a multifaith 
centre here can form the missing link between these two 
areas. Furthermore, this space is in close proximity to Te 
Noho Kotahitanga Marae, which will create a connection 
between the cultural-based zones.

Disadvantages: The site has no direct connections to 
natural streams. Being directly behind the marae makes 
the space seem like a service area for the marae and hub.

The third location was within the central field of Unitec:

Advantages: An existing sacred site away from the main 
learning zones, a peaceful atmosphere may be achieved. 
The location also has an existing connection to a stream 
and the sacred flax garden. The site provides easy access 
from Gate Three while retaining a quiet atmosphere, 
embraced by trees. With premium view of the marae, 
a relationship with the current cultural zone can be 
established. 

Disadvantages: Inappropriate. Consultation with Rau 
Hoskins revealed that locating the building directly in 
front of a marae is insensitive to the sacredness of the 
space.156

156 Director of Design Tribe and specialises in Kaupapa Māori design. 
Rau Hoskins, email to author, April 13, 2021.

Fig. 77: Location of interest two 
(Analysis by author).

Fig. 78: Location of interest three 
(Analysis by author).
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and next to the architecture building of Unitec:

Advantages: An accessible yet quiet site with existing 
natural features. Located between Building 48 and the 
marae will create a relationship between the two areas. 
Furthermore, proximity to Gate Three provides ease 
of access from the wider community. The site is away 
from the main learning zone for students to establish 
boundaries between the learning and peaceful spaces. In 
addition, the site is next to a memorial garden, utilising 
an existing sacred area. A shaded space is also achieved as 
the site is embraced by trees.

Disadvantages: As part of the Wairaka Land Sale, this site 
may not be available.

The most suitable place for the design project’s multifaith 
centre is on the northern side of Te Whare Wānanga 
o Wairaka by the memorial garden. The site is still in 
proximity to the marae and main hub, but far enough to 
be a quiet space for meditation and prayer. In the future, 
when residential developments continue to flourish, the 
public may also be able to access the building as it is a 
place for all.

Fig. 79: Location of interest four 
(Analysis by author).
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Fig. 80: View of existing site from 
Gate Three (Image by author).

Fig. 81: View of existing suffrage 
garden (Image by author).

Fig. 82: View of Gate Three from 
the site (Image by author).

Fig. 83: View of existing memorial 
garden (Image by author).
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As mentioned in the previous section “Four sacred 
buildings from four religions: In Principle”, congregational 
religions, such as Christianity and Islam, place emphasis 
on the circumference of a space, whilst processional 
religions such as Hinduism and Buddhism put emphasis 
on the centre.157 With this idea, this project explores how 
the centre of “House for All” can be interpreted.

A set of plan explorations were made to create spaces 
that will achieve the activities and programme previously 
listed (see section “Programme”), to apply the idea of 
the central marketplace, and to explore ways in which a 
processional ambulatory can be incorporated.

As a starting point, the centre of the project was 
appointed as the space for gathering. Surrounding that 
were the various prayer, study, and cleansing rooms. Then 
the pathway was added around the perimeter of the plan. 
While this created a connection between the ambulatory 
and the outside, the pathway from one space to another 
proved to be too long. This was due to the pathway’s 
need to circulate the whole building, before arriving at a 
destination. The next exploration involved weaving the 
pathway in and around the separate spaces. This created 
overlaps between the various activities and the central 
space. However, similar to the first exploration, the path 
from one room to another was too long. Alternatively, 
the ambulatory was split and pathways from the centre 
directly connected to the various prayer rooms. This, 
however, gave the impression that the various prayer 
rooms were completely attached from each other. The 

157  Cooler, “The Sacred Geometry of Perfect Forms in East and West,” 1.
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Fig. 84: Interpretation of the centre, 
concept sketch 1 (Image by author).

Fig. 85: Interpretation of the centre, 
concept sketch 2 (Image by author).
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ambulatory was then placed between the centre and the 
various prayer rooms. This created a better connection 
between the marketplace and the designated prayer 
rooms. To avoid completely separating the rooms from 
the centre, the idea of an adjustable division came about, 
which is further explored in the following sections.

Fig. 86: Interpretation of the centre, 
concept sketch 3 (Image by author).

Fig. 87: Interpretation of the centre, 
concept sketch 4 (Image by author).



