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Figure 1. The Whanganui River. 
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This project explores the design of Aotearoa's first water museum located along Te Awa 
Tupua (The Whanganui River), the first river in the world to be granted personhood 
status. The museum will help preserve and showcase the tangible and intangible aspects 
of Te Awa Tupua – while symbolically remembering its history of colonial transgressions. 
A whakatauki among the people of Whanganui, ‘Ko au te awa. Ko te awa ko au – I am the 
river. The river is me’ reverberates the level of empathy and connection these people feel 
towards their river. The strength, spirit and identity of Whanganui Iwi all stem from the 
river. 

The research uses New Zealand's ongoing freshwater crisis to call for more honest public 
education and engagement with mātauranga Māori – helping aid the struggle towards 
a broader cultural shift inspired by Wairuatanga. The research benefited tremendously 
from the richness of pūrākau and whakapapa. This research attempts to rationalise 
the whakapapa of freshwater and use it as an anchor to the intangible aspects of wai. 
A pivotal part of this project relies on identifying a set of relevant principles that can 
instruct the design process—essentially giving a structure to the project's rationale. 
Principles from Te Awa Tupua, Te Aranga Māori, and Swiss architect Peter Zumthor are 

Abstract

superimposed to guide the design process. The design process began with a trip down 
the rivers waters. The three-day canoe trip through the Whanganui National Park's 
isolated depths heavily impacted the museum's experiential design. 

Whanganui Māori would use fishing structures called Pā tuna, Pā Piharu, and Tararua 
for fishing Tuna and Piharu – upon the arrival of the early European settler, these 
structures were destroyed to make way for the steamboat travel. The project seeks to 
commemorate these destroyed fishing weirs; Matia (stakes in weir fences) inspire the 
museum's structure as it sits on burnt wooden columns. The museum orientates itself 
towards Matua Te Toa Tongariro (Mount Tongariro) and Te Tai-o-Rēhua (Tasman 
Sea) – referencing the idea that Te Awa Tupua is an indivisible and living whole from the 
mountain to the sea. 
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Figure 2. The Whanganui River - View from Above. 
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Around the world, competition for clean and copious supplies of water is intensifying. 
In some regions, water scarcity is a daily reality, while for others, water and its many 
essential functions are an afterthought. New Zealand is in dire need of a more conscious 
approach to viewing and interacting with water. In recent history, the many crucial 
water functions within New Zealand's environment have become increasingly invisible. 
As a result, taking it further away from contemporary New Zealanders consciousness, 
making it increasingly more susceptible to being taken advantage of. Water is the most 
essential substance on earth, and in the words of the famous oceanographer Dr Sylvia 
Earle: "No water, no life. No blue, no green."1 The perception of New Zealand as a highly 
environmentally conscious country needs adjustment. The public's misconception 
regarding this issue presents a severe flaw: it allows environmental injustices to occur and 
go unnoticed with hardly any public protest. 

In the past 20-30 years, the environmental protection of New Zealand's freshwaters has 
been left exhausted, under-regulated and very often unenforced. A small percentage of 

1  “Freshwater Ecosystems," Ko Wai Mātou, Kids Restore The Kepler, accessed July 23, 2021, https://www.
kidsrestorethekepler.org.nz/local/details?id=23.

the population has significantly profited from this grand scale pollution. As a result of 
these failures, wide-scale environmental degradation is currently occurring in lowland 
New Zealand on an unprecedented level. Mike Joy, the author of Polluted Inheritance, 
argues that these exploitative realities are kept hidden from the public while being 
routinely denied2.

Despite the Government's attempts to downplay the severity of New Zealand's 
widespread water pollution, the pollution impacts are devastating in many ways. New 
Zealand overall has now lost more than 90% of its lowland wetland ecosystem.3 Wetlands 
essentially act as large-scale sponges. During heavy rain or snowmelt, they absorb water 
and gradually release it. This act reduces flooding while maintaining water flows and 
groundwater levels during low rainfall seasons. Many cities nationwide have dealt with 
flooding in recent history, resulting in the contamination of coastal regions in fecal matter 

2  Mike Joy, Polluted Inheritance: New Zealand’s Freshwater Crisis (Bridget Williams Books Limited, 2015), 33.
3  Joy, Polluted Inheritance, 34.
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and ultimately beach closures4. Auckland is currently experiencing "its worst drought on 
record, receiving only 60% of the projected rainfall"5, with hardly any wetland safety-net 
supply to rely on. According to climate experts, "weather projections for the next few 
decades show that it will only get much hotter and drier"6. Based on how recent events 
have played out, it is clear that New Zealand is concerningly underprepared to face the 
realities of its future freshwater crisis. The public needs to be informed of these realities 
to challenge the widespread perception of New Zealand's environmental excellence.

As it stands, the world is utilising technocratic water-management approaches with 
catastrophic impacts. Water competition, scarcity, and pollution are all on the rise. 
Depletion of resources and declines in biological/cultural diversity are also among the 

4  Vita Molyneux, “Warning: Auckland’s Beaches Could Be Flooded with Faecal Bacteria after Downpours.” 
Newshub,  December 17, 2019, https://www.newshub.co.nz/home/new-zealand/2019/12/warning-auckland-s-beaches-could-
be-flooded-with-faecal-bacteria-after-downpours.html.
5  “Auckland’s Dam Levels,” Where your water comes from, Watercare, accessed July 23, 2021, https://www.
watercare.co.nz/Water-and-wastewater/Where-your-water-comes-from/Auckland-s-dam-levels.
6  Alex Braae “The Bulletin: Auckland Drought Leads to Fears of Severe Water Restrictions," The Spinoff, July 
23, 2020, https://thespinoff.co.nz/the-bulletin/23-06-2020/the-bulletin-auckland-drought-leads-to-fears-of-severe-water-
restrictions/.

Figure 3. Hobson Bay, in inner Auckland, has a permanent warning sign because of sewage in the water, making it unsafe for 
swimming.
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repercussions of the economic exploitation of water. Simultaneously, water has become 
increasingly more invisible and has moved further from people's consciousness. 

Water museums worldwide aim to counteract this trend by preserving and showcasing 
culturally rich water-related knowledge and rituals. They seek to main and reconnect 
humanity to its most neglected natural resource, water. The Global Network of Water 
Museums initiative aims to promote a new relationship between society and water. The 
United Nations endorses this initiative as it seeks to "reconnect people with the tangible 
and intangible heritage of water, including its social, cultural, ecological, artistic, and spiritual 
dimensions"7, aligning itself with the UN's Sustainable Development Goals (SDGs)8.

In 2017, the Whanganui River, New Zealand's largest navigable river, became the 
first river in the world to be granted the status of personhood. Treaty of Waitangi 
negotiations minister Chris Finlayson said in a statement, "[the decision brought the 

7  “A Global Network of Water Museums," Water Museums, UNESCO,  accessed July 23, 2021, https://www.
watermuseums.net/project/. 
8  “The 17 Goals," Sustainable Development, UNESCO accessed July 23, 2021, https://sdgs.un.org/goals.

longest-running litigation in New Zealand's history to an end]. Te Awa Tupua will 
have its own legal identity with all the corresponding rights, duties and liabilities of 
a legal person"9. The river is powerfully rich in both Māori and Pākehā history, with 
a particular significance to early settlers from Te Āti Haunui-a-Pāpārangi. The river 
contains 239 recognised rapids yet maintains a calm gradient, making it highly suitable 
for transportation. For at least 600 years, Whanganui Iwi used the river for hunting, 
travelling, settling, and spiritual sustenance. The local saying, "'Ko au te awa. Ko te awa 
ko au' (I am the river. The river is me.)", allegorically sums up the kindred relationship 
these people share with their river.10 This unique body of water provides an excellent 
opportunity to highlight, educate, celebrate and preserve perspectives on water that 
otherwise face marginalisation and exclusion from the national freshwater narrative. 
Potentially helping to reshape our national identity on water and correcting the 

exploitative ideologies of the past, ensuring we do not repeat them. 

9  Eleanor Ainge Roy, “New Zealand River Granted Same Legal Rights as Human Being," The Guardian, 
March 16, 2017, https://www.theguardian.com/world/2017/mar/16/new-zealand-river-granted-same-legal-rights-as-hu-
man-being.
10  “Whanganui Tribes,” Māori New Zealand, Te Ara, accessed October 4, 2021, https://teara.govt.nz/en/whan-
ganui-tribes/print.

Figure 4. Peat Wetlands - cover about 3% of the earth’s land surface and store twice as much carbon as all the world’s 
forests combined.

Figure 5. The steep revine walls of the Whanganui River. 
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Project Outline

Based on preservation, education, and celebration, this project will research and design 
a water museum along Te Awa Tupua (The Whanganui River). The project will focus 
on the tangible and intangible histories, practices, and narratives of Te Awa Tupua and 
Whanganui Iwi; while considering the impacts of colonisation. 

The museum will invite visitors to immerse themselves in the history and narrative of Te 
Awa Tupua. Gallery design and museum organisation will reflect the journey of water, 
viewed through the lens of Te Awa Tupua. Immersive curation techniques are employed, 
encouraging touching and experiential learning. The water museum would act as a 
repository of information on Te Awa Tupua. 

Figure 6. Early sketch of water museum (Image by author). 
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Educating the public on the various qualities of water through the lens of Te Awa Tupua 
is the overarching objective of the project. The aim is for visitors to leave with the 
appreciation that Te Awa Tupua is an inseparable and whole living body consisting of all 
its tributaries from the mountain to the sea. Te Awa Tupua is the first river in the world 
granted personhood status. However, it is only one of a growing number of global natural 
resources being legally recognised and protected. In New Zealand, Te Urewera was the 
first natural entity to be legally recognised through Te Urewera Act 2014.11 The power 
of this project is that it offers an architectural response to the new life of a living natural 
resource. It aims to inspire a shift in the widespread national perception of our living, 
breathing, natural ancestors. 

Connecting the project with UNESCO's Water Museum Initiative would globally 
showcase an example of Aotearoa's unique tangible and intangible connections to 
water. As of now, there are no UNESCO recognised water museums located in the 
southern hemisphere, meaning a large portion of the worlds water heritage is potentially 
underrepresented on the world stage and at risk of being lost. When exploitative 

11  “Te Urewera Act 2014 No 51 (as at 01 December 2020), Public Act – New Zealand Legislation,” accessed 
October 4, 2021, https://www.legislation.govt.nz/act/public/2014/0051/latest/whole.html#DLM6183608.

neoliberal ideals influence global resource management as much as they currently do, 
preserving and respecting indigenous knowledge is essential. Therefore, the project 
strongly emphasises educating the public about the ongoing failures in New Zealand's 
freshwater management; while helping aid the struggle towards a broader cultural shift 
inspired by the Māori value of Wairuatanga. 

Aims and Objectives Research Question

How can a water museum articulate New Zealand's 
tangible and intangible connection to water?
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This project is an exploration of a possible architectural expression of Te Awa Tupua. 
However, this project by no way aims to speak for or represent members of the 
Whanganui iwi. This project simply explores the reality of Te Awa Tupua from an 
architectural designers point of view as a driving force for all design decisions. 
The project is based on the history and narratives of the river as captured in the legal 
and supporting documentation formulated in Te Awa Tupua Act 201712. The power 
of these documents lies in the fact that they are born out of official negotiation—
agreements between representatives of Whanganui Iwi and the Crown. Nonetheless, 
this documentation is not all-encompassing. Aspects of Te Awa Tupua may be left 
unaddressed in the project due to a lack of cultural and local knowledge/connection.
 
The research will provide an essential background understanding of critical aspects of 
the national freshwater crisis to highlight the severity of the issues. However extensive 
this background research; due to a lack of relevant water-based scientific knowledge, this 

12  “Te Awa Tupua (Whanganui River Claims Settlement) Act 2017 No 7 (as at 30 January 2021), Public Act – 
New Zealand Legislation,” accessed October 5, 2021, https://www.legislation.govt.nz/act/public/2017/0007/latest/whole.
html.

research section will be limited to a layman's understanding of the prominent issues. 

The design will explore immersive curation techniques where exhibitions surround the 
visitor, opening new possibilities within the galleries. The galleries will portray narratives 
identified throughout the research as significant contributors to the complex fabric of 
Te Awa Tupua. The scope of the gallery design includes the general arrangement of 
exhibitions within galleries but not the detailed design of the exhibitions themselves. For 
example, the project will explore the medium of projection and audio-visual display to 
immerse the visitor. However, the curatorship of the projected content lies outside the 
scope of this research. 

The document structure can act as a guide on the movement and progression between 
fields of research. The theoretical discussions surrounding the project are rooted in 
the field of freshwater management. It was appropriate to start from a global lens due 
to the multifaceted nature of the freshwater narrative. The research commenced by 
looking closely at current global water management strategies and their more implicit 
geopolitical impacts. News articles and global reports from the OECD's International 
Energy Association help paint a clearer picture of the globally fragmented views on 
freshwater. 

The research assesses New Zealand's water management strategies and their detrimental 
impact on our wetland ecosystems from a national perspective. These impacts are 
discussed heavily in the work of prominent New Zealand freshwater ecologist Dr Mike 
Joy. Joy's 2015 book Polluted Inheritance: New Zealand's Freshwater Crisis13 discusses the 
origins of the freshwater crisis while clearly and indiscriminately discussing the root 
issues involving exploitation and under-protection. Furthermore, Joy's book Mountains 

13  Joy, Polluted Inheritance.

Scope and Limitations State of Knowledge in the Field

to Sea: Solving New Zealand's Freshwater Crisis14 invites various established guest authors 
from different professions to contribute their thoughts on the freshwater crisis through 
their respective lens. Mountains to Sea was published in 2018, after the legal recognition 
of Te Awa Tupua, which he mentions is only a marginal solution to a still unaddressed 
broader freshwater problem. Environmental, Indigenous, and human rights advocate 
Tina Ngata discusses the whakapapa of water in her chapter Wai Māori15. Ngata 
offers a perspective on freshwater through Māori eyes, showcasing the belief in the 
interconnectedness of all living things, each marking its name in the eternal genealogical 
thread. 

Ngata's perspective also provided tools to appropriately navigate through Te 
Awa Tupua Act 201716 and particularly the historical claims of Whanganui iwi. As 
aforementioned, the power of these documents lies in the fact that they are born out of 
official negotiation—agreements between representatives of Whanganui Iwi and the 

14  Mike Joy et al., Mountains to Sea: Solving New Zealand’s Freshwater Crisis, (Bridget Williams Books, 2018).
15  Joy et al., Mountains to Sea, 19.
16  “Te Awa Tupua (Whanganui River Claims Settlement) Act 2017 No 7 (as at 30 January 2021), Public Act – 
New Zealand Legislation.”
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Crown. The Whanganui River Deed of Settlement – Ruruku Whakatupua – presents 
a culmination of the agreements between the two parties. The project utilised these 
documents to source valuable local history, legend, spiritual belief, and knowledge. 

The design of the museum visitor's experience relied on the analysis of past exhibitions 
and architectural precedent. Freya's Cabin and Robin Hut by Studio Weave and The 
National Museum of Singapore were studied to inform the projects design process, 
specifically the design of immersive and expressive galleries. The museum visitor's 
experience was also heavily influenced by discussions surrounding the different roles of a 
museum, curatorial advancements, and the ReMāorification of the museum landscape, as 
presented in the chapter Museology. 

Research through fieldwork:

As part of the research into Te Awa Tupua, it was appropriate to travel to the 
river and embark on a trip down its waters. This trip offered great insight into the 
different aspects of the river as a living entity. Throughout the 90km (three-day) 
journey from Whakahoro to Pipiriki, the river passes through the isolated depths 
of the Whanganui National Park. The river flows downstream, sometimes gentle 
and sometimes rough. The days leading up to our departure down the river, the 
region experienced a high level of rain, meaning the river was flowing at a much 
faster speed and filled with much more debris. This experience provided the 
opportunity to sensually experience Te Awa Tupua through touch, sound, smell, 
and sight. This otherwise undiscovered perspective on the unique and diverse 
river ultimately influenced all of the projects design decisions.   

Methods of Design

Figure 7. Entering a rapid along the Whanganui River. (Photo by author) 
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Application of research through the framework:

Using the knowledge gained through research and the architectural framework together 
requires a delicate merging of information. Keeping the early stages of design open and 
wide-ranged allows for a more successful final project with many synchronised threads 
of thought. The acquired research and architectural framework feed into the design 
process, helping to set up parameters and make decisions. The framework helps guide 
the scope of design while the research grounds the design; the intersection of these two 
produces an instance of coherence that enriches the project. 

Creating an architectural framework:

A fundamental aspect of the project lies in the formulation of an architectural framework. 
The framework uses the Te Aranga Māori Design Principles as a foundation for a 
superimposition with principles endorsed by Swiss architect Peter Zumthor. The Te 
Aranga Māori Design Principles and architectural precedents, such as the Aniwaniwa 
Visitor Centre by John Scott, are studied and evaluated to be used in the superimposition. 
Peter Zumthor is famously known for his built works of architecture that honour the 
site and the memories stored within them. Zumthor also writes extensively about his 
experiences and design rationale in his books Thinking Architecture, A Feeling of History, 
and Atmospheres: Architectural Environments; Surrounding Objects. Zumthor's writing 
discusses ideas surrounding landscapes and places and their potential as vessels into a 
forgotten time. These ideas reverberate Te Aranga values such as Mana, Whakapapa, 
Mahi Toi, and Tohu. Analysing Zumthor's architectural body of work gives the 
framework an insight into possible executions of these rich principles. The architectural 
framework will amalgamate principles originating from the Te Aranga Māori Design 
Principles, Peter Zumthor, and Te Awa Tupua – to be utilised during project design. 

Figure 8. Diagram showing different components of the architectural framework (Image by author). Figure 9. Diagram showing the role of the architectural framework throughout the project (Image by author).
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The water we consume today is likely to have existed in any of its possible states since 
dinosaurs lived on earth 200 million years ago. Throughout this time, the amount of 
fresh water on earth has remained relatively constant. This water is constantly filtered 
as it transitions through the different stages of the water cycle. Challenges arise as global 
populations continue to grow. Demand grows as the supply remains limited by the 
constraints of mother nature. Globally, people are intensively competing for clean water 
supplies to drink, cook with, and bathe in17.

Along with everyday uses, a large portion of the earth's freshwater generates energy 
and supports industrial infrastructure. According to the OECD's International Energy 
Association, within the next 15 years, global energy needs are expected to rise by as much 
as 33%. The most significant contributor is China, who requires 65% more water to meet 
the energy and industrial sectors' needs effectively. Currently, roughly 15% of the earth's 
total freshwater produces power18. 

17   Jonathan Hodgson “Clean Water Crisis Facts and Information.” Freshwater Crisis, October 2020, https://
www.nationalgeographic.com/environment/article/freshwater-crisis?loggedin=true.
18  “World Energy Outlook 2020," Analysis, IEA, accessed July 23, 2021, https://www.iea.org/reports/world-ener-
gy-outlook-2020.

To some, the concept of water scarcity is abstract and foreign, while for others, it 
remains a candid reality. In some regions around the world, the competition for water is 
existentially apparent. Recent statistics published by the Californian think tank Pacific 
Institute highlight that water-related violence has drastically grown globally in the last 
decade. Stating that recorded incidents have almost tripled in the previous ten years 
when compared to decades before19. 

These global signs are concerning, and water-related conflict is becoming an increasingly 
real threat in some areas of the world. In the African continent, negotiations between 
Egypt, Sudan and Ethiopia continue to break down over Ethiopia's proposed damming. 
If completed, the proposed 6,500-megawatt dam would utilise the water of the Nile, 
making it the biggest in Africa. Ethiopian officials have stated that the project, which 
commenced in 2011, is essential to its economic development and power generation for 
its 110 million citizens. However, Egypt is concerned that the dam will impact its supply 

19  Saeed Kamali Dehghan “Water Wars: Early Warning Tool Uses Climate Data to Predict Conflict Hotspots." 
The Guardian, January 08, 2020, https://www.theguardian.com/global-development/2020/jan/08/water-wars-early-warn-
ing-tool-uses-climate-data-to-predict-conflict-hotspots.

of Nile water needed for its agricultural industry. At the same time, Sudan fears the dam 
will impact water flows through its water stations20. Although tensions have continued 
to rise, until now, this conflict has remained a predominantly political one. At a Cairo 
conference, Egypt's President Abdel Fattah Al Sisi has recently stated, "I say to our 
brothers, do not touch a drop of Egypt's water because all options are open"21. Many in 
the region fear that the political situation may escalate, resulting in acts of violence and 
retaliation. 

Due to an amalgamation of social, geographical, political, and economic forces, we face 
a globally disconnected perspective on water. As some worldwide endure laborious 
means to secure their water, others walk to the kitchen and enjoy an abundance of clean 
water. Freshwater only constitutes a minuscule fraction of the earth's total water. Water 
covers roughly 70% of the earth's surface, and of that, only a mere 2.5% is fresh and 1% 
easily accessible. However, much of this easily accessible water is currently unavailable. A 

20  Eduardo Soteras, “Egypt, Sudan and Ethiopia Talks over Nile Dam Fail" Al Jazeera, April 06, 2021, https://www.
aljazeera.com/news/2021/4/6/sudan-says-ethiopias-moves-on-nile-dam-violate-international-law.
21  Amira El-Fekki “Egypt, Ethiopia Tensions Escalate as Nile Dam Talks Falter,” Wall Street Journal, April 07, 2021, 
https://www.wsj.com/articles/egypt-ethiopia-tensions-escalate-as-nile-dam-talks-falter-11617808239.

The Politicisation of Water
The World's War on Water

Figure 10. The Grand Ethiopian Renaissance Dam, a 1.1-mile-long concrete colossus, is set to become the largest hydropower plant 
in Africa. Across Ethiopia, poor farmers and rich business executives alike eagerly await the 5 gigawatts of electricity officials say the 
dam will ultimately provide.
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Wetlands are among the most important freshwater ecosystems in New Zealand. They 
are saturated, lowly elevated land regions, which border streams, rivers, lakes, estuaries, 
harbours, and low-lying floodplains. There are various types of classified wetlands, 
including lagoons, pakihi, swamps, fens, bogs, marsh, flushes, and peat-lands25. 

Wetlands are considered taonga to Māori and are essential food and traditional material 
sources, as they have been for hundreds of years. Many wetlands regions contain wāhi 
tapu (sacred sites); within them, Māori would place tapu (sacred) objects to respect 
a battle or burial ground. Wetlands were also used often by local marae and hapū as 
mahinga kai (food gathering). Mātauranga Māori (Māori knowledge) carries an inherent 
understanding that wetlands provide essential habitats for various culturally significant 
animals, fish, birds, reptiles, amphibians, and insects. To Māori, they are also the source of 
many cultural weaving plants such as Harakeke, Toetoe, Raupo, and Kuta. Traditionally, 
wetlands also contained an assortment of plants with important medicinal uses, which 
Māori often utilised for rongoā (Māori medicines). Mātauranga Māori also understands 
the more remarkable medicinal role wetlands play in the broader ecosystem. Wetlands 

25  Garth Harmsworth, Maori Environmental Performance Indicators for Wetland Condition and Trends, May 2002, 
15, https://citeseerx.ist.psu.edu/viewdoc/download?doi=10.1.1.485.6751&rep=rep1&type=pdf.

are often attributed to the liver or the kidneys, due to their essential role in purifying, 
nutrified, sedimented, and chemically polluted water, from entering rivers or streams. 
Mātauranga Māori teaches that wetlands are the valuable and fragile threshold between 
our terrestrial and freshwater ecosystems; and are extremely valuable in enhancing the 
mauri of our waterways26.

The first Europeans to land on Aotearoa's shores arrived in a surreal and beautiful 
place, abundant in physical and biological diversity. To experience this lush scenery in 
contemporary New Zealand, one must visit conservation lands that only marginally 
express that beauty. Throughout New Zealand's history, human settlement has vastly 
altered the state of its environment, most notably over the past thirty years. This 
country has already experienced 'catastrophic loss of lowland forests, wetlands and 
protective land cover'27 - and due to a myriad of anthropogenic reasons, the state of our 
wetlands continues to diminish. New Zealand ecologist Mike Joy, and author of Polluted 
Inheritance, is a prominent figure in the New Zealand freshwater crisis. He agrees with 

26  Harmsworth, Māori Environmental Performance, 16.
27  Joy, Polluted Inheritance, 33.

New Zealand's Wetland Crisis

large percentage of this water is in glaciers and snowfields; in reality, only 0.007% of the 
planets total water is available to maintain the needs of an exponentially growing human 
population22.

Unfortunately, humans have proved to use the freshwater available to them inefficiently. 
According to statistics published in 2014 by the World Bank Group, over 70% of 
freshwater supply is used for agriculture in most regions worldwide. Estimations show 
that by 2050, a 50% increase in agriculture to feed a planet of 9 billion, accompanied by a 
15% increase in water agriculture-related water usage, is likely to occur23. According to the 
UN, in the last one hundred years, water usage levels worldwide have increased double 
the speed of population increase. An estimated 1.8 billion people will live in highly arid 
conditions by 2025, and two-thirds of the world will live in water-stressed regions24. With 
these statistics in mind, our world leaders must implement swift and firm regulations that 
help to efficiently conserve, manage, and distribute our collective supply of water. 

22  Hodgson, “Clean Water Crisis Facts and Information,”.
23  Joy, Polluted Inheritance, 14.
24  Hodgson, “Clean Water Crisis Facts and Information.”.

Figure 11. Auckland is recovering slowly from last year's drought following a summer that was drier than expected.
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Māori when describing the role of wetlands; "Intact functioning wetlands are the kidneys of 
our waterways, and their value as soil and sediment filters, bio-accumulators, climate regulators 
and flood-energy dissipators is almost immeasurable. And they do it all free of charge. Their 
loss would have put the remaining waterways in jeopardy even without the massive increase in 
sediment they got from forest clearance and, later, a similar increase in nutrients from intensive 
livestock farming"28.

A study published in 2014 conducted by Landcare Research and the Department of 
Conservation states that "In New Zealand, more than 90% of wetland area has been removed 
in the last 150 years, a loss rate among the highest in the world."29.  Around the world, wetlands 
have been "systematically drained and filled to support agriculture, urban expansion, 
and other developments"30, despite the essential role they play in the environment. 
This role includes "maintaining water quality and supply, regulating atmospheric gases, 

28   Joy, Polluted Inheritance, 22 .
29  B. Clarkson, A. Ausseil, and P. Gerbeaux, Wetland Ecosystem Services in New Zealand, a Report for 
Landcare Research, March 2013, 192, https://www.landcareresearch.co.nz/uploads/public/Publications/Ecosystem-ser-
vices-in-New-Zealand/1_14_Clarkson.pdf.
30  Clarkson, Ausseil, and Gerbeaux, Wetland Ecosystem Services, 193.

sequestering carbon, protecting shorelines, sustaining unique indigenous biota, and 
providing cultural, recreational and educational resources"31. 

Prominent New Zealand ecologist Geoff Park states that "in no other kind of ecosystem 
has the elimination of indigenous biodiversity been so comprehensive"32. The 
deterioration of our once flourishing and biodiverse wetlands correlates to the arrival 
of early European settlers who sought to transform the landscape. Wetlands were 
fundamental to Māori as sources of medicines, culturally rich material, and food. As 
freshwater ecologist Robert McDowall explains in his book Ikawai: "although for Māori 
[wetlands] were priceless assets - rich, self-renewing sources of food and fibre - to Pākehā they were 
something useless to turn into excellent farmland"33. 

31   Clarkson, Ausseil, and Gerbeaux, Wetland Ecoststem Services, 197.
32  Geoff N Park, The Groves of Life = Nga Uruora: Ecology and History in a New Zealand Landscape (Wellington, 
N.Z.: Wellington, N.Z. : Victoria University Press, 1995), 16.
33  Robert McDowall, Ikawai: Freshwater Fishes in Māori Culture and Economy (Christchurch, N.Z: University of 
Canterbury, 2011), 43.

Dr Mike Joy explains how this Eurocentric mentality has translated into contemporary 
New Zealand; "New Zealanders of low socioeconomic status know all about this. They generally 
live in the lowlands, where impacts concentrate: low-elevation rivers, lakes, estuaries, and 
harbours that are now degraded and mostly unusable - even dangerous - for food-gathering or 
recreation. But the economic elite is often insulated from this loss of recreation, food, and spiritual 
nourishment. They rarely have to face this reality, as they can afford to drive or fly to pristine 
New Zealand, or overseas"34. 

By 1840, rainforests covered about half of New Zealand's land area, and native 
grasslands covered much of the eastern foothills and alpine regions of the South Island. 
By 1930, half of the rainforest areas and much of the bush region (39% of New Zealand's 
land area) had been converted to grazing land. The first European settlers made this 
transformation on a large scale by clearing forests, draining wetlands, burning tufts of 
grass, laying fertilisers and fences35. These acts had irreversible consequences on the 

34  Joy, Polluted Inheritance, 42.
35  “Early Changes,” New Zealand Ministry for Culture and Heritage Te Manatu Taonga, Te Ara, accessed July 
23, 2021, https://teara.govt.nz/en/farming-and-the-environment/page-2.

Figure 12. Pūtiki pā on the Whanganui River in 1850.
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environment and set a dangerous precedent for future environmental exploitation. In 
1882, the first successful delivery of frozen meat and butter arrived in London. Dairy 
farming soon became viable and profitable while economically incentivising nationwide, 
large-scale land clearances and pasture growth. English ryegrass, red and white clover 
and buttercups dominated the New Zealand landscape. The intensification of new 
pastures and large numbers of grazing animals depleted New Zealand's soil fertility, 
leading to superphosphate fertilisers36. Thus, New Zealand's insatiable obsession with 
intensive farming and fertiliser use began a love story spanning the twentieth century. 

Converting wetlands into economically incentivised rural regions is ironic, as they are 
undeniably less profitable than the original wetlands. Through economic valuation, 
researchers estimated the monetary value of ecosystem services in the Manawatū-
Whanganui region37. These ecosystem services are passive functions of wetlands such 
as nutrient stripping, flood mitigation, water storage, among many more. Wetlands once 

36  Te Ara, “Early Changes”.
37  The National Institute of Water and Atmospheric Research, Waikato River Independent Scoping Study, July 23, 
2018, 40, https://niwa.co.nz/freshwater-and-estuaries/research-projects/waikato-river-independent-scoping-study-wriss.

occupied roughly one-third of Manawatū; following European settlement in the area, 
only two per cent of the original wetlands remain38. Researchers estimated that the value 
of the lost wetland regions equates to more than $40,000 per hectare per year39.

In comparison, the estimated monetary value generated from a dairy farm equates 
to a mere $5,000 per hectare per year. Guidelines for Constructed Wetland Treatment 
of Farm Dairy Wastewaters, funded by the Ministry of Agriculture, highlight the cost 
of constructing artificial wetlands to reduce nutrient run-off from dairy farms. The 
guidelines estimated the total cost of 3 different treatment types, with results ranging 
from $30,000 - $60,000 per hectare40. From this data, we can see that New Zealand 
faces enormous monetary costs to replace the previously destroyed wetlands, essentially 
illuminating the hidden future cost of environmental degradation. 

38  Joy, Polluted Inheritance, 37.
39   The National Institute of Water and Atmospheric Research, Waikato River Independent Scoping Study, 40.
40  C. Tanner and V. Kloosterman, Guidelines for Constructed Wetland Treatment of Farm Dairy Wastewaters in New 
Zealand, (Wellington, New Zealand: NIWA, 1997), 25.

Figure 14. Map comparison of current and historic extent of freshwater wetlands (blue areas) in New Zealand.

Figure 13. From the 1870s until the early 1900s the vast forests of the eastern Taranaki ring plain were progressively felled and burnt to 
produce the rich pasture land that forms the basis of the dairy industry.
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Along with the hidden future costs, New Zealanders are also facing hidden health risks 
associated with freshwater pollution. Recent studies show that exposure to nitrates in 
drinking water is likely a significant risk factor for colorectal cancer. According to one 
study, 6.7 – 17.1% of the New Zealand population may potentially face harmful levels 
of nitrates in their drinking water. The study highlights pastoral farming, specifically 
intensive agriculture, as the most significant contributor of dissolved nitrates into 
waterways. 

Using fertilisers on farms results in more nitrates in our waterways. Increased nitrogen 
intake for the animals results in a subsequent high return of nitrates through urine—the 
irregular distribution of urine throughout pastoral land results in urine patches. The soil 
surrounding these patches struggles to filter out all the urine, resulting in nitrates leaching 
into groundwater, ultimately making people sick. These results indicate that nitrates 
(originating from pastoral fertiliser use) in drinking water are likely to be a significant 
contributing factor to the significantly high colorectal cancer rates in New Zealand41.

41  J. S. Richards, "Colorectal Cancer Risk and Nitrate Contamination in New Zealand Drinking Water," 
(research dissertation, Loughborough University, 2020), 23, https://api.ecan.govt.nz/TrimPublicAPI/documents/down-
load/3984695. 

In 2014 Primary Industries Minister Nathan Guy outlined his ambitious proposal 
to double the value of processed foods exports by 2025. "The export-double goal is an 
ambitious but achievable target, which will require export growth of around 5% a year… This target 
is based on the 2012 export figures of $32 billion for the primary sector, with the aim of raising 
this to $64 billion by 2025"42. Ultimately this ambitious 'export-double' proposal has not 
lived up to expectation, with New Zealand producing an export value of $34.5 billion 
in 2018 ($7.1 billion under expected value)43. This under-export is due to a myriad of 
reasons, including slightly increased environmental protection. However, Guy's mentality 
toward food exports raises significant concerns as it encourages more intensification and 
dairy conversion throughout the country. It helps to strengthen New Zealand's reliance 
on imported fossil fertiliser and feeds such as 'palm kernel or genetically engineered 
supplement'44. Importing palm kernel supports the controversial and calamitous palm oil 

42  Beehive, “Minister Outlines ‘Export Double’ Vision for Primary Sector,” press release, November 26, 2014,  
https://www.beehive.govt.nz/release/minister-outlines-‘export-double’-vision-primary-sector.
43  “Food and Beverages Exports in New Zealand," New Zealand Trade and Enterprise, accessed July 23, 2021, 
https://www.nzte.govt.nz/page/food-and-beverage.
44  Sue Kedgley, "Clean Green Image Hides a Dark Reality," NZ Herald, November 14, 2012, https://www.nzher-
ald.co.nz/the-country/news/sue-kedgley-clean-green-image-hides-a-dark-reality/C5J57VXNVUEN6MZZTBBDMQH-
L6A/.

Water and Agriculture

Figure 15. Experts say the water quality of once pristine rivers and lakes has deteriorated. 

industry, which routinely faces international condemnation. As it stands, New Zealand 
currently imports more palm kernel than any other nation in the world45. 

An investigation launched by Greenpeace in 2018 found that Fonterra's largest 
supplier of palm kernel is explicitly linked to mass deforestation in Papua, Indonesia, 
consequentially releasing massive amounts of carbon into the atmosphere46. The World 
Wildlife Fund states that "Palm oil has been and continues to be a major driver of deforestation 
of some of the world's most biodiverse forests, destroying the habitat of already endangered species 
like the Orangutan, Pygmy Elephant, and Sumatran Rhinos. This forest loss coupled with 
conversion of carbon-rich peat soils is throwing out millions of tonnes of greenhouse gases into the 
atmosphere and contributing to climate change."47. Importing foreign palm kernel also helps 
to destroy the grain industry in New Zealand. Many grain farmers struggle to compete 

45 Greenpeace Aotearoa, “NZ Dairy Industry’s Use of Palm Kernel Expeller Undermining Indonesia’s 
Climate Action," press release, April 29, 2021, https://www.greenpeace.org/aotearoa/press-release/nz-dairy-indus-
trys-use-of-palm-kernel-expeller-undermining-indonesias-climate-action/. 
46 Greenpeace Aotearoa, “NZ Dairy Industry’s Use of Palm Kernel.".
47  “8 Things to Know about Palm Oil," World Wildlife Foundation, accessed July 23, 2021, https://www.wwf.
org.uk/updates/8-things-know-about-palm-oil. 
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with the low prices of palm kernel imports, despite having the means to supply our 
agricultural sector48. 

Reports show that dairy industry giant Fonterra has been secretly importing genetically 
modified animal feed since as far back as 2010. They continue to do this and regularly 
deny scientific evidence, despite the New Zealand Commerce Commission accepting 
that animals that eat GM feed are different from those that eat non-GM feed49. Gene 
editing or genetically manufacturing organisms is a tool employed to alter organisms to 
suit their application needs. The risks associated with GMOs include causing an allergic 
reaction in susceptible peoples, mass breeding, and the potential escape of transgenic 
animals50. 

48  Kedgley, "Clean Green Image Hides a Dark Reality.”.
49  Kedgley, "Clean Green Image Hides a Dark Reality.”.
50  “Risks Associated with GM Farm Animals,” Agricultural Biosecurity, Federation of American Scientists, 
accessed July 23, 2021, https://biosecurity.fas.org/education/dualuse-agriculture/2.-agricultural-biotechnology/risks-associat-
ed-with-gm-farm-animals.html.

The Australian New Zealand Food Standards Code allows Fonterra to freely import 
GM feed as it is not labelled for human consumption. Like Fonterra, they too deny the 
difference between GM-fed animals and non-GM fed animals51. Jon Carapiet, the national 
spokesman for GE-Free NZ, stated that "GMO-free is a powerful way to differentiate New 
Zealand milk in the global market. GMO animal feed is characteristic of low-end commodity 
producers with which Fonterra is trying to compete in global auctions."52. In a press release 
relating to GMOs and government regulation, president of GE Free NZ, Claire Bleakley, 
said, "New Zealand is still being strongly lobbied and pressured to adopt [GMOs]"53. 