86

After making these explorations, Louis Kahn’s First 
Unitarian Church proved to be a helpful comparative 
study since it shared similar ideas to the project’s concept 
of a centre. Kahn, too, utilises the centre to promote 
unity within the community.158 According to Louis I. 
Kahn: Complete Works, 1935–74, the idea of utilising 
the centre was Louis Kahn’s response to the aspirations 
of a Unitarian Church. Kahn acknowledged that the 
sanctuary and the school were inseparable; the sanctuary 
was where questions were asked, while the school raised 
these questions. By designing the ambulatory, it served as 
a buffer between the two spaces – a space one can utilise 
when events occurring at the central space were not what 
its user wanted to participate in.159 

This design project takes a similar approach to Louis 
Kahn’s First Unitarian Church and House of One’s (see 
in section “Multi-faith Centres: a multiple challenge”) 
impression of the centre. The central space can be 
considered as the “marketplace” of the project. While the 
centre divides the various spaces of the multifaith centre, 
it is also the place where the users meet, interact, and 
gather. Furthermore, an interpretation of an ambulatory 
has been included into the design. However, this pathway 
needs to reflect that the centre is where interactions 
between the various religions occur. Therefore, the 
ambulatory must not completely obstruct the specific 
prayer rooms from the centre.

158  Andrew Kroll, “AD Classics: First Unitarian Church of Rochester 
/ Louis Kahn,” ArchDaily, last modified November 9, 2010, 
https://www.archdaily.com/84267/ad-classics-first-unitarian-
church-of-rochester-louis-kahn.

159  Louis I. Kahn, quoted in Heinz Ronner, Sharad Jhaveri, and 
Alessandro Vasella, eds., Louis I. Kahn: Complete Works, 1935–74 
(Colorado: Westview Press, 1977), 169.
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Fig. 88: Louis Kahn’s concept sketch 
of the idea of a centre for the First 
Unitarian Church.
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Fig. 89: First Unitarian Church plan 
view.
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Translation of Art Process
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n Presented with the problem that there are no architectural 
guidelines for designing multifaith spaces (elaborated in 
section “Multi-faith Centres: A Multiple Challenge”), this 
research project suggests that using visual art as a catalyst 
may provide a solution.

As a starting point, Karl Blossfeldt’s Achillea umbellata 
plant motif (the same motif used by Herzog & de 
Meuron on the Ricola Storage Building) was utilised. This 
involved the processes of abstraction and reduction in 
visual art. With white cardboard as a medium, cuts and 
folds were made to represent the leaf blades of the plant 
motif. In further exploration, photographs of the model 
against light created an unplanned three-dimensional 
product with a shadow. This exploration revealed a 
juxtaposition between the opacity of the paper medium 
and weightlessness of light and space.

Fig. 90: Photograph of Achillea 
umbellata (Yarrow), 1928 (Adapted 
from Arts Mia, “Achillea umbellata, 
1928, photograph Karl Blossfeldt.”)
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Fig. 91: Photograph of an organic 
abstraction of the plant motif 
(Image by author).

Fig. 92: Photograph of the 
abstraction and reduction of the 
plant motif (Image by author).
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Fig. 93: Nine square grid 
exploration (Image by author).
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In an attempt to find the middle ground between an 
organic shape and the angular and ordered shape of the 
abstracted motif, a nine square grid was exercised with 
two-dimensional explorations. However, this exploration 
did not prove to be valuable, and the abstract angular 
model remained.

Fig. 94: Initial abstract model 
(Image by author).
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Using the same abstracted model, repetition and 
variations were then made to a three-dimensional form. 
The initial motif was transformed to a three-dimensional 
form by translating the motif in plan, section, and 
elevation view. All the models were then placed against 
strong light to explore spatial depth and the effects of light 
and shadow – a representation of the contrast between the 
tangible model against the intangible shadow and light. 
Though this was initially seen as an analysis of the Herzog 
& de Meuron precedent, it became a design exploration 
where spatial width and façade language were discovered.

Plan view. A 3D translation of the motif was made using 
plan view. Some of the 2D model’s folds were arbitrarily 
extruded on one level while the other folds were not. This 
presented evidence of spatial depth as some areas between 
the “walls” of the form were enclosed in a double height 
space while others were at a lower height.