In Polluted Inheritance, Dr Mike Joy urges more public awareness and discussion 
throughout New Zealand regarding the true extent of pollution in our environment. 
He argues that many New Zealanders are incredibly unaware of the actual state of the 

51  Ministry for Primary Industries, “Genetically Modified Food and Ingredients,” press release, April, 2013, 
https://www.mpi.govt.nz/dmsdocument/2045/direct.
52  GE Free New Zealand, “NZ Dairy Exports Vulnerable to Unapproved GM Animal-Feed,” press release, May 
16, 2016, https://www.scoop.co.nz/stories/BU1605/S00450/nz-dairy-exports-vulnerable-to-unapproved-gm-animal-feed.
htm.
53  GE Free NZ, “NZ Dairy Exports.”. 

environment due to superficial journalism, advertising dependency, and big-industry 
influence. He also bluntly exposes the failures at both the local and central government 
levels, expressing that the lengths to which they go to portray the environment 
positively ultimately results in a misinformed public. Dr Joy continues to state that, "I 
believe that if the public had been better informed over recent decades, then many of the poor 
decisions around, for example, agricultural intensification, could not have been made. Public 
debate on the many environmental issues facing this county and the world is long overdue, but it 
cannot happen without honest reporting.".54

54  Joy, Polluted Inheritance, 45.
Figure 16. Over the last 12 or so years, New Zealand's annual use of PKE has gone from nothing to over two million tonnes, 
with latest data showing imports have now dropped to just under two million tonnes.
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The Whanganui River, Aotearoa's longest navigatable river, stretches through much of 
New Zealand's North Island. Originating from the headwaters of Mount Tongariro, the 
river travels 290kms where it finally meets the Tasman Sea. To the guardians of the river, 
known as Whanganui Iwi, the awa (River) is central to their communities health and 
wellbeing. For centuries the awa has provided for Whanganui Iwi in the way of food and 
spiritual healing55. 

A whakataukī (proverb) among the people of Whanganui, ‘Ko au te awa. Ko te awa ko au 
– I am the river. The river is me' reverberates the level of empathy and connection these 
people feel towards their river. The strength, spirit and identity of Whanganui Iwi all 
stem from the river. The Whanganui River is considered an ancestor with a whakapapa 
that can be traced back through generations. 

Another whakatuakī of Whanganui Iwi is 'te Taura whiri a Hinengākau – the plaited 
rope of Hinengākau'. This saying expresses the unity between different groups within 

55  “Historical Journey," Our Story, Ngā Tāngata Tiaki o Whanganui, accessed October 6, 2021, https://www.
ngatangatatiaki.co.nz/our-story/historical-journey/.

the iwi despite their battles and possibly opposing alliances. This whakatuakī refers 
to Tamakehu and his wife Ruaka, who had three children. Hinengākau was the only 
daughter and settled in the river's upper reaches, while Tama Ūpoko settled in the 
middle, and Tūpoho travelled to the lower reaches. Each of Tamakehu's children acts as 
an ancestral pillar to Whanganui Iwi, which unites the three groups of the river for time 
immemorial56.

For centuries Māori built along the river banks, using it as a major transport route 
and food source. Māori built ingenious pā tuna (eel weirs) to catch the abundant eels 
travelling through the awa. However, upon the arrival of European settlers in early 1840, 
the pā tuna were destroyed to clear the way for steamboats travelling the river57. Acts 
such as these express the idea that early European settlers did not care for the customs 
and practices of Whanganui Iwi. The European settlement of Whanganui followed a 
similar tone to the numerous other early settlements sprouting around New Zealand at 

56  David Young, “Whanganui Tribes - Ancestors ,” Taonga, New Zealand Ministry for Culture and Heritage Te 
Manatu, February 8, 2005, https://teara.govt.nz/en/whanganui-tribes/page-1.
57  “Whanganui River - Roadside Stories," NZ History, New Zealand History Online, accessed October 6, 2021, 
https://nzhistory.govt.nz/media/video/whanganui-river-roadside-stories.

Te Awa Tupua
Introduction

Figure 17. 'Ko Au te Awa, Ko te Awa ko Au' - I am the river, the river is me. 
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the time, one of disregard. 
From as early as the 19th Century, Whanganui Iwi has forgone the right to assert 
themselves on the river as a protective force and freely express their cultural identity 
through their water uses. Whanganui Iwi has continually fought to achieve the 
appropriate legal guardianship over the river they deserve. 

The following section consists of a summarised account of events leading to the signing 
of Te Awa Tupua Act 2017. This section will focus on critical events outlined and agreed 
upon in the historical claims presented in Ruruku Whakatupua - The Whanganui River 
Deed of Settlement58. This document is a foundational document to Te Awa Tupua Act 
2017, signed in 2014. It outlines how the Crown has agreed to settle the various historical 
claims.

At the beginning of 1840, the Iwi and Hapū of Whanganui (Whanganui Iwi) were 
considered the sole guardians of the river. They exercised their rights and responsibilities 
by following their tikanga (customs). At this time, a large population of Māori lived along 
the river banks and its major tributaries. In May that same year, fourteen Whanganui Iwi 
rangatira (leaders) would sign the Treaty of Waitangi. 

In 1848, the Crown purchased its first area for development in the Whanganui region. An 
86,200-acre block of land with lower reaches of the river running through the middle of 

58  “Ruruku Whakatupua - Whanganui River Deed of Settlement Between the Crown and Whanganui Iwi,” 
Te Kāwanatanga o Aotearoa - New Zealand Government, 2014, https://www.govt.nz/assets/Documents/OTS/Whan-
ganui-Iwi/Whanganui-Iwi-Whanganui-River-Deed-of-Settlement-Summary-5-Aug-2014.pdf. 

History to Whanganui River Claims

it. At this point on, the Crown would actively assert its authority over the river section 
that ran through its purchase. 

By the late 1850s, the Crown's purchase is developing into a growing settlement. 
Legislation is introduced, granting Crown-appointed local authorities the power to 
construct and manage structures on the river. Whanganui Iwi, however, were not 
provided with the appropriate channels to involve themselves in these regulatory bodies 
– leaving them marginalised. 

In 1885, discussions between the Crown and Whanganui Iwi began regarding the 
'improvements' of river rapids to establish a streamer service.  Soon after, in 1887, 
Whanganui Iwi began to protest the scale and detrimental effects of the 'improvements' 
– citing the destruction of their pā tuna (eel weirs), which were a vital food source. The 
Crown dismissed the concerns of the Māori and allowed for the destruction of pā tuna 
to continue. 

Three years later, in 1891, most of the pā tuna had been destroyed. Also, in 1891, the 
Whanganui River Trust Act was passed to "Conserve the natural scenery and protect 
the navigability of the River." Similar to the previously mentioned example with the 

Figure 18. Te Poti village in Pipiriki, in 1885. Women, children, and two men (holding waka paddles) are visible. 2 pataka 
(storehouses) and other buildings can also be seen.
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local authority, there was no facilitation for Whanganui Iwi Māori to join the Trust's 
board. Whanganui Iwi retaliated by protesting the Trust's river works and submitting 
petitions to Parliament. 

The Crown dismissed the complaints made by Whanganui Māori then proceeded to 
expand the powers of the Trust from 1893 to the 1920s. These powers included the right 
to extract and sell gravel found on the River bed. The selling of gravel raised concerns for 
Whanganui Iwi as they quickly realised they were not fairly compensated.  

The Coal-mines Act Amendment Act of 1903 stated that all river beds around New 
Zealand "Shall remain and shall be deemed to have always been bested in the Crown". 
Whanganui Iwi were highly concerned as their beloved river was the longest navigable 
river in Aotearoa, and they had not been consulted. 

In 1927, the Government allowed the Native Land Court to look into a petition 
submitted by Whanganui Iwi. The petition outlined the iwi’s demands, including 
recognition of their River rights and compensation for gravel taking. The petition also 
discussed the destruction of pā tuna (eel weirs) and piharau (lamprey weirs), along with 
inquiries into the profits acquired by the streamer service. 

In 1937, nothing had progressed from the Native Land Court's inquiry which started 
almost a decade earlier. Whanganui Iwi, at this time, continued to claim their interest 
in the river and demanded an investigation into their claim to customary ownership of 
the river bed. This investigation lasted over 20 years, proceeding through several courts 
before concluding in 1962. Many courts found that Whanganui Māori had held a high 
interest in the river bed since 1840 due to customs and usages.

Despite this, in 1949, the New Zealand Supreme Court concluded in favour of 
the Crown. The Court stated that the Coal-mines Act Amendment Act 1903 had 
undisputably decided the ownership of the River bed.

The battle did not stop there. A Royal Commission found, in 1950, that Whanganui Iwi 
would have been the rightful River bed owners but for the Coal-mines legislation. The 
Commission ultimately recommended that the iwi be compensated for gravel extraction. 
Eventually, in 1962, the Court of Appeal ruled that Māori customary River bed ownership 
was lost by the appointment of Crown titles to blocks of river land. 

Meanwhile, in 1958, the Tongariro Power Scheme (TPS) had received the Crown 
ordered Council authorisation required to divert water from the Whanganui among 

other rivers. Whanganui Iwi were not consulted about these decisions or about the 
TPS project itself. 

Whanganui Iwi have maintained their view that they are opposed to the TPS. Since 
it started operations in 1971, the iwi has reported reduced water flows and an overall 
decrease in river health due to the TPS. These impacts have also adversely influenced 
iwi’s spiritual and cultural values. 

A Whanganui River Māori Trust Board was finally established in 1988 to represent 
Whanganui Māori in their negotiations with the Crown. These negotiations were 
established to settle outstanding historical claims upheld by Whanganui Iwi. Ultimately 
the negotiations led to the Māori Trust Board lodging a claim with the Waitangi 
Tribunal on behalf of Whanganui Iwi. Many years later, this claim eventually facilitated 
Te Awa Tupua (Whanganui River Claims Settlement) Act 2017, which finally settled all 
historical claims and granted the River personhood status. 

Figure 20. Steam boats on the Whanganui River, 1907.

Figure 19. This three-fence pā auroa (eel weir) was in the Whanganui River. Pā auroa were built almost in line with the river current, at 
the head of a rapid. They had to be very strong to withstand the river when it flooded.
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Ruruku Whakatupua is made up of two documents: 

1. Ruruku Whakatupua – Te Mana o Te Awa Tupua
2. Ruruku Whakatupua – Te Mana o Te Iwi o Whanganui

Ruruku Whakatupua – Te Mana o Te Awa Tupua focuses on founding the legal 
framework which establishes Te Awa Tupua as a living entity - from the mountain to the 
sea, incorporating all of its connecting tributaries, recognising its tangible and intangible 
elements. 

Ruruku Whakatupua – Te Mana o Te Iwi o Whanganui focuses on Whanganui Iwi's 
relationship to Te Awa Tupua by recognising and strengthening it through a combination 
of cultural and financial reimbursement. 

This document ensures that Te Pā Auroa nā Te Awa Tupua is prioritised in all decisions 
relevant to the Whanganui River or its many connecting tributaries. Te Pā Auroa 
translates to 'the prolonged touch'. It is the name given to the overarching concept 
comprised of seven principal elements59: 

1. Legal recognition of Te Awa Tupua
2. Tupua te Kawa (Te Awa Tupua values)
3. Te Pou Tupua
4. Te Heke Ngahuru ki Te Awa Tupua (Te Awa Tupua Strategy)
5. Te Kōpuka nā Te Awa Tupua (Te Awa Tupua Strategy Group)
6. Vesting of the Crown-owned bed of the Whanganui River
7. Te Korotete o Te Awa Tupua (Te Awa Tupua fund)

The majority of these principles focus on the legal establishment of Te Awa Tupua, 
including its structural and strategic planning. The settlement determined that Te Pou 

59  New Zealand Government, “Ruruku Whakatupua.”. 

Ruruku Whakatupua - The Whanganui River Deed of Settlement
Ruruku Whakatupua - Te Mana o Te Awa Tupua

Tupua and other supporting groups would represent Te Awa Tupua as a living entity. 
Te Pou Tupua is the physical representation of Te Awa Tupua, made up of elected 
representatives with a $30 million fund dedicated to the health and wellbeing of the 
river. Tupua te Kawa summarises the essential principles at the core of Te Awa Tupua, 
acting as a manifesto. The Whanganui Iwi's cultural beliefs underpin these principles 
that this settlement strives to push forward as the criteria for dealing with Te Awa 
Tupua. 

Figure 21. Structure of Ruruku Whakatupua - Te Mana o Te Awa Tupua (Figure by author).

Figure 22. Te Pou Tupua Turama Hawira (left) and Dame Tariana Turia with Whanganui iwi leader Gerrard Albert at the 
inauguration ceremony.
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These principles will provide an overarching framework for the project; utilising them is 
crucial in expressing the essence of Te Awa Tupua. As outlined in Ruruku Whakatupua – 
Te Mana o Te Awa Tupua under section Tupua te Kawa60: 

60  New Zealand Government, “Ruruku Whakatupua.”.

Ruruku Whakatupua - Te Mana o Te Iwi o Whanganui

Ruruku Whakatupua – Te Mana o Te Iwi o Whanganui is the second document 
which makes up the Deed of Settlement. This document predominantly focuses on 
mending the relationship between the Crown and Iwi. It contains the following five 
sections, which range from a recognition of historical claims to financial compensation61:

1. Crown acknowledgements and apology
2. Te Pākurukuru: Whanganui Iwi – Crown relationship Agreement
3. Whanganui Iwi standing
4. Customary activities
5. Financial redress

Crown acknowledgements and apology 
In this section, the Crown recognises the wrongs of the past. The agreed-upon historical 
account shows the wrong-doings of the Crown; it shows the negative impacts it had 
on the River and Whanganui Iwi. The Crown acknowledges this historical account 

61  New Zealand Government, “Ruruku Whakatupua.”.

and issues a formal apology for any of the negative impacts caused by their actions. 
Fundamentally this section focuses on building a foundation for the new relationship 
between the Crown and Whanganui Iwi, fostered on mutual respect and recognition. 

Te Pākurukuru: Whanganui Iwi – Crown relationship Agreement
Building off of the previous section, Te Pākurukuru focuses on the essence of the new 
Crown-Iwi relationship. Te Pākurukuru roughly translates to 'the figurehead', referring 
to the figureheads featured the prow of a canoe. This name is significant to this Crown-
Iwi relationship agreement in that it represents the start of a journey based on the 
mutual commitment of both parties. 
 
Whanganui Iwi standing
Understanding how much this river means to Whanganui Iwi requires the legal 
recognition that iwi has a more significant interest in the river than other members of 
the general public. The responsibility bestowed upon Whanganui Iwi through their 
tikanga requires them to care for the health and wellbeing of the Te Awa Tupua, and 
that process must be respected. Never again will Whanganui Iwi face marginalisation 
from decisions that directly impact their awa. The Crown ensures that the governing 

Tupua te Kawa - Te Awa Tupua core values

Figure 23.1 Tupua te Kawa - Te Awa Tupua Core Values (Figure by author). 
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bodies of Te Awa Tupua will be heavily involved in all matters involving or related to Te 
Awa Tupua.    

Customary activities
With this document comes the end of a century-long battle for freedom of cultural 
identity on the river. An integral part of Whanganui Iwi's cultural identity relies on their 
physical connection to the river. The Crown agrees to allow Whanganui Iwi to construct 
culturally significant structures freely on the river without the need for prior consent. 
The agreement extends to all customary river activities, such as waka launching and 
collecting river stones. 

Financial redress
As demanded by Whanganui Iwi for decades, the Crown finally agrees to compensate 
Whanganui Māori financially – to go towards the overall advancement of Te Awa Tupua 
and Whanganui Iwi. Whanganui Iwi received $80 million from the Crown, with a 
further $1 million going towards establishing the Te Pā Auroa Nā Te Awa Tupua, the Te 
Awa Tupua strategy group. 

Pūrākau best translate to 'mythological traditions', often shared in oral form, that help 
Māori rationalise and contemplate the world. Pūrākau are echoed through generations, 
repeating stories passed down that reverberate the Māori creation story. The narrative 
of creation transcends through all aspects of Te Ao Māori. For example, each time 
somebody recites their whakapapa, ritualistically, the world is recreated. Pūrākau act 
as a bridge between the physical and metaphysical world62. Pūrākau also help to teach; 
they pass on lessons that reflect the cultural complexities of their time. Contemporary 
research suggests that pūrākau also have a significant role to play in the processes of 
social decolonisation63. 

The challenge of pūrākau comes with the appropriate display and delivery of the 
traditional oral art form. A paper published by indigenous studies researcher Jenny 
Lee from The University of Auckland, Māori cultural regeneration: Pūrākau as pedagogy – 
discusses the challenges and opportunities with pūrākau portrayals. The paper begins by 

62  “Creation and the Māori World View,” New Zealand Ministry for Culture and Heritage Te Manatu Taonga, 
Te Ara, accessed October 8, 2021, https://teara.govt.nz/en/maori-creation-traditions/page-3.
63  Jenny Lee, “Decolonising Māori Narratives: Pūrākau as a Method,” MAI Review 2, no. 3 (2009): 1–12, http://
www.review.mai.ac.nz.

Pūrākau and Narrative
Pūrākau

recognising pūrākau portrayals as an art form - paying respect to the ancient masters 
of the art. They had the gift of being able to communicate these essential cultural 
narratives to the masses. Despite this, the paper approaches the idea of pūrākau 
portrayal with an open mind. 

The author argues that the genre of pūrākau has many opportunities for diverse 
portrayal, and intrinsically they possess the tools to move people emotively. When 
discussing the possibilities within pūrākau portrayal, the paper recalls the various 
ways these stories can appeal to different human emotions. "The stories ranged from 
dramatic, spontaneous, and humorous to austere and serious (or a combination of these 
things). Pūrākau could arouse the imagination, inform and inspire, warn and persuade, 
maintain relationships, protocols, rituals and rules. As opposed to mere accounts of 
experiences, pūrākau were purposely crafted stories that appealed to the audience's 
aural, visual and emotive senses."64. 

64  Jenny Lee, Te Kawehau Hoskins, and Wiremu Doherty, “Māori Cultural Regeneration: Pūrākau as Pedago-
gy” (The University of Auckland, 2005).

Figure 23. Nanny Wahi Teki and Nanny Biddy signing Te 
Hainatanga o Ruruku Whakatupua - August 5th, 2014. 

Figure 24. Gerrard Albert with Treaty of Waitangi Negotiations 
Minister Christopher Finlayson at the signing of Ruruku 
Whakatupua - August 5th, 2014. 
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The possibilities of pūrākau portrayal are virtually endless. Over recent decades pūrākau 
has become more popular as a display of Te Ao Maori. In 1990, the story of Papatūānuku 
and Ranginui was conveyed in a live production titled 'Rangi & Papa'. This production 
took place at the Aotea Centre in Auckland and featured a large cast acting out the 
various components of the creation story65.

Most recently, during the 2011 Rugby World Cup (RWC), a pūrākau of the Māori 
creation story was continuously displayed at the 'Waka Māori' pavilion located along 
Auckland's waterfront. This display came in the form of a 3D-animated audio-visual 
portrayal of the separation of Papatūānuku and Ranginui. A narrator's voice follows the 
journeys of Māui and Aoraki as they, along with their brothers, fish up the North and 
South Islands of Aotearoa. Within only mere minutes, international visitors attending the 
Waka Māori pavilion would have a good understanding of a story fundamental to Māori 
existence without them even realising they were learning66. 

65  Glenys Stace, “Rangi & Papa. Aotea Centre” (Ngā Taonga - Sound & Vision, 1990), https://www.ngataonga.
org.nz/collections/catalogue/catalogue-item?record_id=106619.
66  “Waka Maori Animation,” Animation Research LTD, 2021, https://arl.co.nz/arl-news/134-waka-maori-anima-
tion.

Other recent examples of pūrākau displays integrate a similar audio-visual style as to 
the pūrākau displayed at the RWC. The audio-visual medium seems to offer the most 
significant opportunities with the creative and expressive potential of pūrākau without 
undermining the traditional oral aspect of the art. Unlike the RWC pūrākau installation, 
many contemporary Māori artists prefer to use live performers in stories of their 
ancestors rather than animations. 

An immersive live performance titled Ihi by Lisa Reihana transcends the barriers of 
audio-visual and live performance mediums by working with large screens as a stage for 
her contemporary renditions of traditional Māori figures. Also presented at the Aotea 
Centre, visitors were invited to immerse themselves in a display of sound and light 
radiating from two giant screens. For the performance of Ihi, Reihana chose to portray 
Tāne and Papatūānuku. Auckland Live has deemed this performance "The largest and 
most significant work of contemporary Māori art in Aotearoa, New Zealand."67. The 
performance opens with Papatūānuku stroking her belly to the visitors and tilting her 

67  “Ihi, by Lisa Reihana ,” Auckland Live, 2021, https://www.aucklandlive.co.nz/show/ihi.

head up to the sky, symbolically alluding to her connection to Ranginui and her 140 
children. They are all considered Atua (Gods). When discussing the portrayal of 
these traditional figures, Reihana states that these figures' portrayals were different 
from those expressed in the past. Reihana believes that contemporary readings 
of traditional Māori figures and principles can lead to a greater understanding of 
Mātauranga Māori in the modern Aotearoa context. Figure 25. Screenshot from Tales from the mythologies of Creation, Maui and Aoraki animation.

Figure 26. Visitor viewing the performance of Ihi from the balcony 
in the Aotea Centre.

Figure 27. Personification of Papatuanuku and Tāne in Ihi. 
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The authors of the paper state that in its minimum form, a narrative is simply a 
'Representation of Events'. If a narrative incorporates more of these categories, the 
narrative grows in complexity while nurturing expression potential. Narratives that 
incorporate all of these categories are typical of Hollywood films and fairytales that 
chronologically present an emotive series of events, leading to a climax. 

There are various ways a designer may employ a narrative throughout his design. The 
paper categorises different typologies of narrative use to understand where exactly 
narratives occur in a design. The authors conclude that some designed objects may 
directly induce the recollection of a narrative while others utilise narrative to support the 
design process. In the case of architecture, the authors argue that the narrative is external 
to the object. They use modernist architecture as an example. Stating that, innately, 
these designs contained a narrative that instructed users on how to live better lives. 
The use of this narrative, whether explicit or not, is external to the object. The object 
itself, a building, has to remain a building that safely and efficiently houses its visitors – it 
should allude to the narrative but never attempt to become the narrative itself and risk its 
performance as a building. 

Narratives in Design: A Study of the Types, Applications and Functions of Narratives in 
Design Practice68  is a paper published in 2013 that evaluates narrative effectiveness as an 
expressive tool in design. Due to the subject's ubiquity, the study begins by analysing the 
various defining characteristics of narrative - formulating categories to judge what is and 
is not a narrative: 

1. Representation of Events 
2. Chronological 
3. Characters 
4. Causality or Agency 
5. Values and Emotions 
6. Conflicts and Climax 

68  Silvia Grimaldi, Steven Fokkinga, and Ioana Ocnarescu, “Narratives in Design: A Study of the Types, Applica-
tions and Functions of Narratives in Design Practice,” Proceedings of the 6th International Conference on Designing Pleasurable 
Products and Interfaces, DPPI 2013, 2013, 201–10, https://doi.org/10.1145/2513506.2513528. 

Narrative

Figure 28.  Illustration from Hansel & Gretel 1925 by Kay Neilsen.

Figure 29. Villa Savoye built in 1929 by Le Corbusier, an iconic 
example of modern architecture.

Figure 30. Fallingwater House built in 1939 by Frank Lloyd 
Wright, another modernist classic. 
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The designers at Studio Weave in London understood the power a narrative could have 
on a design. Titled 'Freya’s Cabin and Robin’s Hut’, this project revolves around the design 
of a pair of visitors centres. These centres live on opposite sides of northern Europe’s 
largest artificial lake, Kielder Water. A walking trail of art and design interventions 
circulates the body of water, eventually connecting the two centres. In honour of the 
artificial nature of the site, Studio Weave decided to create a story inspired by folklore, to 

accompany their centres69. 

The story tells the tale of love between two adventurers named Freya (Inspired by 
the Norse goddess) and Robin. One day Freya falls madly in love with Robin, whom 
she spots living in a Hut across the lake. Her love for him drove Freya to construct a 
Cabin made in the image of the trees and forest that Robin loved so much. She wanted 
to make the cabin as beautiful as possible for Robin, so she carefully collected all the 
different branches and flowers she could find to make a charming forest.  Freya carefully 
arranged and pressed down these layers of branches and flowers until the cabin was 
completely sealed. One day, to Freya’s surprise, she sees Robin rowing off in the distance, 
unappreciative of her present to him. Freya started to cry tears of gold that engulfed her 
cabin; however, the glimmering gold drew Robins attention. The gold from Freya’s tears 
had finally highlighted the beauty of her cabin to Robin. Freya and Robin sailed away into 
the distance to live happily together forever, leaving behind the Cabin and the Hut until 
they return. 

69  Rose Etherington, “Freya’s Cabin by Studio Weave,” Dezeen, January 25, 2010, https://www.dezeen.
com/2010/01/25/freyas-cabin-by-studio-weave/.

The physical structure of Freya’s Cabin offers the visitor evidence of Freya and Robins 
story. The cabin is constructed from pressed layers of plywood, CNC-cut in the shape 
of trees branches and held together using tension rods - while perforated copper sheets 
wrap the exterior of the building. The narrative elevates the design of a Cabin and Hut 
to a fantastical stage, where visitors can physically trace the remains of Freya and Robins 
love story. The narrative explicitly elevates specific attributes of the project, such as the 
pressed plywood layers and a shiny copper exterior, to make a more significant impact 
on the visitor. 

When one imagines the project with the absence of the created narrative, the power 
of Freya and Robin becomes clear. The creation of this story, in a way, anchors the 
design to its site. It gives the cabin and hut a clear rationale for everything it does, from 
locality to materiality; in the case of this project, an artificial site allowed for the use of 
an artificial narrative. Many sites, especially in Aotearoa, New Zealand, are rich in local 
history, narrative and pūrākau. Unlocking, utilising, and anchoring to these gems of gold 

allows for a more contextually conscience design. 

Figure 31. (left) Robins Hut
Figure 32. (Middle) Freya's Cabin sitting in the snow adjacent to Kielder Water. 
Figure 33. (Right) Freya's Cabin nestled in the Snow

Figure 34. Forest inside of Freya's Cabin
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In a way, pūrākau can be considered as descriptive and emotive stories that accompany 
whakapapa. Whakapapa is the thread that runs through all living things connecting 
them through an eternal genealogical chart70. Tina Ngata dissects her knowledge on the 
whakapapa of wai (water) in ‘Mountains to Sea: Solving New Zealand’s Freshwater Crisis’71.  
The following section recounts Ngata’s writing and subsequently forms a genealogical 
chart of Atua. 

Wainuiātea occurs as the first manifestation of water in Ngata’s whakapapa of wai. 
Wainuiātea is the expanse and gathering of all eternal waters – also Ranginui’s (Sky 
Father) first partner. The parting of Papatūānuku (Earth Mother) from Ranginui signals 
the first appearance of freshwater in the form of mist and rain – Papatūānuku sighs 
causing mist and Ranginui’s tears causing rain. Te Ihorangi, the first sacred teardrop, 
became the Atua of rain – ancestor to hundreds of raindrops that followed, each with a 
different name. Te Ihorangi also is considered a parent to Tuna (Freshwater Eel). 

70  Lee, “Decolonising Māori Narratives”, 22. 
71  Joy et al., Mountains to Sea, 20.

The Brief Whakapapa of Water Whanganui Pūrākau Study

Pūrākau are sacred to Mana Whenua and often are kept private within iwi and hapū 
to avoid outside influence. Two pūrākau which are widely available from numerous 
sources are the story of the taniwha in the Whanganui River and Taranaki and 
Tongariro. The details and personifications of Atua and their events tend to change 
among different Māori groups around the country. For instance, in the taniwha on the 
Whanganui River, the personification of Tūtaeporoporo (taniwha) changes based on 
the whakapapa of the people telling it. The general accounts are still the same; however, 
different storytellers may personify the taniwha positively or negatively based on their 
heritage. 

This separation of land and sky gives birth to all-natural things, including freshwater, 
and the two figures are held apart by Atua Tāne (God of the trees and forests). Tāne 
is a complex Atua with various forms. In this form, he is considered Tāne-Toko-Rangi 
(Tāne who holds up the sky). Another form of Tāne includes Tāne te Waiora (Tāne of 
the life-giving waters). He is acknowledged as the Atua responsible for proving wellbeing 
and prosperity, water, and light. Tāne te Waiora’s union with Hinetūparimaunga (God 
of the mountains) resulted in the personification of freshwater on earth in the form of 
Parawhenuamea. Tuna was placed in the joint care of Hinemoana (God of saltwater) and 
Parawhenuamea. 

Figure 35. The whakapapa of freshwater as described by Tina Ngata (Figure by author).
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Figure 37. Tutaeporoporo, The Taniwha 
of the Whanganui. 

creatures that live in the water. The taniwha’s spiny back is said to be its mauri, its source 
of strength – so it must have been thought to resemble, in this respect at least, the male 
tuatara, which has spines that stand erect when it is excited73.

73  Reed, Earth, Ocean, Sky, 27.

Ruapehu, Ngauruhoe, Tongariro and Taranaki all once stood together in the centre of 
Te-Ika-a-Maui (the North Island), along with the only and beautiful maiden, Pihanga. 
Although all the other mountains wanted Pihanga, she eventually chose Tongariro to be 
her husband. The mountains all lived in peace for many centuries until Tongariro caught 
Pihanga and Taranaki together in a love affair one night. A significant and violent conflict 
ensued. Tongariro erupted, projecting hot stones and volcanic lava over Taranaki, forcing 
him to flee. As Taranaki fled, he left behind a trench in the earth. Taranaki first travelled 
west, and upon reaching the coast, he continued north. He eventually found peace there 
in a location where the people called him Mount Egmont. Next to Tongariro, up in the 
mountains, a stream filled with beautifully clear water began to fill into the crater left 
behind by Taranaki. This body of water formed the Whanganui River – Te Awa Tupua 
that we know today72.

72  Alexander Wyclif Reed, Earth, Ocean, Sky : Te Ao Tūroa, (North Shore, New Zealand: Raupo, 2008), 15.

Taranaki and Tongariro  Taniwha in the Whanganui River

The Whanganui River, being a great river, was the home of many taniwha. Most were 
friendly when treated well, but the taniwha Tūtaeporporo had come from another tribal 
region to seek revenge. Tūariki, Tūtaeporoporo’s master, had lived at Rangitīkei, south-
east of the Whanganui. While on a visit to Whakatū (where the town of Nelson now 
stands), Tūariki caught a young shark and kept him as a pet. He took this creature back 
to Rangitīki, he looked after him well, and in time the shark turned into a taniwha. Then 
Tūariki was killed by some men from the Whanganui region, and Tūtaeporoporo set out 
to avenge his master. He stayed for a while at the river-mouth, then moved to the rapids 
upstream. Finally, he settled down at the mouth of the Purua Stream, where it enters the 
Whanganui below a ridge known as Taumahaaute. 

There he laid waste to the region, killing great numbers of people. In the end, 
Tūtaeporoporo was destroyed by Aokehu, a man of the Ngā Rauru tribe who lived at 
Waitōtara, some distance from the river. Aokehu used magic to overcome the taniwha, 
boldly entering his body then reciting a potent karakia, a ritual chant, to make him weak 
and helpless. In his karakia, he identifies himself with Tū, god of war, and with Rangi, the 
sky. He pretends at first to regard the taniwha as a fearsome, awesome demon, but then 
he scornfully calls him a little cockle and a sandhopper – the most insignificant of the 

Figure 36. Mt Ngauruhoe, Tongariro National Park, New Zealand. 
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Museumology

Museums are commonly public buildings that display cultural, historical, scientific, and 
artistic knowledge, intending to protect and disseminate this knowledge to the broader 
public. Museums can be thought of as vehicles for storytelling. Each museum has a 
narrative that it conveys through the objects it collects and deems valuable. This narrative 
could even extend to the design of the building itself.  The driving force behind the 
collection and protection of these narratives is public awareness. Museums around the 
world are speaking to us, and it is this dialogue and recognition of existence that helps to 
protect the stories told by the museum. 

Museology refers to the overarching theoretical discussions relating to a museum 
and its role in society. The field involves the study of museum history, following the 
developments in curatorship and museum experiences, along with the evaluation of 
current museum management and practices. A fundamental truth to museology is the 
idea that the aesthetic value of an object comes second to the intrinsic meaning of the 
object. Museums have an ethical responsibility to act as reliable sources of information. 
As public bastions of culturally related knowledge, museums are especially responsible for 
preserving and disseminating cultural knowledge most susceptible to being lost. 

Water Museums are museums which, “display, all around the world, a unique repository 
of different forms of humankind’s connections with water and its natural, cultural, tangible and 
intangible heritage”74. Throughout each country, they display and construe techniques, 
artefacts, and traditional cultural understanding to promote and preserve the local 
knowledge of water-related customs and values that can still inform and influence the 
way water is understood today. 

United Nations Educational Scientific and Cultural Organisation (UNESCO) endorses 
The Global Network of Water Museums (GNWM) initiative and operates within the 
UN’s Sustainable Development Goals (SDGs)75 frame. The establishment of a global 
network of water museums aims to help exchange knowledge and best-practice for 
sustainable water-management models and assist in the emergence of new water culture. 
“Museums can play today a key role in water awareness education, linking ancient knowledge to 
contemporary agendas for developing sustainable solutions to the global water crisis”76. 

74  UNESCO, “A Global Network of Water Museums,”.
75  UNESCO, “THE 17 GOALS,”.
76  UNESCO, “A Global Network of Water Museums,”.

UNESCO Water Museums

In the past, the world has utilised technocratic water-management approaches, resulting 
in water scarcity, pollution, melting glaciers, desertification, depletion of resources, 
declines in biological and cultural diversity, human displacement, and the economic 
exploitation of water. Simultaneously, water has become increasingly more invisible 
and has moved further from people’s consciousness – making it more vulnerable than 
ever. The water museum initiative seeks to reinterpret the way humankind currently 
views water and realign it to a more holistic and well-informed one that overcomes the 
narrowness of the previously tested technocratic approach. 

Furthermore, the Global Network initiative aims to reach new audiences worldwide, 
substitute and communicate a sustainable and enlightened outlook on water and its 
management. “The Global Network actively promotes a new relationship between humanity 
and water: a new water ethics, which helps to reconnect people with the tangible and intangible 
heritage of water, including its social, cultural, ecological, artistic, and spiritual dimensions”77. 

77  UNESCO, “A Global Network of Water Museums,”.

Figure 38. The Various Roles of Museums (Figure by author).
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A water museum is a relatively new and undefined typology, resulting in a disconnected 
view of what a water museum should be. There are currently numerous examples of 
water museums recognised by UNESCO including, pavilions, historical tours, and water 
management facilities. For this research, it would be practical to highlight and analyse 
a water museum as an architectural precedent; to understand how the built form can 
reflect a museum’s underlying core ideas. 

The city of Lanjarón, Spain, overlooks the Andalusian mountain range and is famous for 
its mineral water and local crafts. Five major natural springs produce all of Lanjarón’s 
water that attracts many visitors each year from around the country. A famous Moorish 
spa, built centuries ago, still operates between March and December and has healing 
powers. People come from all around Spain to drink, bathe, and pray in the mineral 
water78.  

Designed by architect Juan Domingo Santos in 2009, this water museum project 
recognises water's ongoing role in the city's history. However, Santos also explores 
the phenomenological dimension of water beyond its simple concept as an industrial, 
curative or technological resource. The museum offers numerous permanent and semi-
permanent thematic and audio-visual exhibitions. These exhibits work with the galleries, 
which house them to create reflections of light and sound that further expand the 
boundaries of water as a material. 

78  Catherine Slessor, “Water Museum by Juan Domingo Santos, Lanjarón, Spain,” Water Museum, The Archi-
tectural Review, May 14, 2010, https://www.architectural-review.com/today/water-museum-by-juan-domingo-santos-lanja-
ron-spain.

The project required a good water source, finding a suitable site in a northeastern 
section of Sierra Nevada. The section coincides with the entrance to the regional 
National Park. The new museum's experience transcends the boundary of the walls, as 
a modestly designed trail extends out to local water-related water monuments. These 
monuments include a public laundry and an old watermill. 

Water Museum  - Juan Domingo Santos, 2009

Figure 39. Courtyard featuring orange trees and cut tree logs. Water can be seen reflecting in the 
background, at different times of the day this courtyard will overflow with water. 

Figure 38.1 The Role of the UNESCO Water Museum Initiative (Figure by author).
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“Water is the museum's physical and metaphorical theme. Its refreshing and brilliant 
presence permeates the row of buildings and courtyards - water channels in a series of 
interconnected basins that run through the museum from the river”79. A new precast 
concrete courtyard contains a shallow pond that fills with water and overflows at specific 
points in the day. Eucalyptus logs cut horizontally sit at the bottom of the pond, revealing 
themselves occasionally80. Santos states, “The shade and scent of the orange blossom, 
the sound of the water and the reflections when the courtyard is flooded all create a 
refreshing atmosphere.”81. 

79  Slessor, "Water Museum,".
80  Slessor, "Water Museum,".
81  “AguaTextos_eng,” Juan Domingo Santos Architects, accessed October 6, 2021, https://www.juandomin-
gosantos.com/Juan_Domingo_Santos/AguaTextos_eng.html.

Set into the banks of the Korana River, Croatia, lays the Karlovac Freshwater Aquarium, 
an educational facility designed for people from all walks of life, from scientists to young 
children or anyone else who appreciates freshwater biodiversity. The facility aims to raise 
awareness about the unique local biodiversity of the Korana River while setting in place 
policies that ensure the protection of its different life forms. Due to Croatia’s geographical 
location, two-thirds of the nation’s freshwater fish species have travelled from the Black 
Sea or the Adriatic Basin, resulting in a uniquely diverse freshwater ecosystem. The 
museum endorses ideas surrounding sustainable tourism that showcase Croatia’s unique 
natural environments. The freshwater aquarium showcases the regions flora and fauna, 
including over 30 endemic species of freshwater fish and plants that can only be found in 
the geographical regions adjacent to the Korana River. 

The museum’s design imitates the shape of a karst river. Visitors are to circulate through 
the designed path, along the way encountering displays of various habitats prevalent 
along the Korana River82. The building is partially buried into the earth, with walls 

82  “Aquatika – Freshwater Aquarium, Karlovac, Croatia," Water Museums, UNESCO, accessed October 23, 2021, 
https://www.watermuseums.net/museum/aquatika-freshwater-aquarium-karlovac-croatia/.

Karlovac Freshwater Aquarium  - 3LHD, 2016

Figure 40. (Top) Inside the timber structure.

Figure 41. Audiovisual galleries inside the repurposed sections of the building. 