Section view. The initial abstracted model was positioned 
vertically, and the folds were extended from there. This 
created two levels. The first level was translated from the 
right-hand side folds of the motif while the second level 
was a translation of the left-hand side. This also presented 
spatial depth and the effects of overlapping of spaces.

Fig. 95: Plan view 3D exploration 
(Image by author).

Fig. 96: Section view 3D exploration 
(Image by author).
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Elevation. The motif was then translated on two sides of 
the exterior wall. The translation on the two sides was 
done asymmetrically. This created overlaps when put 
against light. Some areas would be blocked in view while 
other areas were see-through. This exploration presented 
a way of treating the façade that created interesting 
apertures.

Elevation. Another translation in elevation were explored 
with a “wall” added to the interior of the model. Then, 
it was offset slightly by one fold. This created overlaps, 
tension between areas and a possible way of layering these 
“walls.”

Fig. 97: Elevation view 3D 
exploration (Image by author).

Fig. 98: Second elevation view 3D 
exploration (Image by author).
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and rotating it clockwise by 90 degrees, the exploration 
was transformed into a floor plan. The bottom folds and 
openings acted as a base for the ground floor while the 
top folds influenced the first floor. This model allowed 
for a gathering and communal space in the middle with 
various rooms connecting to it.

Fig. 99: Translation of visual art into 
architecture plan (Image by author).
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Ground Floor Plan Base First Floor Plan Base
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In The Four Elements of Architecture, German architect 
and theorist Gottfried Semper looks through the lens 
of anthropology to explain the origins of architecture. 
He uses the Caribbean hut as a model to explain the 
development of a dwelling. Semper explains how hearth, 
roof, enclosure, and mound form the four elements 
of a dwelling.160 Utilising the Caribbean hut, Semper 
establishes his idea that spatial enclosure and structure 
are two separate elements. Rather than emphasising the 
idea of the wall as a structural element, he identifies the 
wall as a partition or screen. For example, wickerwork 
was seen as the essence of the wall and provided the 
visible boundaries of space. The structural elements 
behind them – often solid walls – were necessary for 
supporting load and securing the roof and wickerwork.161 
In Natural History, art historian Phillip Ursprung, 
interprets Semper’s theory by comparing the idea with 
the human body. Ursprung explains that just as a naked 
body requires clothing “for protection or out of shame,” 
spaces were “covered or enclosed to protect them 
from unauthorised view.”162 Therefore, by establishing 
different functions for each layer of the wall, Semper 
reveals his idea that spatial enclosure and structure 
are two separate elements. Further examining Herzog 
& de Meuron’s Ricola Storage Building against this 
theory, Karl Blossfeldt’s Achillea Umbellata plant motif 
has not been used purely because it represents a form 
from nature. Rather, the plant motif erases the illogical 

160 Gottfried Semper, The Four Elements of Architecture and Other Writings, 
transl. Wolfgang Herrmann and Harry Francis Mallgrave (Cambridge: 
Cambridge University Press, 1989), pp. 102–106.

161 Semper, The Four Elements of Architecture and Other Writings, 102-106.
162 Ursprung, ed., Herzog & de Meuron, 391.
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Fig. 100: Semper’s primitive hut.
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divisions between nature and art, between the wall as 
weightbearing, opaque structure and the wall as semi-
transparent screen.163

This theory can also be seen on Ludwig Mies van der 
Rohe’s Neue Nationalgalerie in Berlin. In this example, the 
idea of a wall is represented through three different layers: 
glass, columns, and curtain. The glass, while allowing an 
excess amount of light, is used for weathertightness. The 
curtain is then used to mitigate light entering through 
the building. Finally, structure provided by the columns 
is completely removed from all this – serving its only 
purpose by supporting weight of the roof. Thus, Neue 
Nationalgalerie interprets Semper’s idea of the different 
wall layers serving their own purpose.

With this knowledge, various layers were interpreted 
into the project design. These layers not only needed to 
work theoretically, functionally, and aesthetically; they 
also provided an opportunity to honour the site and a 
medium to translate the visual art explorations. Inevitably, 
materiality also needed to be considered. Thus, the 
following plan diagrams explore the concept of layers 
with the previously mentioned factors in mind.

163  Ursprung, ed., Herzog & de Meuron, 397.

Fig. 101: Neue Nationalgalerie 
showing different “wall” layers.