Figure 42. View of the Karlovac Freshwater Aquarium from above, showing the building cut into the earth. 
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In recent decades more and more museums are starting to shift the way they approach 
designing their museum experience. Traditional methods of curatorship have been 
replaced by ones built upon technological advancements. Ideas surrounding optimum 
learning environments and engagements are changing. Visitors are increasingly seeking 
out museums deemed to offer an authentic experience – ones where the visitor 
is immersed into the museum's narrative, interactively experiencing the displayed 
knowledge. The integration of technology with museological curatorship offers new 
opportunities in experiential design. This newly evolving marriage provides the visitor 
with an experience that may otherwise be impossible outside the museum's walls84. 

An example of this museological shift can be seen in the National Museum of Singapore. 
The museum is the nation’s oldest remaining museum, dating back to 1849. Despite this, 
through the years, it has demonstrated its ability to transcend museological periods85. 
First opening in 2017, the museum now features an immersive digital exhibition dedicated 

84  Achiam Marianne et al., Experimental Museology (New York: Routledge, 2021), 24.
85  “National Museum of Singapore," Welcome, Government of Singapore, accessed October 14, 2021, https://
www.nhb.gov.sg/nationalmuseum/.

morphing into grassy hills leading to the earth roof. The building aims to respond to the 
newly developed waterfront by strategically designing approaches and creating pockets 
of open space used as a public amenity. The exhibitions start outside the walls of the 
building, with water surfaces displayed in the open public square. Water from the river 
is introduced into the building through a series of ramps. Viewing galleries and displays 
are designed around this path, inviting visitors to view the river and its inhabitants from 
different angles83. 

83  “Karlovac Freshwater Aquarium and River Museum / 3LHD," ArchDaily, accessed October 23, 2021, https://
www.archdaily.com/799671/karlovac-freshwater-aquarium-and-river-museum-3lhd.

Curatorial Advancements

to the country’s various flora and fauna. The exhibition follows the development of the 
island nation, focusing on urbanisations impact on natural life. The digital exhibition 
focuses on bringing to life historical natural paintings and drawings, rendering them 
into existence, displaying them on floor-to wall monitors that circulate the rotunda. 
As visitors enter the lightless rotunda, they are surrounded by a show of colours and 
animations. The virtual forest fills the walls while the sounds of the birds and blowing 
wind can be heard in the distance – a true feast for the eyes and ears. The exhibition 
is accompanied by a smartphone application that offers comprehensive information 
on Singapore’s natural life; however, this is purely optional. A benefit to this kind of 
technological integration is that it eliminates the need for virtual reality headsets that 
can negatively impact the visitor's museum experience86. 

86  Lucy Ng, “How Are Museums Harnessing Immersive Technology to Provide Experiences? ,” Museum Next , 
January 28, 2021, https://www.museumnext.com/article/how-are-museums-harnessing-immersive-technology-to-provi-
de-experiences/.

Figure 43. The basement level freshwater displays where visitors view the Korana river from the point of view of other fish. 

Figure 44. National Museum of Singapore, The story of the Forest. 
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Over the past two decades, New Zealand museums have increasingly developed 
relationships and partnerships with their local Māori community. These relationships 
focus on the involvement and contribution of Mana Whenua through all aspects of 
museum management, including the appropriate collection and care for culturally 
significant objects and taonga. These developments are spearheaded by the broader 
shift in the national museological landscape throughout the early 2000s. This shift saw 
museums morphing into kaitiaki of collections, responsible for protecting and displaying 
cultural knowledge on behalf of their communities – not for themselves87. New museum 
collection ownership models endorsed the idea that taonga remain in the ownership of 
Mana Whenua while being preserved and displayed at museums on their behalf. 

Despite this shift, according to Puawai Cairns, a researcher at Te Papa Tongarewa – 
Museum of New Zealand - there remains a distinct sense of uneasiness regarding the 
notion of decolonising our museological landscape. Cairns delivered a speech at the 
International Centre for the Study of the Preservation and Restoration of Cultural Property in 

87  Museums O Aotearoa Te Tari Nga Whare Taonga O Te Motu, “A Strategy for the Museum Sector in New 
Zealand,” April 2005, 12.

ReMāorification

late 2019. Cairns discussed the core ideas most problematic to decolonisation during that 
speech. Highlighting that indigenisation never be realised while the system fundamentally 
favours the colonizer. In a series of talks between respected Māori scholar Dr Moana 
Jackson and Cairns, the pair discussed the issue of indigenisation before deciding on the 
term ReMāorification as a more fitting title. The pair would imagine a landscape where 
colonization does not exist, essentially freeing themselves of the limitation enforced by 
its existence. The final question was, what does Māorification in a museum look like? 
The result was seven principles that endorse ideals of biculturalism and mutual respect, 
reflecting the future of Aotearoa’s museums88:

88  Puawai Cairns, “Decolonise or Indigenise: Moving towards Sovereign Spaces and the Māorification of 
New Zealand Museology ,” Te Papa Blog, February 10, 2020, https://blog.tepapa.govt.nz/2020/02/10/decolonise-or-indi-
genise-moving-towards-sovereign-spaces-and-the-maorification-of-new-zealand-museology/.

ReMāorification Principles

Figure 44.1 ReMāorification Principles (Figure by author).
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Developing an Architectural Framework

A pivotal part of this project relies on identifying a set of relevant principles that can 
instruct the design process—essentially giving a structure to the project's rationale. 
A benefit of highlighting, collating, and implementing these principles is that they 
help keep a certain level of coherence between various design decisions. The term 
‘Architectural Framework’ has been used throughout this project to refer to the set of 
organised principles identified as having a benefit to the design process. The architectural 
framework process follows a four-step method; collection, rationalisation, organisation, 
and application. Throughout this chapter, Te Aranga Māori Design Principles and 
architect Peter Zumthor’s principles will be collected, rationalised, and organised into the 
projects existing principles of Te Awa Tupua. Throughout the design stage of the project, 
the collected rationalised and organised principles will be applied. 

Through the research stages, the framework was able to identify and collect fundamental 
principles relating to Te Awa Tupua. These principles dictate how to deal with Te Awa 
Tupua appropriately and are the overarching principles for the project. Moving to a 
broader scale, in New Zealand, we have the Te Aranga Māori Design Principles, which 
dictate how to connect mātauranga Māori to all landscapes in Aotearoa, whether urban 
or rural. Te Aranga principles offer an ‘actions based set of principles mainly relating to 

how designs should recognise and celebrate various aspects of te ao Māori. Together, 
these sets of principles help guide the project's broader aspects, such as site planning, 
cultural expression, and assessing environmental impacts.

Using Te Awa Tupua and Te Aranga principles as a base, the project then proposes 
collecting and rationalising principles employed by Swiss architect Peter Zumthor to 
introduce more architectural focused principles. Zumthor’s principles focus on ways to 
approach different aspects of building design, from carving spaces to the compatibility 
of materials. Zumthor is a master at unlocking narratives within a landscape. His projects 
have been celebrated for their critical attention to the contextual landscape. Zumthor 
is also a master of materiality and spatial design. His works, such as the Bruder Klaus 
Field Chapel, push the boundaries of how we consider the practice of designing space. 
Zumthor is exceptional in the fact that he is a world-famous architect and architectural 
writer. His books, such as Thinking Architecture, Atmospheres, and A Feeling of History, offer 
a unique insight into the working of an architectural genius as he dissects his various 
design rationales. 

Figure 45. Developing an Architectural Framework (Figure by author). Figure 46. Integration of Various Principles in Architectural Framework (Figure by author).
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Te Aranga Māori Design Principles

As discussed in previous sections, te ao Māori recognises and celebrates our natural 
landscape's tangible and intangible aspects. In the early 2000s, the New Zealand 
Ministry for the Environment recognised that the term Urban Design was insufficient in 
properly relating to te ao Māori as it did not facilitate intangible environmental 
expression. The Te Aranga Principles were produced in close collaboration 
with Mana Whenua to offer designers an appropriate lens for designing within 
Aotearoa. This set of action-based principles ultimately was produced to help 
enhance the presence, visibility, and influence of Mana Whenua throughout 
Aotearoa’s designed landscape89. 

To Māori, there are no distinctions between rural and urban realms. Whether designers 
are working on a project in the heart of Auckland City or King Country, the principles 
offer a well-rounded framework for Māori design. “These principles provide direction 
to influence and guide design process for project teams to positively engage with Mana 
Whenua, and to work with their values, principles, and aspirations to help shape the built 

89  “Te Aranga Principles,” Auckland Design Manual, Auckland Council, accessed May 29, 2021, https://www.
aucklanddesignmanual.co.nz/design-subjects/maori-design/te_aranga_principles.

environment and create distinctive outcomes”90. As part of formulating an architecture 
framework, the project will represent each Te Aranga principle through a created symbol 
symbol. The symbols will later be used in the superimposition and application process. 

1. Mana 
2. Whakapapa 
3. Taiao 
4. Mauri Tū
5. Mahi Toi 
6. Tohu
7. Ahi Kā

90  Auckland Design Manual, “Te Aranga Principles.”.

Mana 
The principle of Mana predominantly focuses on the recognition and respect of Mana 
Whenua. This comes with an underlying recognition and respect of Te Tiriti o Waitangi 
/ The Treaty of Waitangi, along with all other documents encompassing relationships 
and dealings with Mana Whenua. Designers must ensure that relationships with Mana 
Whenua are established early on in the design phase. Working closely and early with 
vested Mana Whenua groups will facilitate the appropriate expression of Tikanga, 
cultural narratives and mātāuranga91. 

Whakapapa 
The principle of Whakapapa refers to the appropriate naming and celebration of Mana 
Whenua ancestral names. The principles instruct designers to do the appropriate 
research into the names of places.  This principle comes with the understanding that 
there are always layers of Māori history buried just below the surface of European New 
Zealand92.

91  Auckland Design Manual, “Te Aranga Principles.”.
92  Auckland Design Manual, “Te Aranga Principles.”.

Figure 48. Whakapapa (by author).

Figure 47. Mana (by author).
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Taiao 
The principle of Taiao focuses on the re-establishment and support of Aotearoa’s natural 
world. Recognising indigenous flora and fauna that are significant to Mana Whenua, 
thickening of local biodiversity, and planting tree species as seasonal indicators all fall 
under the scope of Taiao. Taiao also helps designers establish and manage traditional 
Mana Whenua food/cultural resources, facilitating active Mana Whenua kaitiakitanga93.

Mauri Tū 
The principle of Mauri Tū also focuses on Aotearoa’s natural landscape, however with a 
greater emphasis on the broader environmental impacts. Mauri Tū instructs designers to 
consider water, air, land, and people – testing how their proposed design will impact each 
of these. Mauri Tū suggests that using sustainable and local materials is favourable, along 
with waterway restoration and passive solar design94. 

93  Auckland Design Manual, “Te Aranga Principles.”.
94  Auckland Design Manual, “Te Aranga Principles.”.

Mahi Toi 
This principle fundamentally focuses on how to facilitate the expression of Māori cultural 
narratives. It highlights the need for the designer to seek assistance from Mana Whenua 
in establishing a design team with the skill to translate cultural narratives. Mahi Toi speaks 
on the need to have public/shared landscapes which reflect local iwi/hapū identity. The 
principle suggests that these narratives be expressed through language, technology, 
design, and public art95. 

Tohu 
The principle of Tohu revolves around the appropriate celebration and recognition of 
Mana Whenua tohu / landmarks. Designers must do the appropriate research to identify, 
manage, protect, and enhance sacred locations, mountains, rivers, traditional food 
sources, and ancestral homes and burial grounds. If visual and physical connections can 
be made, these should be protected and enhanced96. 

95  Auckland Design Manual, “Te Aranga Principles.”.
96  Auckland Design Manual, “Te Aranga Principles.”.

Figure 51. Mauri Tū (by author).

Figure 50. Taiao (by author).

Figure 53. Tohu (by author).

Figure 52. Mahi Toi (by author). 
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Ahi Kā 
Ahi Kā is a principle that focuses on maintaining the presence of iwi and hapū 
within their districts. Designers need to consider the ways their design will impact 
the kaitiakitanga of Mana Whenua within the region. For example, access to natural 
resources of cultural significance (waterways, weaving species) should be maintained and 
enhanced. Again, this is only possible through ongoing engagement with Mana Whenua 
throughout the design process97. 

97  Auckland Design Manual, “Te Aranga Principles.”.

The formally known Te Urewera National Park Visitor Centre, designed by John Scott in 
1973, sits within a landscape rich in natural, cultural, and traditional beauty in Aniwaniwa. 
The initial idea for the building began in the early seventies, with the idea of providing a 
visitors centre facility for Te Urewera. The board decided that the facility should push the 
limits of a conventional administration centre - and instead incorporate aspects of Māori 
history among the displays of Urewera’s unspoilt flora and fauna98.

In the words of Scott, who himself is of Māori heritage, ‘An attempt has been made 
to provide a facility which will help the administrators to preserve this magnificent 
wilderness of 500,000 acres which was part of, what once was Aotearoa, and extend 
spiritual qualities peculiar to the Urewera reflected in Tūhoe mythology’99. 

Scott expanded the boards brief, and rather than dedicating one room in the building to 
Māori heritage; he dedicated the whole building to expressing aspects of maūtauranga 

98  B. Wagstaff and A. Dangerfield, Te Urewera National Park Visitor Centre (Former), Aniwaniwa, a Report for 
New Zealand Historic Places Trust Pouhere Taonga, 2012, 4.
99  Wagstaff and Dangerfield, Te Urewera National Park Visitor Centre, 6.

Te Urewera National Park Visitor Centre - John Scott, 1973

Figure 54.Ahi Kā (by author). 

Figure 55. (left) Stairs leading to the first gallery.

Figure 57. (Right) As visitors walk between gallaries the path lifts them among the trees.

Figure 56. Welcoming space designed in accordance to Māori architectural organisation. 
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Māori as seen through the lens of Urewera and the Tūhoe people (guardians of Te 
Urewera). 

This building ultimately was demolished due to under-maintenance, yet it still serves 
as an actual example of the values seen developed in Te Aranga decades later. Many 
consider the Tūhoe people Scott’s genuine clients, not the Department of Conservation, 
as he accommodated their narrative expression through the whole building100. 

100  Wagstaff and Dangerfield, Te Urewera National Park Visitor Centre, 7.

As previously stated, the collection of Zumthor’s principles will be sourced from three 
of his books published throughout different periods of his career. Thinking Architecture101, 
the oldest of the books looked at, initially published in 1998, features a series of personal 
architectural or spatial experiences from Zumthors life. The book features categories 
that discuss various aspects of architecture as seen through the lens of Peter Zumthor. 
The categories range from ‘Architecture and Landscape’ to ‘A Way of Looking at 
Things’, each with sub-categories relating to more specific aspects of the overarching 
topic. The categories themselves are derivatives of various lectures and essays presented 
by Zumthor from 1988 to 1996. As with most of Zumthor’s writing, these text extracts 
are incredibly personal and often based on Zumthor’s intuition. 

Atmospheres102, published in 2006, is a book generated by Zumthor’s quest to understand 
what exactly it is that moves him when experiencing quality architecture. Zumthor 
believes in atmosphere as a material substance that can only be perceived emotionally. 
Zumthor describes his perceptions of atmosphere as an intuitive and rapid response to 

101  Peter Zumthor, Thinking Architecture, 3rd, expan ed. (Basel: Birkhauser, 2010).
102  Peter Zumthor, Atmospheres : Architectural Environments  (Basel: Birkhauser, 2006).

Zumthor Study

Figure 58. Initial sketch of the visitors centre shows Scott's idea of immersing the visitor among the beautiful native trees of Te 
Urewera. 

Figure 59. Bruder Klaus Field Chapel. 
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an environment, dictating how he feels in that space. He goes on to relate his experiences 
with architecture to his experiences in music and poetry. Zumthor describes the 
moments of peak emotional response from architecture, likening them to his experience 
of Brahms’s viola sonata. Although, Zumthor believes the greatest of all arts – music – 
still brings him the most extraordinary emotional response. In a way, Zumthor uses the 
mystery of his love for music as a guiding force on breaking up the subject of atmosphere. 
Unlike his experiences in music, Zumthor has a particular familiarity with materials, 
crafts, and building, giving him the tools to deconstruct the mystery of atmosphere 
meticulously. Unlike Thinking Architecture, this book lacks chapters, categories or sections 
but rather is a free-flowing exploration of atmosphere – inviting the reader to listen in on 
Zumthor inner voice. 

A Feeling of History103, published in 2018, is the most recent of all Zumthor’s books. The 
text is based on a series of conversations had between Zumthor and historian Mari 
Lending between 2014 – 2017. The conversation between the pair is a meandering one 

103  Peter Zumthor, A Feeling of History, ed. Mari Lending and Helene Binet (Zurich: Scheidegger & Spiess, 2018).

that questions the reverberation of history, memory, time, and transcience throughout 
Zumthor’s work. The conversation is highly illuminating for the reader; Zumthor’s 
rationale for unlocking a context is thrust to the forefront. Lending offers insightful 
interjections that fuel Zumthor’s trail of thought, facilitating interesting thematic and 
artistic discussions transcending any one art form. Zumthor speaks of liberating the 
site of his projects, anchoring to the memories of a bygone time, traped just below the 
surface. Like Zumthor materialises atmosphere, he materialises these threads of history 
and theatrically organises and weaves them to make his projects speak on what the sites 
crave. 

Figure 60. (left) Thinking Architecture - 1998
Figure 61. Atmospheres - 2006
Figure 62. (right) A Feeling of History - 2018
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Zumthor is well aware of the innate sensual effects that materials have on us. There are 
various ways materials can be physically altered, and with that, the effect the material has 
on us also changes. Zumthor believes that these sensual feelings are rooted in ancient 
elemental knowledge, transcending cultural boundaries. 

Feeling of History105 

From these extracts, we can see the level of focus Zumthor has placed on the expression 
of a hidden landscape. Zumthor works with history as a physical material substance, with 
unlimited possibilities for abstraction and portrayal. 

105  Zumthor, A Feeling of History, 24.

Zumthor Principles

The following section identifies seven different principles as presented in Zumthor’s 
books. Brief extracts from Zumthor’s writing that explain each principle are displayed, 
along with symbols representing each principle. 