Fig. 102: Analysis model of wall 
layers (Image by author).
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The first layer represents the base plan resulting from 
the interpretation of the centre. The plan organises the 
specific prayer rooms and the supporting spaces around 
an ambulatory. This ambulatory then connects these 
spaces to the central “marketplace” of the multifaith 
centre.

On top of this, timber columns, providing structural 
support for the roof are added, as an imitation of the 
existing surrounding memorial trees.

A layer of the thresholds was also added to represent the 
links between the spaces surrounding the ambulatory and 
the centre. 

Fig. 103: Base plan layer (Image by 
author).

Fig. 104: Structure layer (Image by 
author).

Fig. 105: Threshold layer (Image by 
author).
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Utilising the findings from the “Translation of Art 
Process,” the cuts and folds were interpreted as timber 
screens. These cuts and folds are interpreted as openings 
and screening for the central “marketplace.” In some areas 
of the centre, they also provide spaces for storage. 

To physically separate the ambulatory and the central 
space, glass has been utilised as a material.  While 
providing weather tightness for the centre, the transparent 
material also allows those viewing the centre from the 
outside to see what is happening in the space.

In addition, a curtain material has been incorporated into 
the design. Being an adjustable material, the curtain can 
be altered according to the needs of the space, whether 
it is to provide privacy, separate spaces or mitigate the 
light entering through the building. Here, the wall is not 
a structural element, it is a way of separating spaces – 
blurring the division between the inside and outside.

Fig. 106: Interior timber screens and 
storage layer (Image by author).

Fig. 107: Timber screen material.

Fig. 108: Glass wall layer (Image by 
author).

Fig. 109: Glass material.

Fig. 110: Curtain layer (Image by 
author).

Fig. 111: Curtain material.
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In memory of the stone used to build the Carrington 
Psychiatric Hospital and the volcanic nature of the site 
(see section “The Layers of the Site”), basalt crust stone 
will be used both structurally and as a boundary maker. 

This is then contrasted with the lightness of timber 
cladding, which act as a means of separating the interior 
from its external environment. 

On the exterior side of the ambulatory, timber is further 
utilised as screens to mitigate the light entering the 
central space. These screens follow a similar pattern to 
the interior screens but are offset by one grid to create 
a variation of light filtering through the space. This 
rhythm and dynamic of light and shadow can appeal to 
the user’s sense of sight and guide their body’s movement 
through the space. Furthermore, while these timber 
screens embody the findings from the “Translation of Art 
Process,” they also combine both utility and the aesthetic 
ways of screening light into the building. Here, visual art 
and architecture share a common language.

Through the combination of the different types 
of materials, the haptic senses of the user may be 
activated. As mentioned in the previous section “Art 
and Architecture: A Sensory Relationship,” the various 
materials may trigger the memory of the user, inviting 
them to integrate their experiences onto the space.

Fig. 112: Stone wall layer (Image by 
author).

Fig. 113: Basalt crust stone material.

Fig. 114: Timber cladding layer 
(Image by author).

Fig. 115: Timber cladding material.

Fig. 116: Exterior timber screen 
layer (Images by author).

Fig. 117: Exterior screen material.
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The masterplan of House for All is an amalgamation 
of the aspects that have been examined through site 
analysis alongside a set of requirements. The multifaith 
centre’s location allows for direct links between the 
cultural zones (i.e., Te Noho Kotahitanga marae and the 
Māori and Pacific student support room located within 
Unitec School of Architecture). While House for All may 
cater to the various faith communities of the region, it 
ensures that iwi maintain a strong presence in the area. 
Furthermore, House for All’s vicinity to Gate Three of 
Unitec provides accessibility to the wider Mount Albert 
community and the future residents of the housing 
development underway. This provides an opportunity 
for the future residents of the housing development to 
utilise the space for cultural and community events and 
to interact with Unitec students and staff. House for 
All is also next to the existing memorial and suffrage 
garden.  Featuring a sacred body of water stemming from 
Te Auaunga Creek, the sound of this water feature may 
activate the hearing senses of the visitor. The existing 
flora and fauna may connect to the visitors’ sense of 
smell, while also inviting wildlife to bring about their 
own melodies. While the multifaith centre has links to 
the learning zones of Unitec, it is far enough to establish a 
place of serenity to heal the stress within the mind. 

Strategies at Play
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Fig. 118: Masterplan of the House 
for All with links to surrounding 
environment (Image by author).

Link from Building 48

Link to suffrage garden 
and existing water feature

Link from Gate Three

Link to and from Marae

Link to and from main 
Hub
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As mentioned previously in this document, the spatial 
requirements of a multifaith centre are always going to 
change. This is due to the ebb and flow of the population, 
which in turn cause Mount Albert’s religious affiliations 
to change. As this multifaith centre is associated with the 
Unitec campus, it does not have an abundance of space 
to provide for every specific religion. So, House for All 
has provided for four that mostly populate the area at the 
time of this research. It is important to understand that 
the individual prayer rooms are not trying to reinvent 
a church, temple, or mosque. Rather, the faith-specific 
prayer rooms interpret learnings from precedents to 
produce a spatial language that is appropriate for the 
designated faith community.

Christian prayer room – The rectangular plan supports 
the Christian congregational way of worship. To further 
give the impression of a vast space, the prayer room 
utilises height and light.  At the front, where the altar and 
cross are located, the stone wall is highlighted by daylight 
coming in through vertically enhanced openings. This 
makes the front wall appear like it is glowing. Glass forms 
the whole south wall to provide a visual connection to its 
surroundings. If necessary, this glass wall can be closed off 
by the adjustable curtain. Reminiscent of the Strasbourg 
Cathedral, the Christian prayer room faces the east, 
towards the body of water stemming from Te Auaunga 
Creek. 
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Fig. 119: Location of Christian 
prayer room (Image by author).
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Fig. 120: Axonometric drawing of 
light treatment in Christian prayer 
room (Image by author).
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Muslim – Facing towards the west, the Muslim prayer 
room establishes its direction to Mecca. The prayer room 
is supported by ablutions to its south where the users 
conduct the act of ritual purification before entering the 
prayer space. The space utilises the curtain, which can be 
drawn to allow for men and women to pray separately. 
Because the interior of the prayer room must be evenly lit, 
glass is utilised both on the northern and southern side of 
the room. The qibla wall is highlighted by a niche in the 
rectangular plan, which supports the congregational way 
of praying. 
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Fig. 121: Location of Muslim prayer 
room (Image by author).
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Fig. 122: Axonometric drawing of 
light treatment Muslim prayer room 
(Image by author).
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Buddhist – As it cannot face north nor west, the space 
faces east. As the closest space to the existing suffrage 
garden, the Buddhist prayer room can utilise the garden 
to support the processional way of worship. The space 
can also utilise the central circulation, which connects 
the various rooms. Built mostly of stone, the prayer room 
provides a focused space, free from human distractions. 
The room consists of only one window at the front 
indicating where religious artefacts are placed. Lowered 
in level from the central communal space, the Buddhist 
prayer room establishes its connection to the earth.
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Fig. 123: Location of Buddhist 
prayer room (Image by author).
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Fig. 124: Axonometric drawing of 
light treatment in Buddhist prayer 
room (Image by author).
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Hindu – The Hindu prayer room has been designed with 
a square plan to honour the significance of the form and 
to provide space for individual devotion. The space is 
mainly built of stone, which is often used in the design 
of Hindu temples. A ramp wrapping around the space is 
provided to cater for the disabled, as the space is raised, 
but to also provide space for circumambulation. The 
processional approach to the sanctum is reinforced by a 
strong axis from the entry of the multifaith centre to the 
Hindu prayer room to the temple. Aside from the 900mm 
wide windows on two sides of the space, the space is 
void from the distractions of its environment. The dark 
space also allows for artificial light to be used to highlight 
images or statues of deity inside the prayer room. 
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Fig. 125: Location of Hindu prayer 
room (Image by author).
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Fig. 126: Axonometric drawing of 
light treatment in Hindu prayer 
room (Image by author).
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Office – To assist with the day-to-day running of the 
multifaith centre, an office for chaplains and faith 
community leaders has been incorporated into the design. 
Located at the northern side of the centre, visitors are 
encouraged to interact and gain their own interpretation 
of the space before meeting with the administrative team. 

Kitchen – The kitchen facility is provided to support 
the action of eating. The space offers enough space if 
catering is required for events occurring in the central 
marketplace. 