Landscapes + Places 

“Landscapes and places store memories, they save traces of lives long gone. What fascinates 
me about these traces is that they are real, they are unique, they are always authentic. To me, 
landscapes are historical documents; I can try to read and interpret the place where I have to act as 
an architect. With my design, I can help create awareness; like a magnifying glass, it can help me 
look closely at a place, discover remnants of human activities that are easily overlooked but clearly 
there” – A Feeling of History104 

“I want to make visitors aware of that [speaking on the history at Allmannajuvet Zinc Mine]. I 
want my buildings to be connected to the history of a place. That’s important to me. What has long 
been mute to speak, sparks appear, emotions rise to the surface, and we start to understand” – A 

104  Zumthor, A Feeling of History, 22.

Material Compatibility

“Materials react with one another and have their radiance. So that the material composition gives 
rise to something unique. Material is endless. Take a stone: you can saw it, grind it, drill into it, split 
it, or polish it – it will become a different thing each time. Then take tiny amounts of the same stone 
or huge amounts, and it will turn into something else again. Then hold it up to the light – different 
again. There are a thousand different possibilities in one material alone.” – Atmospheres106 

“[Talking about the work of Joseph Beuys] What impresses me is the precise and sensuous way 
they use materials. It seems anchored in an ancient, elemental knowledge about man’s use of 
materials, and at the same time to expose the very essence of these materials, which is beyond all 
culturally conveyed meaning. I try to use materials like this in my work. I believe that they can 
assume a poetic quality in the context of an architectural object, although only if the architect is 
able to generate a meaningful situation for them since materials in themselves are not poetic.” – 
Thinking Architecture107 

106  Zumthor, Atmospheres, 34.
107  Zumthor, Thinking Architecture, 28.

Figure 63. Landscapes + Places (Figure by author).
Figure 64. Material Compatibility (Figure by author).
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Composure and Seduction 

“[This] has to do with the way architecture involves movement. Architecture is a spatial art, as 
people always say. But architecture is also a temporal art. My experience of it is not limited to a 
single second.” – Atmosphere108 

“And I always try to create buildings where interior form, or the empty interior, is not the same 
as outdoor form. In other words, where you don’t just take a ground plan and draw lines and say: 
there are the walls, twelve centimetres thick, and that division means inside and outside, but where 
you have this feeling of the interior as a hidden mass, you don’t recognize. It’s like the hollow tower 
of a church, and the feeling of climbing up inside the walls.” – Atmosphere109

108  Zumthor, Atmospheres, 55.
109  Zumthor, Atmospheres, 56.

Composing in Space 

“When we, as architects, are concerned with space, we are concerned with, but a tiny part of the 
infinity that surrounds the earth, and yet each and every building marks a unique place in that 
infinity… With that idea in mind, I start by sketching the first plans and sections of my design. I 
draw spatial diagrams and simple volumes. I try to visualize them as precise bodies in space, and I 
feel it is important to sense exactly how they define and separate an area of interior space from the 
space that surrounds them, or how they contain a part of the infinite spatial continuum in a kind of 
open vessel.” – Thinking Architecture110

Space is all around us; it surrounds us like an endless continuum, constantly morphing 
around our buildings. Zumthor believes that he has a responsibility to respond and 
converse with this eternal continuum. Through plans and sections, Zumthor visualises 
the spaces contained by a building and carefully chooses how to open it up to the infinite 
spatial continuum. 

110  Zumthor, Thinking Architecture, 28.

Moving through a building involves the design of the space itself (spatial design), and the 
design of the temporal connection shared between all the buildings spaces. Zumthor 
speaks of architecture as a temporal art that allows a visitor to experience it over time, 
‘not limited to a single second’, as Zumthor says. 

Figure 65. Composure and Seduction (Figure by author). Figure 66. Composing in Space (Figure by author).
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Sound of a Space 

“Listen! Interiors are like large instruments, collecting sound, amplifying it, transmitting it 
elsewhere. That has to do with the shape peculiar to each room and with the surfaces of the 
materials they contain, and the way those materials have been applied.” – Atmospheres111 

The treatment of a building’s interior shapes the atmospheric experience of that space. 
A part of that atmospheric experience is the sound of a space. Zumthor’s analogy of a 
building as a musical instrument opens many doors of understanding as one begins to 
imagine how sounds may respond to certain forms. 

111  Zumthor, Atmospheres, 84.

Chinks in Sealed Objects (Details)

“These formal details determine the sensitive transitions within the larger proportions of the 
building. The details establish the formal rhythm, the building’s finely fractionated scale. Details 
express what the basic idea of the design requires at the relevant point in the object: belonging or 
separation, tension or lightness, friction, or solidity, fragility…Details, when they are successful, are 
not mere decoration. They do not distract or entertain. They lead to an understanding of the whole 
of which they are an inherent part.” – Thinking Architecture112 

All parts of the building can express an idea. Zumthor speaks on details, explaining that 
they innately offer opportunities for rational building expression.  Zumthor believes 
that the architect must look for rational constructions and forms for edges and joints, 
points where surfaces intersect, and different materials meet. The rational design and 
construction of these details lead to a greater understanding of the whole building. 

112  Zumthor, Thinking Architecture, 52.

Figure 67. Sound of a Space (Figure by author).

Figure 68. Chinks in Sealed Objects (Figure by author).
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The Light on Things 

“So, the first of my favourite ideas is this: to plan the building as a pure mass of shadow then 
afterwards, to put in light as if you were hollowing out the darkness as if the light were a new mass 
seeping in. The other idea – all very logical, by the way, nothing mysterious here: everybody does 
this. The second idea I like is this: to go about lighting materials and surfaces systematically and to 
look at the way they reflect the light. In other words, to choose the materials in the knowledge of the 
way they reflect and to fit everything together on the basis of that knowledge.” – Atmospheres113

As with other aspects of atmosphere, Zumthor considers light as a material object 
capable of being guided and manipulated. The guiding of light involves Zumthor 
imagining the space in total darkness, utterly void of all light, then hollowing out this 
darkness by carefully guiding the light into the space. There are many possibilities with 
light once the element of materiality is introduced. Light, similar to sound, responds 
to the materials around it; understanding this relationship is essential to producing the 
desired atmosphere. 

113  Zumthor, Atmospheres, 88.

The following section focuses on seven different Peter Zumthor architectural projects 
from 1988 to 2016. Each project will be examined in relation to how it exemplifies a 
specific Zumthor principle. It could be argued that all of these projects exemplify most 
of the principles in some way. However, limiting the discussion to one principle per 
architectural project is appropriate for effectively rationalising each principle. 

Zumthor Projects:

Figure 69. The Light on Things (Figure by author). 

Figure 74. (Right)Steilneset Memorial 
(Sketch by author).

Figure 73. Bruder Klaus Field Chapel (Sketch by 
author).

Figure 72. Swiss Sound Box (Sketch by author).Figure 71. Allmannajuvet Zinc Mine Museum (Sketch 
by author).

Figure 70. (Left)Therme Vals (Sketch by author).
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Steilneset Memorial – 2011

This project utilises a strong axis of movement to emphasise the tyranny of the 17th-
century witch hunts. The memorial sits in a small coastal town on an island off mainland 
Norway named Steilneset. The memorial's exact location marks where victims were 
burned at the stake for being convicted of witchcraft. The memorial, designed by Louise 
Bourgeois, features a distorted image of a fire blazing and acts as a focal point for the 
project116. The memorial can be thought of as a line and a dot. Visitors walk down the 
narrow fabric-clad building, acting as a line, to reach the memorial, acting as the dot. 
Zumthor emphasises the names and birthdays of the victims throughout the building. 
With small windows of displays protruding out of the walls. This experience sets up 
the appropriate emotional conversation with the visitor, scoping the viewing of the 
burning memorial. This project acts as a great example of the temporality and seduction 
of spaces. The movement through the memorials different spaces undeniably impacted 
the atmosphere of the experience, especially when viewing the burning exhibition. 
Zumthor’s memorial building also speaks on seduction, as the strange shapes caused by 
the tension of the fabric make the visitor wonder what the space inside feels like. 

116  Zumthor, Buildings and Projects, 25.

Figure 78. (Bottom) Exterior photo of the memorial showing the path that exits Zumthor's building and leads to 
Bourgeois' exhibit.

Figure 79. (Left) Bourgeois' installation featuring the burning chair. 

Figure 80. (Right) Interior photo of Zumthor's fabric-clad building, showing names and birthdays of victims. 

Allmannajuvet Zinc Mine Museum – 2016

In the depths of the Allmanna Canyon lies an open-air museum that embodies Zumthor’s 
principle of Landscapes and Places. The museum sits along a historic yet forgotten 
mining trail that once existed. The mine was for zinc, meaning the workers' realities were 
a terrible one even to imagine. Zumthor had visited the site and was shocked to find that 
he could see the historic marks of the past upon deep inspection. Marks left in the canyon 
walls solidified the existence of these peoples history for Zumthor, so it was important to 
respect it114.  Zumthor attention to the historical fabric of the landscape is of high priority 
throughout this design. The museum consists of three buildings that situate themselves 
along the forgotten mining trail. Along the way, displays and exhibitions describe the 
harsh reality of the workers, giving the visitor a sense of appreciation as they continue 
through the trail, eventually leading to the old mine115. This project heavily focuses on 
unlocking a narrative and will be used as inspiration through the design phase on how to 
express historical landscapes architecturally. 

114  Peter Zumthor, Peter Zumthor, 1985-2013: Buildings and Projects, ed. Thomas Durisch and John Hargraves, 
Buildings and Projects (Zurich: Zurich : Scheidegger & Spiess, 2014), 104.
115  Zumthor, Buildings and Projects, 105.

Figure 75. (Top) View of the museum, showing the arrangement of buildings following topography of the site. 

Figure 76. (Left) Views are set up between galleries, creating a journey-like feeling for the visitor. 

Figure 77. (Right) The galleries are filled with objects relating to the history of mining in the area.
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Bruder Klaus Field Chapel - 2007 

The Bruder Klaus Field Chapel beautifully expresses the ancient elemental knowledge 
associated with materials, as Zumthor creatively creates a sensuous interior atmosphere 
fit for contemplation. The chapel’s interior is a black cavity, a burnt remainder of the 
timber formwork that stood previously. Zumthor poured twenty-four layers of different 
concrete over the tree logs forming a relatively rectilinear exterior facade. The interior 
timber logs were arranged in a curved conical form, creating a cave-like spatial experience 
as a result. The logs were burned, and the concrete poured over them had essentially 
acted like a chimney. Smoke flowed out through the opening in the roof of the building. 
This opening now rains down light into the chapel's interior, illuminating the beautiful 
wall marks left behind by the timber logs117. Attention to materiality is a driving force 
for this project, used as a vehicle to construct a sensuous space. This project symbolises 
Zumthor’s creative approach to the infinite possibilities when it comes to material 
treatment. The material must speak for itself, exist and converse in the dialogue and 
language it chooses, as transcribed in its intrinsic elemental roots. 

117  Zumthor, Buildings and Projects, 86.

Kolumba Museum – 2007 

The design of this museum in Cologne, Germany, delicately responds to the site of 
historical ruins that it occupies. It stands on the ruins of a late-Gothic church, destroyed 
as much of Cologne was during World War II. Zumthor responded beautifully to the 
task of reimagining the ruins of a historic site, and he did so using light. Zumthor had 
coal-fired bricks made explicitly for this project so that their colour complemented 
those of the ruins118. The brick walls of the museum are perforated to allow light to 
diffuse in and fill the museums interior spaces. As the season's change, the sunlight 
movements around the museum also change, creating a dynamic environment inside. 
The density of the brickworks and church ruins mixes with the warmness of the light to 
create a serene internal atmosphere. 

118  Zumthor, Buildings and Projects, 126.

Figure 81. (Left) Charred interior of the chapel showing the forms left behind in the walls from the burnt timber logs. 

Figure 82. (Right) Entrance to the chapel showing the smooth exterior finish that contrasts the interior. 

Figure 83. (Bottom) Path to the isolated chapel. 

Figure 84. (Top) Exterior of Museum, showing sections of detailed brickwork. 

Figure 85. (Left) Interior photo showing how light diffuses on the museum's exhibitions. 

Figure 86. (Right) Interior showing light diffusing on ceiling. 
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The Therme Vals – 1996 

This project is possibly Zumthor’s most known and celebrated architectural project; 
it is the Therme Vals, located in the Swiss alpines. The building utilises the regional 
geothermal hot springs, allowing it to flow within the various natural spa pools of 
the building120. As a result, the internal cave-like pools echo water droplet sounds, 
emphasising the natural experience of the baths. The buildings form manipulates light 
and air to shelter the spaces deep inside the building. As a result, these inner spaces of the 
building also reverberate sound, creating an atmosphere allegorical of the surrounding 
alpines. 
 

120  Zumthor, Buildings and Projects, 220.

Figure 90. (Top) Outdoor pool. 

Figure 91. (Left) The spaces in between. 

Figure 92. (Right) Indoor Pool 

Kunsthaus Bregenz – 1997 

This museum in Bregenz, Austria, fearlessly occupies the space it stands, carefully 
controlling its connection to the endless continuum of space beyond its walls. 
The museum's internal spaces are incredibly accomodating, hosting a variety of 
international contemporary art119. The building’s form is quite rectilinear, spatially 
blocking out its external environment and enclosing many light-filled exhibition spaces. 
Although the building is physically closed off, the internal atmosphere fundamentally 
relies on the diffusion of natural light. The walls, lined with light plenums, radiate a 
soft, warm tone throughout the building, complementing the concrete's coolness. This 
museum exemplifies the type of rationale relating to spatial composition, as discussed 
in composing in space. The relationship between the museum’s internal and external 
spaces is an important one that profoundly impacts the atmospheric experience of the 
building.  

119  Zumthor, Buildings and Projects, 154.

Figure 87. (Left) Showing the light plenums on exterior of building. 

Figure 88. (Right) Interior photo of a gallery. 

Figure 89. (Bottom) The museum sitting in the public square which it occupies. 
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Saint Benedict Chapel – 1988

This chapel is unique in that it was constructed before Zumthor gained international 
recognition as an architect. The project is celebrated for its simple construction, 
reflecting the local Swiss secular architecture. However, the form is exquisite, separating 
the chapel and highlighting it as a sacred architectural gem121. The principles Zumthor 
discusses regarding details is exemplified through his work in this chapel. The wooden 
shingle cladding speaks to the vertical mullions of the ceiling windows; these speak 
on the slender interior columns that help form a contemplative atmosphere inside. 
All the small details of the building are beautiful in their own right, but together they 
harmoniously coexist, creating an environment fit for prayer. 

121  Zumthor, Buildings and Projects, 67.

Figure 93. (Top) Exterior of chapel.

Figure 94. (Left) Internal columns meeting the ground. 

Figure 95. (Right) Looking up at the ceiling. Roof is elegantly designed and detailed. 
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Architectural Framework:
This final framework showcases how the different principles will work together to 
influence the final architectural design. The overarching principles and most specific to 
the project are those of Tupua Te Kawa, encompassing the physical and metaphysical 
elements of Te Awa Tupua. As you move down the framework, the principles 
increasingly relate to the project's architectural design. The Te Aranga Māori principles 
act as a bridge between those of Te Awa Tupua and Peter Zumthor. The most closely 
related to Te Aranga of Zumthor's principles is that of Landscapes + Places. This 
principle effectively encapsulates the undertone of Te Aranga and acts as an excellent 
bridge to Zumthors other principles. The final row of principles serves as a direct link to 
the project's architectural design. Ultimately, this framework is a diagram showing how 
the project plans to convert and utilise the various principles collected through research. 
Principles of ReMāorification and the UNESCO Water Museum initiative are included 
also to supplement the framework. 



3. Design
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Whakahoro to Pīpīriki Canoe Trip

Each year more and more people are taking advantage of the trips organised by one of 
the fifteen commercial operators licensed to operate on the Whanganui River, thereby 
saving the hassle of organising various trip components. In early April 2021, I travelled to 
the Whanganui River to participate in a two-night, three-day freedom hire canoe tour, 
starting in Whakahoro and ending in Pīpīriki. The trip took place towards the end of the 
canoe season, after a few days of heavy rain, meaning the river was high, fast, and full of 
debris. The trip totalled 87.5km, working out to be about six hours of paddling a day. 

The trip begins down the river at Whakahoro, where a landing drops off canoeists on 
the Retaruke River, leading to the Whanganui River. The central part of the Whanganui 
National Park begins at Whakahoro, and for most of the trip, bush lined gorges, 
spectacular waterfalls, and historic caves surround you. Kererū, Tūī, and Pīwakawaka are 
occasionally seen in these remote settings, while Brown Kiwi can often be heard at night. 

The first night we stayed in John Coull Hut, one of the eleven Department of 
Conservation stops from Taumaranui to Pīpīriki. The stops are a mix of huts and 
campsites, with cooking facilities and water tanks; however, it was important to purify 
the water before drinking it. On the second day, we stopped at the Mangapura landing 

and walked up to the Bridge to Nowhere, later travelling to our next stop Tieke Kainga. 
Tieke Kainga/Marae functions as both a marae and a DOC hut with a rich history of 
decolonisation. Unfortunately, due to the timing of our trip, no whānau were present to 
invite us to participate in a pōwhiri, welcoming visitors onto the marae. 

The last day of canoeing was bittersweet, as we all knew that the trip was coming to an 
end. This canoeing stretch contained the most lively rapids; however, we could smoothly 
maneuver through all rapids without capsizing due to the heavy rain and high river levels. 
Upon arrival at Pīpīriki, there was a feeling of anti-climax among the group. Standing 
on the Pīpīriki landing, you can vaguely see the native township sitting at the top of the 
hill when looking up. However, there was no real connection or draw to the existing 
settlement. We pulled up our canoes and ate lunch on the landing, patiently waiting for 
our canoe provider to pick us up. 

Figure 96. Map of the Whanganui Journey showing DOC run campsites and huts.

Figure 97. (Top Left) On the river (Photo by author).

Figure 98. (Top Middle) Whanganui river revine walls (Photo by author).

Figure 99. The Bridge to Nowhere (Photo by author).

Figure 100. Tieke Kainga (Photo by author). 

Figure 101. Trying to locate the next DOC hut (Photo by author).

Figure 102. On the way back home after being picked up by the canoe provider (Photo by author). 
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Site SelectionExisting Infrastructure

The design phase begins by conducting a river-wide mapping exercise that tracks Te 
Awa Tupua from the Moutain to the Sea. The map focuses on identifying townships and 
routes of access along the River. The upper reaches of the river are accessible through 
Taumaranui and surrounding state highways. Much of the River's middle reaches are 
inaccessible by car as the River runs through The Whanganui National Park. From 
Taumaranui down to Pīpīriki, run the recreational canoe and cycling routes, with 11 
different Department of Conservation huts located along the way. The river's lower 
reaches are very accessible, with Whanganui River Road running parallel to the River 
from Pīpīriki down to Whanganui. 

A criterion was set up for picking the site of the museum. The site must have adequate 
road access and connection to the broader network of state highways. The site must 
also connect to canoe and cycling routes. Pīpīriki was identified as a location that fit 
this criterion while also having a rich local history relevant to Whanganui Māori and 
European Settlers. Pīpīriki also contained the potential to act as a celebratory gateway 
as canoeists come off the river - providing a space for travellers to contemplate what 
they just experienced on the Whanganui River through the lens of Te Awa Tupua and 
Whanganui Iwi. 

Figure 103. Existing Infrastructure analysis (Figure by author). Figure 104. Site selection (Figure by author). 

River Study and Site Selection
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Unlocking Pīpīriki

The design takes a closer look at Pīpīriki, evaluating various elements of the native 
townships fabric. The elements looked at include historical narrative, natural life, 
topography, and river levels. Firstly, it is vital to acknowledge the recorded whakapapa 
of the kaitiaki of Pīpīriki, Ngāti Kura, as a form of respect to their guardianship. This 
whakapapa is as shown in Taku Whare E. My Home My Heart by Morvin T. Simon, a brief 
anthology of Marae throughout the Whanganui and Rangitikei Districts122. 

Marae: Pīpīriki
Maunga: Ruapehu 
Awa: Whanganui 
Wharepuni: Pirekiore
Waka: Aotea
Iwi: Te Atihaunui-a-Paparangi
Hapū: Ngāti Kura 

122  Morvin T Simon, Taku Whare E: He Mauri Tu - My Home My Heart : The Spirit Dwells Still, ed. Wanganui 
Regional Community College, 2nd ed.. (Wanganui, New Zealand: Wanganui Regional Community College, 1991), 25. 