Ambulatory – The ambulatory supports circulation 
around the House for All when the central marketplace 
is closed off. Light is mitigated in this space by timber 
screens, but it is open to the external environment.

Fig. 127: Location of office, kitchen, 
and ambulatory (Image by author).

Fig. 128: perspective sketch of light 
treatment in ambulatory (Image by 
author).

Kitchen / Toilets

Office

Ambulatory
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When the prayer rooms are not in use, religious artifacts 
and/or  compact furniture can be stored within pockets 
inside the central space. This encourages people to 
interact with the central space before and after using the 
individual prayer rooms.

These storage pockets will be made from timber screens 
so that they remain visible – the strongest form of 
security. These storage spaces span the 900mm width of 
the screens and are fixed to four sides of the central space. 
Along with the storage for artifacts, storage for curtains is 
also provided on two corners of the space.

Centre – The central space is considered as the 
“marketplace” of the project. The large space allows for 
the gathering of 120 people to be held. Being the most 
flexible space of the House for All, the centre can be 
closed off or open to the visitors by drawing or opening 
the curtains. The centre also can be split into two spaces 
using the adjustable curtain. Presentations, performances, 
and events can also occur as part of the space is raised, 
like a stage. In addition, if there is need to change clothes 
for performances, there is a changing room, in the same 
block as the ablutions, is allotted. The openness of the 
centre also allows the visitors to get across the building 
without having to circulate around the ambulatory. While 
the central marketplace divides the various spaces of 
the House for All, it is the place where the users meet, 
interact, and gather. 
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Fig. 129: Location of central 
marketplace (Image by author).

Fig 130: Section of centre showing 
light treatment and level change of 
stage (Image by author).
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Fig. 131: Axonometric drawing 
of different wall layers along the 
ambulatory (Image by author).
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Fig. 132: The House for All in its 
context (Image by author).



120

This design project is an attempt to communicate how 
visual art can act as a catalyst to inform and enrich the 
design of sacred spaces – more specifically, a multifaith 
centre. The resulting design demonstrates that the 
amalgamation of the site’s characteristics and limitations, 
incorporating the most important spatial principles of 
different religious buildings, and the translation of visual 
art is essential in creating a design solution that enriches 
the design of multifaith spaces. 

Prior to conducting the research, this conclusion was not 
expected, considering prominent discussions in existing 
literature. For example, “Architecture of Multifaith 
Spaces: God Leaves the Building” by Andrew Crompton 
argues that having a collection of mono-faith rooms 
resulted in the shared corridor being the true multifaith 
space. Initially, the preconceived design idea was that 
the project could not be biased towards any religion, and 
had to shape a neutral space. During the investigation, 
however, alternative solutions arose. Consultation 
with Coordinator of Unitec’s Multifaith Chaplaincy 
team, Ricky Waters, revealed that, more often than not, 
unbiased multifaith rooms were left abandoned. Thus, 
research on the spatial requirements of specific religions 
became necessary.

Rudolf Stegers’s Sacred Buildings: A Design Manual  
added to comprehending the complexities and 
spatial requirements of different faith communities. 
Understanding the various programmatic requirements, it 
enabled the project to create a set of design considerations 
that could be translated in the project. The House for All 
took a similar approach to Louis Kahn’s First Unitarian 
Church’s spatial recognition of the centre. While the 
House for All offers spaces for individual religious 
practices, the rediscovery of a central “marketplace”, 
where the users meet, interact, and gather, is crucial to 
achieve the project’s aim of encouraging dialogue between 
different religions. 

En route to answering the research question “how visual 
art can act as a catalyst to inform and enrich the design of 
sacred spaces,” the project came across several challenges. 
For example, the Wairaka Land Sales limited potential 
project sites at Unitec. However, it also meant that with 
the new residential developments, the wider community 
may be able to use the House for All. Therefore, to uncover 
the project location, a comprehensive site analysis 
was undertaken, assisted by a set of site requirements 
honouring Te Aranga principles. As a result, the House 
for All has been located on the northern side of Te Whare 
Wānanga o Wairaka by the suffrage garden. While this 
site encroaches on sold land, the location proves suitable 
as it is near the marae and main hub, far enough to be a 
quiet space for meditation and prayer, while providing 
accessibility to the public.
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Architecture cannot simply act as a frame for art. The 
texts Herzog & de Meuron: Natural History, edited by 
art historian Philip Ursprung, and Art and Architecture: 
Strategies in Collaboration by Christian Bjone illuminated 
the importance of a critical engagement between art and 
architecture. This helped the research gain insight on how 
to avoid a compromised relationship between art and 
architecture. This can be achieved by utilising visual art as 
a catalyst for the development of an architectural concept 
– blurring the division between where the art starts and 
where the architecture ends. During the project’s process 
of the translation of art into architecture, a triumphant 
result was discovered. Initially sought out as an analysis 
of the Ricola Building, the project’s translation of Karl 
Blossfeldt’s Achillea umbellata plant motif developed into 
a façade treatment, a way to mitigate the light entering the 
central space, and discovery of spatial depth. By utilising 
timber screens, both inside and outside of the centre, a 
variation of light filters through the space of the House 
for All. This rhythm of light and shadow can appeal to 
the user’s sense of sight and guide their body’s movement 
through the space. Furthermore, while these timber 
screens embody the findings from the “Translation of Art 
Process,” they also combine function and the aesthetic 
way of screening light into the building. Here, visual art 
and architecture share a common language. Through 

the design’s successes and overcoming of difficulties, 
the project hopes that it can become a design tool for 
enriching the design of Unitec’s multifaith room, and 
multifaith centres alike. 
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Kandariya Mahadeva (Khajurâho),” from Wikimedia 
Commons, accessed July 27, 2021. https://commons.
wikimedia.org/wiki/File:Le_Temple_Kandariya_Mahade-
va_(Khajur%C3%A2ho)_(8503876918).jpg.

Fig. 33: Interior of Kandariya Mahadeva Temple. Photog-
raphy by Michael Truelo, “Kandariya-Mahadev Temple,” 
from Lonely Planet, accessed July 27, 2021. https://www.
lonelyplanet.com/india/madhya-pradesh-and-chhattis-
garh/khajuraho/attractions/kandariya-mahadev-tem-
ple/a/poi-sig/1321943/356376.

Fig. 34: Contemporary Bishop Selwyn Chapel against 
Holy Trinity Cathedral. Photograph by Patrick Reynolds, 
“Bishop Selwyn Chapel / Fearon Hay Architects,” from 
ArchDaily, accessed October 10, 2021. https://www.arch-
daily.com/883912/bishop-selwyn-chapel-fearon-hay-ar-
chitects.

Fig. 35: Interior view of Bishop Selwyn Chapel with 
glowing roof. Photograph by Patrick Reynolds, “Bishop 
Selwyn Chapel / Fearon Hay Architects,” from ArchDai-



145

ly, accessed October 10, 2021. https://www.archdaily.
com/883912/bishop-selwyn-chapel-fearon-hay-architects.

Fig. 36: Exterior view of Bishop Selwyn Chapel show-
ing floating roof and glass open walls. Photograph by 
Patrick Reynolds, “Bishop Selwyn Chapel / Fearon Hay 
Architects,” from ArchDaily, accessed October 10, 2021. 
https://www.archdaily.com/883912/bishop-selwyn-chap-
el-fearon-hay-architects.

Fig. 37: Bin Madiya Mosque exterior. Photograph by Adil 
A, “Masjid Muhammad Bin Madiya,” from Foursquare 
City Guide, accessed October 10, 2021. https://four-
square.com/v/masjid-muhammad-bin-madiya/5809d-
557d67cd4f9f919bc46.

Fig. 38: Bin Madiya Mosque interior qibla wall. Pho-
tograph by Adil O, “Masjid Muhammad Bin Madiya,” 
from Foursquare City Guide, accessed October 10, 2021. 
https://foursquare.com/v/masjid-muhammad-bin-madi-
ya/5809d557d67cd4f9f919bc46.

Fig. 39: Buddha Statue at the Vajrasana Buddhist Retreat 
Centre. Photograph by Dennis Gilbert, “Vajrasana Bud-
dhist Retreat / Walters & Cohen Architects,” from Arch-
Daily, accessed October 10, 2021. https://www.archdaily.
com/798645/vajrasana-buddhist-retreat-walters-and-co-
hen-architects.