Sitting at about 80km upstream from Whanganui and 80km west of Raetihi lies the 
historic settlement of Pīpīriki. For centuries it has been the home of Ngāti Kura, a 
hapū belonging to the iwi Te Atihaunui-a-Paparangi. A native population census of the 
Whanganui River valley conducted in 1843123 shows Pīpīriki as the Rivers second-largest 
settlement with 296 out of 3246 Whanganui Māori living in Pīpīriki. 

From 1840-1860 the Pīpīriki Māori cultivated wheat and subsequently flour. Wheat was 
a significant crop for the local Māori, and in 1854 they constructed the water-powered 
Kaukore flour mill. Kaukore translates to ‘no swimming’, suggesting swimming was not 
permissible in the waters feeding the mill124. From 1850 – 1870, the Whanganui region 
experienced an increase in land sales to the Crown. Various Christianised hapū from 
the lower Whanganui Iwi made alliances with the Crown while others from upper 
Whanganui joined the growing Kingitanga – Māori King movement. Various battles took 
place across the river as both sides sought to expand their areas of control. Both Māori 

123  A. Walton, “Settlement Patterns in the Whanganui River Valley, 1839-1864 ,” New Zealand Journal of Archaeolo-
gy 16 (1993): 126–68, https://nzarchaeology.org/download/settlement-patterns-in-the-whanganui-river-valley-1839-1864.
124  S. Cross and B. Bargh, The Whanganui District: Historical Survey, a Report for The Waitangi Tribunal, April 
1996, 64.

and Pākehā considered Pīpīriki as a threshold between enemy and ally, meaning neither 
would overtly cross that barrier125. In the following decades fighting among Māori began 
to ease, communal anxiety was building due to escalating land purchases by the Crown, 
railway construction, and riverboat domination126. 

Pīpīriki was highly influential during the early 20th-century riverboat trade era. The 
construction of the “Queen’s Highway”, a road which leads to Pīpīriki, saw an increase 
in regional Pākehā investment interest. At the time, Pīpīriki was the furthermost section 
of the River one could easily access by River streamers. The Crown had seen Pīpīriki as 
an opportunity to establish a sizeable European settlement, expanding their assertion 
of control from the lower sections of the River. However, throughout this time, Māori 
from Ngāti Kura continued to occupy Pīpīriki, establishing a Native Township and 
marae that opposed any out-right sale of Māori Pīpīriki land without fair compensation 
and agreement. 

125  Cross and Bargh, Historical Survey, 66.
126  Cross and Bargh, Historical Survey, 68.

Māori and Pākehā Collective Narrative

Figure 105. The ghost of Pīpīriki (Image by author). 
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In 1898 a small portion of land was sold to the Crown under a 46-year land lease 
agreement. A government-endorsed hotel providing overnight stops was built in 1899; 
Pīpīriki House (Hotel) subsequently burnt down in 1903, then again in 1959, never 
to be rebuilt again.  As the riverboat trade era began to phase out towards the 1930s 
Depression, Pīpīriki Māori faced ‘grave distress’ due to unemployment. Government 
work relief was offered, with Māori locals at the time claiming to receive less pay than 
their Pākehā counterparts. 

Following the construction of the Whanganui River Road in 1935, the original marae, 
Pirekiore, of Ngāti Kura was abandoned - as the new road had serviced the other side 
of the river, making access increasingly more difficult. A new marae, Paraweka, was 
later constructed on the other side of the River, still active today. Throughout the rest 
of the 20th Century, the Ngāti Kura inhabitants struggled with unemployment, and 
subsequently, future generations moved down to Whanganui or elsewhere. However, 
despite establishing their new lives around the country, many hapū members still view 
Pīpīriki as their home, yearning to return before their deaths. 

Today, Pīpīriki is hardly recognisable to returning natives. A once-bustling Native 
Township, boasting the second-largest Whanganui Māori population, sits quietly 
waiting for its people to return. However, the Community members of the Paraweka 
marae regularly congregate in their marae for various special occasions and continue to 
practice their Tikanga. About 35 residents remain in the village today, many travelling 
every day to other towns for work. 

In 2017 a new community playground was constructed adjacent to the marae. 
Seasonally the region sees an influx in tourism as people recreationally canoe down 
the River. Whanganui River Adventures & Pīpīriki Campground operates out of 
Pīpīriki, hosting new tourists and returning local each year. Most recently, Investment 
opportunities seem to be growing in Pīpīriki and surrounding areas, as the Manawatū-
Whanganui region seeks to invest more in cultural tourism experiences that connect to 
Whanganui marae127.

127  Shamubeel Eaqub et al., “Manawatū-Whanganuī Growth Study 2015” (Wellington, July 15, 2015), www.mpi.
govt.nz.

Figure 106. Early water colour of Pīpīriki in 1875. A whare can be seen on the right. Figure 107. Image of a Pākehā captain and his helmsman. Between 1900 and 1910. 



111110

Natural Life - Flora

Northern Rātā
Northern Rātā (Metrosideros robusta). These tall flowering trees are native to New 
Zealand, with glossy dark green leaves and beautiful red flowers comparable to the 
flowers of the pōhutukawa128. 
 
Rewarewa
Rewarewa (Knightia excelsa). With a very distinctive red bottle brush flower, this 
indigenous tree contains delightful nectar used by Māori for its sweetness and anti-
bacterial properties129. 

Rimu
Rimu (Dacrydium cupressinum). Common throughout New Zealand, this non-flowering 
tree can grow up to 50 meters tall with brown flakey bark130. 

128  “Rātā: New Zealand Native Plants,” Native Plants, Department of Conservation, accessed October 25, 2021, 
https://www.doc.govt.nz/nature/native-plants/rata/.
129  “Rewarewa ," New Zealand Plant Species, Tāne’s Tree Trust, accessed October 25, 2021, https://www.
tanestrees.org.nz/species-profiles/rewarewa/.
130  “Podocarp-Hardwood Forests," Native Plants, Department of Conservation, accessed October 25, 2021, 
https://www.doc.govt.nz/nature/native-plants/podocarp-hardwood-forests/.

Tawa
Tawa (Beilschmiedia tawa). Tawa may grow to a height of 30 meters or more with 
smooth brown bark and relatively large fruit eaten exclusively by kererū131.  

Kōwhai
Kōwhai (S. microphylla). A common species of native Kōwhai, with the signature bright 
yellow weeping flowers132. 

Spring Orchids
Spring orchids (earina mucronata). The long drooping and delicately perfumed sprays 
of flowers are a feature of the bush in spring133.

131  “Beilschmiedia Tawa," Flora Species, New Zealand Plant Conservation Network, accessed October 25, 2021, 
https://www.nzpcn.org.nz/flora/species/beilschmiedia-tawa/?web=1&wdLOR=cEDFB1AE0-2650-4153-A600-0E25F-
52B6CA8.
132  “Kōwhai: Native Plants,” Native Plants, Department of Conservation, accessed October 25, 2021, https://
www.doc.govt.nz/nature/native-plants/kowhai/.
133  Arthur P. Bates, The Whanganui River Today: a Personal Photographic Journey, (Wanganui: Wanganui Foot-
prints Press, 1994), 15.

This next section evaluates a selection of prominent flora and fauna 
inhabiting the Te Awa Tupua. Figures of flora are all by author. 

Figure 108. Northern Rātā

Figure 109. Rewarewa

Figure 110. Rimu

Figure 111. Tawa

Figure 112. Kōwhai

Figure 113. Spring Orchids
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Natural Life - Fauna

Montbretias
Montbretias. This is another garden escape that has spread throughout the valley. The 
prolific corms are readily dispersed by water and flower wherever they lodge. Their 
bright flowers are a feature of the river banks134.

Parataniwha
Parataniwha (Elatostema rugosum). The Māori name translates as ‘food of the Taniwha’, 
describing where the plant grows – usually on shadowy deep wet banks, away from the 
sunlight. The gloom often gives the leaves a strange sheen135.

Kio Kio
Kio kio (Blechnum capense). One of the most common ferns in the area. Young fronds 
are often pink, and in the open, some of the mature fronds have leaves tinged orange or 
brown136. 

134  Bates, The Whanganui River Today, 16.
135  Bates, The Whanganui River Today, 17.
136  Bates, The Whanganui River Today, 17.

Tūī
Tūī’s are endemic to New Zealand and can be locally abundant in regions with adequate 
threat/pest control and a rich flowering/fruiting environment. They belong to a family of 
birds called honeyeaters that rely on nectar from the flowers of native plants137.  

Pīwakawaka
Pīwakawakas (Fantails) are known for their fast-twitch movements and famous ‘cheet-
cheet’ calls. This endemic bird is relatively abundant throughout mainland New Zealand. 
Māori believe the fantail is responsible for death in the world, as Maui’s plan to kill the 
goddess of death was spoiled by the laughing of the fantail138. 

137  “Tui," New Zealand Native Land Birds, Department of Conservation, accessed October 25, 2021, https://www.
doc.govt.nz/nature/native-animals/birds/birds-a-z/tui/.
138  “Fantail/Pīwakawaka," New Zealand Native Land Birds, Department of Conservation,  accessed October 25, 
2021, https://www.doc.govt.nz/nature/native-animals/birds/birds-a-z/fantail-piwakawaka/.

Figure 114. Montbretias

Figure 115. Parataniwha 

Figure 116. Kio Kio

Figure 117. Tui

Figure 118. Piwakawaka
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Kererū 
The New Zealand Pigeon, known as the Kererū, is an endemic bird with beautiful 
iridescent green and purple feathers flowing from its head down to its wings. The 
flapping of the Kererū’s wings makes distinctive yet familiar sounds often heard in our 
native forests139. 

North Island Brown Kiwi 
Brown Kiwi (Apteryx mantelli) is New Zealand’s most common kiwi species and is 
considered an iconic representation of all New Zealand natural life. As we are well aware, 
this bird is at risk of extinction with an annual population decline of 2-3%. Currently, there 
are about 24,500 kiwis left140. 

139  “New Zealand Pigeon/Kereru/Kuku/Kukupa," New Zealand Native Land Birds, Department of Conservation, 
accessed October 25, 2021, https://www.doc.govt.nz/nature/native-animals/birds/birds-a-z/nz-pigeon-kereru/.
140  “Brown Kiwi: Kiwi,” New Zealand Native Land Birds, Department of Conservation, accessed October 25, 
2021, https://www.doc.govt.nz/nature/native-animals/birds/birds-a-z/kiwi/brown-kiwi/.

Figure 119. Kererū

Figure 120. North Island Brown Kiwi

Looking at the past twelve months of River level data (October 2020 – October 2021) 
at Pīpīriki, the River reached its highest stage at 8197mm in mid-July 2021, coinciding 
with the year highest rainfall measurement of 82.5mm, three days earlier. River levels 
are measured using a stage unit, which measures the water level in millimetres above an 
arbitrary point, usually close to the river bed141. When asked by reporters if the Pīpīriki 
locals are afraid of flooding, after a series of flash floods in 2015, resident Richard Kingi 
stated that flooding is not an issue for the township as it sits well above dangerous levels. 

141  “Water Q&A: What Does the Term ‘River Stage’ Mean?,” United States Geological Survey, accessed October 
27, 2021, https://www.usgs.gov/special-topic/water-science-school/science/water-qa-what-does-term-river-stage-mean?qt-
science_center_objects=0#qt-science_center_objects.

Flooding

The majority of the town sits at about 60m above sea level, at least 20-30m above the 
River level. In the worst recent recorded flash flood of 2015, Pīpīriki town was completely 
safe from the flooding. However, significant slips causing road closures for numerous 
weeks meant that helicopters had to deliver food and water to residents142. The museum 
should try to sit at a similar level to existing town buildings to avoid flood levels – 
Flooding may be designed for in certain parts of the building, such as connection to 
canoe landing.  

142  Kirsty Lawrence, “Pipiriki: The Town Expected to Flood, but Never Does ,” Stuff, April 11, 2017, https://www.
stuff.co.nz/manawatu-standard/news/91332570/pipiriki-the-town-expected-to-flood-but-never-does. 

Table 1. Annual Rainfall at Whanganui, Pīpīriki. Table 2. Annual River Stage at Whanganui at Pīpīriki. 
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Figure 122. Site Topography (Figure by author). 

Site Topography

Figure 121. Site Drivers (Figure by author). 
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Throughout each design section, from site planning to materiality, different 
principles are employed at different design stages. The symbols seen above 

indicate which principles are being implemented at the time. 

- Connection to Existing Fabric:

The museum creates a pathway from the marae and playground down to 
the landing.  

• Connection to Paraweka marae 
• Connection to Playground 
• Connection to Pīpīriki-Raetihi Road 
• Connection to Canoe Landing / Boat Ramp 

Museum Design
Site Planning Number of buildings 

Three gallery buildings to represent ‘the plaited rope of Hinengākau’ symbolically uniting 
the three sections of the river.

Orientation of buildings 

Museum gallery buildings orientate themselves towards Matua Te Toa Tongariro (Mount 
Tongariro) and Te Tai-o-Rēhua (Tasman Sea), referencing Te Awa Tupua from the 
mountain to the sea. 

Connection to Ground

The museum should elevate itself on piles to avoid rising water levels during flash floods 
and minimise sedimentary contamination. 

Figure 123. Site Plan. (Figure by author). 

Figure 124. Plaited Rope of Hinengākau (Figure by author). 

Figure 125. Orientation of buildings (Figure by author).

Figure 126. Connection to ground (Figure by author). 
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Carving Space
Internal circulation alludes to the idea of moving through the river's bends, carving out 
the path of circulation through solid boxes of mass, carving the space. 

Figure 127. Carving Space (Figure by author). Figure 128. Carving Light (Figure by author). 

Museum Design
Carving Light
Here the design focuses on carving out the light within gallery spaces, designing where 
light should go and creating an opening rather than working from space and attempting 
to close off the light.  
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Materiality

* Reclaimed scorched wood (Shou-Sugi-Ban)143 proposed as an alternative to treated wood. 
Wood can be fully recycled after use, while the carbon layer caused by burning helps act as a seal 
to protect the building. 

* Low maintenance and based on preparation and sourcing can hold very low embodied energy 
levels. 

* The use of burnt wood also symbolises how the Crown unapologetically destroyed these 
structures. 

* Carved polished stones to be used as symbolic pillars to the galleries 
* Stones will be carved to show the various culturally significant landmarks they represent 
* For example, a carving representing Ruapehu, the Maunga of hapū Ngati Kura, will be used for 

the gallery one stone as it points in that direction. 
* The carving for gallery three’s stone pillar will be carved, representing the mouth of the River, as 

it pays tribute to the sea. 

143  “Black & Burned: Why Shou Sugi Ban Is More Than A Design Trend," TerraMai, accessed October 27, 2021, 
https://www.terramai.com/blog/shou-sugi-ban-more-than-a-trend/.

Figure 130. Exterior perspective of the museum showing the scorched wood and polished stone (Figure by author). 

Tectonics 
The destroyed Whanganui pā tuna inspired the structural tectonics of the building. 
Symbolically rebuilding them helps to decolonise the region. 

Figure 129. (Top) pā tuna sketch (Figure by author). 
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Museum Experience

These are five prominent motifs represented throughout the museum: 

1. Story of Te Awa Tupua – Expressing its intrinsic principles 

2. Te ao Māori view of wai including its whakapapa and pūrākau 

3. Whanganui Iwi Historical Claims and River-wide narrative of colonial oppression

4. Environmental exploitation of Aotearoa freshwater 

5. Ngāti Kura Whakapapa

The following section showcases how the museum design will attempt to weave multiple 
narrative design threads. It should be noted that all carving and depictions of culturally 
sensitive material such as pūrākau and whakapapa are purely proposed; they would need 
to be designed and organised by Mana Whenua. 

Welcome Space: (Papatūānuku and Ranginui)
So here we have the welcome space where Ngāti Kura from the Paraweka marae can 
formally welcome guests into the museum. Also, a small canteen and toilets are to the 
side with paths leading to the playground and the car park. This area also has an open 
space designed for public speaking. This space represents the parting of Papatūānuku 
and Ranginui as its described in the whakapapa of wai. The parting of these two gave way 
to the light that led to all life. 

Walkway to gallery 1: (Tāne) 
This is the walkway leading to the first gallery. The walkway slowly digs into the ground, 
referencing the crater left behind by Taranaki, and invites the visitor to sink into the 
gallery as if they are the water. This walkway also represents the first instance of Tāne, as 
Tāne Mahuta, who separates the land and sky through his trees, giving structure to the 
universe. These walkways give a structure to this museum as they orientate themselves 
from the mountain to the sea. Along the walkway, there are carvings of Tāne Mahuta, 
depicting his parents' separation through trees. Indigenous Whanganui trees and ferns 
are planted along the side. We can also see the name Hinetuparimaunga in the following 
gallery.

Figure 131. Welcome Space (Figure by author).
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Gallery 1: (Hinetuparimaunga – Atua of Mountains) 
Building stone engraved with Ruapehu 
The gallery is dark, yet some light coming in from shafts in the roof, reflecting against the 
walls' bends, lights the way.  In the first bend, you see a display of Hinetuparimaunga - the 
Atua of Mountains and, along with it, an explanation on the source of Te Awa Tupua, 
starting from the headwaters of Tongariro. The building stone on the exterior is engraved 
with the name of Ruapehu, the Maunga of Ngāti Kura. 

The building stone faces the direction of Ruapehu, honouring its existence. The walls 
contain light-filled cutouts containing stories/images/objects from the past relating to 
Whanganui Iwi historical claims, particularly the Tongariro Hydropower Scheme. After 
a few bends down the narrow river-like path, you reach the next projection display. This 
display is of the story of  Taranaki and Tongariro. The echo sounds of water droplets 
falling in a cave fill the gallery; the final light-filled bend leads you to the next walkway. 

Walkway to gallery 2: (Hinetuaparimaunga and Tāne te Waiora)
Here is depicted the union of Hinetuaparimaunga and Tāne te Waiora to produce the 
personification of fresh water on earth. With the story of their union displayed along the 
bridge – this space acts as a break from the compressed spatial environment of the last 
gallery. 

Gallery 2: (Parawhenuamea)
Building Stone Engraved with Whanganui 
This gallery is dedicated to our freshwater. The gallery is more open in space and light 
than the last and features more exhibits with information displays. Cutouts in the wall, 
along with plinths of information, are scattered around. Here the museum will showcase 
the situation of water in New Zealand in all its non-glamourous forms. It will show the 
exploitation of our waterways and agricultural impacts while also showing the spiritual 
sides of water for Whanganui Iwi. Local Māori artists will be invited to present work 
showcasing the impacts of freshwater pollution on their beloved Atua. The stone on 
the outside of the building refers to the awa of Ngāti Kura, The Whanganui River. Again 
this stone faces the object of its recognition, this time being the Whanganui River, and 
honours its existence. 

Figure 132. Gallery one (Figure by author). 
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Walkway to Gallery 3: 
Along this walkway, visitors will be exposed to the historical claims of Whanganui 
Iwi throughout the centuries. The numerous historical account of shady deals, 
undocumented land sales, unfair treatment, compensation and inclusion are all shown 
on the path. At this point, the narrative of the museum shifts towards the more tangible 
aspects of Wai. 