Fig. 40: Processional Pathways around communal court-
yards. Photograph by Dennis Gilbert, “Vajrasana Bud-
dhist Retreat / Walters & Cohen Architects,” from Arch-
Daily, accessed October 10, 2021. https://www.archdaily.
com/798645/vajrasana-buddhist-retreat-walters-and-co-
hen-architects.

Fig. 41: Temple of Stone and Light incorporating the 
square in vertical axis. Photograph by Akash Kumar Das, 
“Temple in Stone and Light / SpaceMatters,” from Arch-
Daily, accessed August 12, 2021. https://www.archdaily.
com/786983/temple-in-stone-and-light-spacematters.

Fig. 42: Strong axis of Temple of Stone and Light from en-
try to inner sanctum. Photograph by Akash Kumar Das, 
“Temple in Stone and Light / SpaceMatters,” from Arch-
Daily, accessed August 12, 2021. https://www.archdaily.
com/786983/temple-in-stone-and-light-spacematters.

Fig. 43: Multifaith room of sacred nullity. Unknown 
Creator, “Multi-faith Prayer and Quiet Room,” from St 
Hugh’s College University of Oxford, accessed May 10, 
2021. https://www.st-hughs.ox.ac.uk/current-students/
chapel-faith/multi-faith-prayer-and-quiet-room/.

Fig. 44: Multifaith prayer room in Hong Kong Interna-
tional Airport. Photograph by Chong Kian, “Multifaith 
prayer room in Hong Kong International Airport,” from 
Wikipedia, accessed May 10, 2021. https://en.wikipedia.
org/wiki/Multifaith_space. 

Fig. 45: Multifaith room at Heathrow Terminal 5. Pho-
tograph by Andrew Crompton, “Heathrow Terminal 5: 
landside multifaith room,” in Andrew Crompton, “The 
architecture of multifaith spaces: God leaves the build-
ing,” The Journal of Architecture, 475, no. 4 (2013): 3, fig 1, 
https://doi.org/10.1080/13602365.2013.821149.

Fig. 46: Oasis Centre’s communal lounge. Unknown 
Creator, “Unknown Title,” from Oasis Centre, Flinders 
University, accessed May 10, 2021. https://oasis.flinders.
edu.au/oasis-centre/.



146

Fig. 47: Weekly meditation at Finders University’s Oa-
sis Centre quiet space. Unknown Creator, “Meditation,” 
from Oasis Centre, Flinders University, accessed May 10, 
2021. https://oasis.flinders.edu.au/faith-and-spirituality/.

Fig. 48: Section of House of One showing the mosque 
and synagogue. Photograph by Ulrich Schwarz, “Kuehn 
Malvezzi,” from Divisare, accessed May 10, 2021. https://
divisare.com/projects/210505-kuehn-malvezzi-house-of-
one-berlin.

Fig. 49: House of One plan view. Unknown Creator, 
“Unknown Title,” from BBC News, accessed May 10, 
2021. https://www.bbc.com/news/magazine-27872551.

Fig. 50: Architect’s impression of the House of one exte-
rior. Photograph by Ulrich Schwarz, “Kuehn Malvezzi,” 
from Divisare, accessed May 10, 2021. https://divisare.
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04,” from Flickr, accessed May 10, 2021. https://www.
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toum-present-tense-t13867.
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Merin, “AD Classics: Ronchamp / Le Corbusier,” from 
ArchDaily, accessed May 10, 2021. https://www.arch-
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Image by author.
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for All. Image by author.
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Fig. 70: Figure ground analysis. Analysis by author.
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Fig. 72: Site contour analysis. Analysis by author. 

Fig. 73: Impervious area analysis. Analysis by author.

Fig. 74: Greenery analysis. Analysis by author.
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Fig. 78: Location of interest three. Analysis by author.
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Fig. 82: View of Gate Three from the site. Image by author.
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author.
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Image by author.
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Image by author.
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Image by author.
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Image by author.
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NY, building completed 1961,” from New York, Museum 
of Modern Art, Oxford Art Online, accessed October 
10, 2021. https://www.oxfordartonline.com/page/artists-
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Fig. 95: Plan view 3D exploration. Image by author.
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Image by author.
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https://www.subtilitas.site/post/89826018404/cukro-
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author.



150
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author.
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author.
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du prayer room. Image by author.
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Image by author.
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Fig 130: Section of centre showing light treatment and 
level change of stage. Image by author.
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