Gallery 3 – Level 1:
Building stone engraved with Aotea 
Gallery 3 Level 1 is a light-filled gallery space with select views towards the river and 
surrounding hills. Boxes filled with images and light fall from the sky, depicting Te Awa 
Tupua’s natural - showing birds, indigenous plants. Along the walls, there are displays 
showcasing harakeke, different weaved baskets and Tuna(Eel). You can hear the different 
calls of the birds coming from the ceiling. On the ceiling lie the name of different Atua of 
rain. The stone for this gallery is engraved with Aotea, the Waka of Ngāti Kura hapū. This 
stone faces out towards Te Kai Hau ā Kupe (the mouth of the river). 

Gallery 3 Stairs: 
Going down these stairs should be like raindrops falling, possibly a spiral staircase for the 
smooth transition, feeling like a light fall from the sky down to the sea.

Gallery 3 – Level 0(Hinemoana): 
Coming out of the staircase, visitors are now in a room dotted with light. The distinct 
sound of the ocean reverberates around the gallery. In this gallery, visitors will see 
historic fishing tools and designs for intricate fishing structures of the Whanganui Iwi. 
Here visitors can see Images, projections, and portrayals fill the gallery's edges -  some 
on plinths and some built into the wall. This gallery will also contain exhibition spaces 
dedicated to portraying early-European settler history, particularly as they pertain to the 
lower reaches of Whanganui. 

On the outside path: 
Sounds of water gushing are heard as visitors exit the stone enclosed staircase. Visitors 
are now on the path leading to the canoe landing. Visitors will see endemic river edge 
plants, flowers and tree species planted along the edges of the path. The path is modestly 
designed with various larger stones towards the side. 

Figure 133. Walkway to gallery three (Figure by author). 

Figure 134. Gallery three level one (Figure by author). 
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Reaching the Landing: 
Display of the plaited rope of Whanganui Iwi. 
The landing is a timber platform extending out into the river. It has wooden rope 
railings and poles to tie Canoes and Jetboats. Carved into the Landing is Te Atihaunui-
a-Paparangi along with an explanation(Whanganui Iwi), signifying the Iwi of the Ngāti 
Kura people and the unity of all hapū along the river. It is here where the museum 
experience ends; however, visitors are now encouraged to experience it starting from the 
other end. 

Figure 135. Reaching the landing (Figure by author).
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Conclusion

This project sought ways to connect an architectural project to the multifaceted tangible 
and intangible nature of Te Awa Tupua. Connecting the research to the UNESCO 
Water Museum initiative allowed the project to link to the broader international issues 
surrounding water - while simultaneously showcasing national water management 
failures and the injustices of colonization. 

The research successfully discussed the national freshwater crisis issues, showcasing 
the need for an environmental culture shift inspired by Wairuatanga. Using the 
documentation of Te Awa Tupua, the project was able to tap into the intangible aspects 
of te ao Māori, briefly highlighting the metaphysical connections that spiritually link all 
living things. The project raises concerns surrounding decolonization, suggesting that the 
exploitation of our environment is indiscriminately connected to the marginalisation of 
Māori history, culture, and people. By exploring methods of ReMāorification, the project 
could confidently navigate the changing museological landscape, proposing a design that 
reflects these changes. 

The methodological approach of the research involving the collection, rationalisation, 
organisation and application of an architectural framework based on existing principles 
provided a viable rationale for the multitude of design decisions. The creation of 
the framework provided a structured and systematic way to extract water-related 
information collected during the research phase and superimpose it with more 
architecturally centred ideals. In this aspect, this is where the research truly begins to test 
its hypothesis – How can the principles of Te Awa Tupua, Te Aranga, and Peter Zumthor 
come together to influence an architectural design? 

The research successfully introduces and discusses the various principles; however, it 
avoided mixing and blending them due to the sensitivity of the material. This research 
invites individuals with the proper understanding and background cultural knowledge 
to experiment with the amalgamation of Māori and architectural principles as a way to 
preserve and endorse Māori ideals. The project would have benefited immensely from a 
framework that incorporated the essence of the collected principles yet was made up of 
newly coined principles. This would have facilitated a more practical application during 
design and a more informed final design. 

The application of the principles during the design revolved around a more nuanced 
approach, where the principles were utilised as they deemed themselves relevant 
in different design scenarios. As touched on in the section discussing the project’s 
limitations, the project did not concern itself with the detailed curatorship of the 
museum. However, this research opens the possibility for other designers with a 
museological background to research how a museum's collection of objects can reflect 
the intangibility of water. 

Overall, the project successfully achieved the majority of its aims, touching on the 
global, national, tangible, and intangible histories of water. Focusing on Te Awa Tupua 
showcased a beautiful example of a living natural ecosystem intertwined in history and 
spiritual connection threads. Although Te Awa Tupua is the only river in Aotearoa with 
personhood status, it does not mean that it is the only living body of water. New Zealand 
must not accept the personhood status of Te Awa Tupua as the final triumph against 
the national freshwater crisis, or the future state of our waterways will be left highly 
vulnerable to exploitation. 

The project ultimately calls for more public awareness and pressure on our regional 
and central governments to diverge from the technocratic ways of the past, forging the 
path towards a new relationship with water that genuinely represents the people of 
Aotearoa. 
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Fig 22. Te Pou Tupua Turama Hawira (left) and Dame Tariana Turia with Whanganui iwi leader Gerrard Albert at the 
inauguration ceremony, Photograph by Sue Dudman, “Dame Tariana Turia and Whanganui Iwi Poukōrero (tribal historian) 
Turama Hawira were inaugurated as Te Pou Tupua at a pre-dawn ceremony in Taumaranui at the weekend,” from New 
Zealand Herald, “History made in Whanganui as Te Pou Tupua inaugurated,” Whanganui Chronicle, accessed October 27, 
2021. https://www.nzherald.co.nz/whanganui-chronicle/news/history-made-in-whanganui-as-te-pou-tupua-inaugurated/
JQQQN2OQVOVK36MJ5BWZXFHTYI/. 

Fig 23. Nanny Wahi Teki and Nanny Biddy signing Te Hainatanga o Ruruku Whakatupua - 5 Ākuhata, 2014, Photograph 
by Ngāti Pāmoana, “Nanny Wahi Teki and Nanny Bidy,” from Pintrest, “Kaumatua o Te Awa Tupua,” Saved Pins, accessed 
October 27, 2021. https://www.pinterest.nz/pin/327003622920537890/. 

Fig 23.1. Tupua te Kawa - Te Awa Tupua Core Values. Figure by author.   

Fig 24. Gerrard Albert with Treaty of Waitangi Negotiations Minister Christopher Finlayson at the signing of Ruruku 
Whakatupua - August 5th, 2014, Photograph by Zaryd Wilson, “Gerrard albert with Christopher Finlayson greeting at the 
signing of the Whanganui River Settlement in 2014,” from New Zealand Herald, “Te Awa Tupua will take time to manifest,” 
Whanganui Chronicle, accessed October 27, 2021. https://www.nzherald.co.nz/whanganui-chronicle/news/te-awa-tupua-
will-take-time-to-manifest/QPXICYHLE4LRUNBQCZEN3APVV4/. 

Fig 25. Screenshot from Tales from the mythologies of Creation, Maui and Aoraki animation, Video uploaded to Youtube 
by Virtual Eye, “An animation Research Ltd animation, originally in stereoscopic 3D, which screened daily in the ‘Waka 
Māori’ pavilion during the 2011 Rugby World Cup,” from Youtube, “Tales from the mythologies of Creation, Maui, and 
Aoraki,” Virtual Eye uploaded videos, accessed October 27, 2021. https://www.youtube.com/watch?v=P6q8E1laQjY&ab_
channel=VirtualEye. 

Fig 26. Visitor viewing the performance of Ihi from the balcony in the Aotea Centre, Video uploaded to Youtube by 
Auckland Live, “The largest and most significant work of contemporary Māori art in Aotearoa New Zealand,” from 
Youtube, “Ihi, by Lisa Reihana, at the Aotea Centre in Auckland,” Auckland Live uploaded videos, October 27, 2021. https://
www.youtube.com/watch?v=tJXSRJK6vrI&ab_channel=AucklandLive. 

Fig 27. Personification of Papatuanuku and Tāne in Ihi, “The largest and most significant work of contemporary Māori art 
in Aotearoa New Zealand,” from Youtube, “Ihi, by Lisa Reihana, at the Aotea Centre in Auckland,” Auckland Live uploaded 
videos, October 27, 2021. https://www.youtube.com/watch?v=tJXSRJK6vrI&ab_channel=AucklandLive. 

Fig 28. Illustration from Hansel & Gretel 1925 by Kay Neilsen, Drawing by Kay Neilsen, “Illustrations from Hansel & Gretel 
1925,” from Nocloo, “Illustrations Art Gallery,” Gallery, accessed October 27, 2021. https://www.nocloo.com/kay-nielsen-
hansel-gretel-1924/. 

Fig 29. Villa Savoye built in 1929 by Le Corbusier, an iconic example of modern architecture, Photo by Unknown, 
“Situated in Poissy, a small commune outside of Paris, Villa Savoye is one of the most significant contributions to modern 
architecture in the 20th Century,” from Archdaily, “Villa Savoye / Le Corbusier,” Architecture Classics, accessed October 27, 
2021. https://www.archdaily.com/84524/ad-classics-villa-savoye-le-corbusier. 

Fig 30. Fallingwater House built in 1939 by Frank Lloyd Wright, another modernist classic, Photo by Lee Sandstead, 
Robert P. Ruschak – Western Pennsylvania Conservancy, “Frank Lloyd Wright designed an extraordinary house known as 
Fallingwater that redefined the relationship between man, architecture, and nature,” from Archdaily, “Fallingwater House 
/ Frank Lloyd Wright,” Architecture Classics, accessed October 27, 2021. https://www.archdaily.com/60022/ad-classics-
fallingwater-frank-lloyd-wright. 

Fig 31. – Fig 34. Freya’s Cabin and Robin’s Hut, Photos by Studio Weave, “Freya’s Cabin and Robin’s Hut are physical 
manifestations of a love story embedded in the stunning landscape of Kielder Water and Forest Park,” from Studio Weave, 
“Freya and Robin,” Projects, accessed October 27, 2021. https://www.studioweave.com/projects/freya-and-robin/. 

Fig 35. The whakapapa of freshwater as described by Tina Ngata. Figure by author. 

Fig 36. Mt Ngauruhoe, Tongariro National Park, New Zealand, Photo by Martin Sliva, “Winter View of Stratovolcano Mt 
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the repurposed sections of the building. – Photos by Juan Domingo Santos, “Renovation of an old water mill, Lanjaron,” 
From Juan Domingo Santos, “Water Museum,” Images, accessed October 27, 2021. https://www.juandomingosantos.com/
Juan_Domingo_Santos/AguaFotos.html. 
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3LHD, “The Karlovac Freshwater Aquarium is located by the river Korana. The project goal was to form a new focal point 
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Projects, accessed October 27, 2021. https://www.3lhd.com/en/project/karlovac-aquarium-and-river-museum. 

Fig 44. National Museum of Singapore, The story of the Forest, Photos by teamLab, “Featuring flowers, plants, and animals 
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into a mesmerizing digital art piece,” From teamLab, “Story of the Forest,” Images for media, accessed October 27, 2021. 
https://www.teamlab.art/w/story-of-the-forest/. 
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Park, 1974 -Demolished 2016,” From Scott Architecture, “Visitor Centre: Aniwaniwa,” Photos January ’04, accessed 
October 27, 2021. https://www.johnscott.net.nz/pages/aniwaniwa.html. 

Fig 59. Bruder Klaus Field Chapel, Photos by Helene Binet and Peter Zumthor, “Bruder Klaus Field Chapel, Mechernich, 
Germany,” From Museum of Modern Art, “Felderkapelle fur den heiligen Bruder Klaus 02,” Art and Artists, accessed 
October 27, 2021. https://www.moma.org/collection/works/188042. 
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Fig 63. – 69. Various Zumthor Principle Symbols. Figures by Author. 

Fig 70. – 74 Various Sketches of Zumthor Projects. Figures by Author. 
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Area and Museum,” From Zumthor, “Allmannajuvet,” Projects, accessed October 27, 2021. https://zumthor.org/project/
allmannajuvet/. 
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Fig 77. The galleries are filled with objects relating to the history of mining in the area, Photo by Tonje Tjernet, 
“Allmannajuvet Rest Area and Museum,” From Zumthor, “Allmannajuvet,” Projects, accessed October 27, 2021. https://
zumthor.org/project/allmannajuvet/. 

Fig 78. Exterior photo of the memorial showing the path that exits Zumthor's building and leads to Bourgeois' exhibit, 
Photo by Jarle Waehler, “Steilneset Memorial for the Victims of the Witch Trials,” From Zumthor, “Vardo, Norway 2011,” 
Projects, accessed October 27, 2021. https://zumthor.org/project/steilneset/. 

Fig 79. Bourgeois' installation featuring the burning chair, Photo by Bjarne Riesto, “Steilneset Memorial for the Victims of 
the Witch Trials,” From Zumthor, “Vardo, Norway 2011,” Projects, accessed October 27, 2021. https://zumthor.org/project/
steilneset/. 

Fig 80. Interior photo of Zumthor’s fabric-clad building, showing names and birthdays of victims, Photo by Fredrik 
Flogstad, “Steilneset Memorial for the Victims of the Witch Trials,” From Zumthor, “Vardo, Norway 2011,” Projects, 
accessed October 27, 2021. https://zumthor.org/project/steilneset/. 

Fig 81. Charred interior of the chapel showing the forms left behind in the walls from the burnt timber logs, Photo by 
Flemming Ibsen, “Bruder Klaus Field Chapel,” From Zumthor, “Mechernich-Wachendorf, Germany 2007,” Projects, 
accessed October 27, 2021. https://zumthor.org/project/bruderklaus/. 
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Klaus Field Chapel,” From Zumthor, “Mechernich-Wachendorf, Germany 2007,” Projects, accessed October 27, 2021. 
https://zumthor.org/project/bruderklaus/.
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Wachendorf, Germany 2007,” Projects, accessed October 27, 2021. https://zumthor.org/project/bruderklaus/.
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Zumthor, “Cologne, Germany 2007,” Projects, accessed October 27, 2021. https://zumthor.org/project/kolumba/. 

Fig 85. Interior photo showing how light diffuses on the museum's exhibitions, Photo by Marco_Pozzo, “Kolumba Art 
Museum,” From Zumthor, “Cologne, Germany 2007,” Projects, accessed October 27, 2021. https://zumthor.org/project/
kolumba/. 

Fig 86. Interior showing light diffusing on ceiling, Photo by Carlos Castro, “Kolumba Art Museum,” From Zumthor, 
“Cologne, Germany 2007,” Projects, accessed October 27, 2021. https://zumthor.org/project/kolumba/. 

Fig 87. Showing the light plenums on exterior of building, Photo by Jjuergensen, “Kunsthaus Bregenz,” From Zumthor, 
“Bregenz, Vorarlberg, Austria 1997,” Projects, accessed October 27, 2021. https://zumthor.org/project/bregenz/. 

Fig 88. Interior photo of a gallery, Photo by Marcus Trimble, “Kunsthaus Bregenz,” From Zumthor, “Bregenz, Vorarlberg, 
Austria 1997,” Projects, accessed October 27, 2021. https://zumthor.org/project/bregenz/. 

Fig 89. The museum sitting in the public square which it occupies, Photo by Bohringer Friedrich, “Kunsthaus Bregenz,” 
From Zumthor, “Bregenz, Vorarlberg, Austria 1997,” Projects, accessed October 27, 2021. https://zumthor.org/project/
bregenz/. 

Fig 90. – 92. The Therme Vals, Photos by Fernando Guerra, From Archdaily, “Peter Zumthor’s Therme Vals through the 
lens of Fernando Guerra, accessed October 27, 2021. https://www.archdaily.com/798360/peter-zumthors-therme-vals-
through-the-lens-of-fernando-guerra. 

Fig 93. Exterior of chapel, Photo by Jonathanvlarocca, “Saint Benedict Chapel,” From Zumthor, “Sumvitg. Graubunden, 
Switzerland 1988,” Projects, accessed October 27, 2021. https://zumthor.org/project/benedict/. 

Fig 94. Internal columns meeting the ground, Photo by p2cl, “Saint Benedict Chapel,” From Zumthor, “Sumvitg. 
Graubunden, Switzerland 1988,” Projects, accessed October 27, 2021. https://zumthor.org/project/benedict/. 

Fig 95. Looking up at the ceiling. Roof is elegantly designed and detailed, Photo by p2cl, “Saint Benedict Chapel,” From 
Zumthor, “Sumvitg. Graubunden, Switzerland 1988,” Projects, accessed October 27, 2021. https://zumthor.org/project/
benedict/. 

Fig 96.  Map of the Whanganui Journey showing DOC run campsites and huts, Figure by Department of Conservation, 
“Whanganui Journey Map”, From The Department of Conservation, “Whanganui Journey Brochure,” Places to stay, 
accessed October 27, 2021. https://www.doc.govt.nz/globalassets/documents/parks-and-recreation/tracks-and-walks/
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Fig 97.  On the river. Photo by author.
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Fig 105. The ghost of Pīpīriki. Image by author. 
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Fig 107. Image of a Pākehā captain and his helmsman, Photo by George William Barltrop, 
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From the National Library of New Zealand, “Captain Kenny Stuart with his hand on the bridge 
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Fig 108. – 116. Various figures of Whanganui River flora. All figures by author. 

Fig 117. Tui, Photo by Sid Mosdell, “Prosthemadera novaeseelandiae – Waikawa, Marlborough, New Zealand,” From 
Wikimedia Commons, accessed October 27, 2021. https://commons.wikimedia.org/wiki/File:Prosthemadera_
novaeseelandiae_-Waikawa,_Marlborough,_New_Zealand-8_(2).jpg. 

Fig 118. Piwakawaka, Photo by Piwakawaka Valley, “Piwakawaka (Fantails),” From Fantail Valley Homestead, accessed 
October 27, 2021. https://piwakawakavalley.co.nz/about-us/. 

Fig 119. Kererū, Photo by Brendon Doran, “Kererū,” From Zealandia Te Māra a Tāne, accessed October 27, 2021. https://
www.visitzealandia.com/About/Birds/Kereru. 

Fig 120. North Island Brown Kiwi, Photo by Department of Conservation (image ref: 10029431) by Rod Morris 
Department of Conservation Courtesy of Department of Conservation, “North Island Brown Kiwi,” From New Zealand 
Birds Online, accessed October 27, 2021. https://www.nzbirdsonline.org.nz/species/north-island-brown-kiwi. 

Fig 121. Site Drivers. Figure by authors.

Fig 122. Site Topography. Figure by author.  
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Fig 124. Plaited Rope of Hinengākau. Figure by author. 
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Fig 125. Orientation of buildings. Figure by author. 

Fig 126. Connection to ground. Figure by author. 

Fig 127. Carving Space. Figure by author. 

Fig 128. Carving Light. Figure by author. 

Fig 129. Tectonics. Figure by author. 
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Fig 132. Gallery one. Figure by author. 

Fig 133. Walkway to gallery three. Figure by author. 

Fig 134. Gallery three level one. Figure by author. 

Fig 135. Reaching the landing. Figure by author. 
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