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ABSTRACT
Strengthening the cultural identities of Pacific and New Zealand born Polynesians 
living in New Zealand remains a rising issue. The ever-changing social and political 
environment over the years has caused this issue to shift accordingly. The influence 
of these contexts have resulted in a sense of disconnectedness with cultural identity 
within these groups.

However, Polyfest has been a key event that strengthens the cultural identity of youth 
through performance. Polyfest allows students to embark on a cultural journey of 
identity by participating, practicing, learning and immersing themselves within their 
cultures through traditional dance and music. It allows students to strengthen bonds 
with one another and share a platform that allows them to discover their cultural 
identity through their traditional performances.
The purpose is to create a cultural performing arts centre that can strengthen cultural 
identity of all Polynesian people. Investigation and analysis of faiva from Tongan 
culture will contribute to responding to this projects underlying issue.

Figure 1.  Performing to the audience
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Tongan Glossary

Ako faiva - practise of performance
‘Eiki - demi-god with noble status
Faiva - performing arts, performing in space, a reference to one’s lifetime is a 
performance in the setting of nature.
Fakahā teu - dress rehearsal of a performance
Faka’ali’ali lahi - final day of performance
Feongo’i’aki - being in tune with the feelings or actions of others
Fatongia - social obligation
He’a – a type of Tongan dance
Ha’a - clans or ethnic groups
Kailao – a type of Tongan dance
Kātoanga - a special occasion or event
Lakalaka – a type of Tongan dance
Mako – a type of Tongan dance
Mā’ulu’ulu – a type of Tongan dance
Me’etu’upaki – a type of Tongan dance
Māfana - inner warmth feeling

Mālie - beautiful
Nima me’a - fine arts
‘Otuhaka – a type of Tongan dance
Sōkē – a type of Tongan dance
Tā - time
Tauelangī - reaching the sky 
Tauhi - nurture or care
Tauhi vā - nurturing the space between
Taufakaniua – a type of Tongan dance
Tufunga - material arts
Vā - space
Vaka - vessel.
Vākovi - conflict in social space between people
Vālelei - a harmonious social space between people
Vāmama’o - a farther distant space between things
Vāofi - a closer space between things

Tau-faka-niua (type of tongan performance)

Names of moves used in tau-faka-niua:

Fua - Measure that is using one arm to measure the distance between each other.
Lau taimi - Measuring rhythm, that is, checking that everyone is in the same synch.
Tui - To weave. This move only happens after the first three actions are checked 
and confirmed by the leader or the time marker. This will relate to māma.
Fusi - This is a follow on from Tui. This move means to pull or to drag. This will be 
brought back later as some of the performances relating to tōho-vaka or Tō Waka 
(Tōia Waka).
Fa’o - This translates to the loading of ammunition into the gun.
Fana - To fire – related to firing, not just a bow and arrow, but also later to the 
musket.
Hoka - This refers to stab, puncture or poke
Tō - This is a reference to grounding or dragging along the ground or something 
that falls to the ground. A reference also to someone facing the ground. Fruit 
falling from the tree to the ground. Also, a reference to planting and cultivation. 
That is, planting crops and trees is referred to as Tō.

Māori glossary

Tapu - sacred
Tōhunga - priest, see also Tufunga.
Waka - traditional Māori canoe. See also Vaka
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BACKGROUND OF THE PROJECT

What is cultural identity? 
A powerful question that has rarely been asked amongst individuals of today. 
The most powerful idea that is key to solving cultural identity issues, is a ‘sense 
of belonging.’ This can be defined and based on one’s ancestry, cultural heritage, 
values and traditions.1

When looking into the younger generation of Polynesian2 people born and raised in 
a western setting or the European lifestyle, such as in New Zealand (NZ) Aotearoa, 
the main underlying issue is the lack of cultural identity: that is, a lack of the sense 
of belonging. Suppose one compares the younger generation of the Polynesian 
people in the Pacific and the younger generation of Polynesians brought up in a 
western setting in New Zealand. In that case, there is a big contrast with one’s 
cultural identity. For example, some may be fortunate enough to have a strong 
cultural upbringing that has strengthened and maintained their cultural identity. 

In contrast, others may not have been given the same opportunities to nurture and 
learn traditional customs during their childhood and upbringing. Both may, or may 
not, be enough to establish some sense of belonging.
The possibilities can be many. However, one could be due to the fact they have 
been so heavily influenced by the European lifestyle that they feel as if they lack 
their cultural identity and are viewed as ‘plastic.’3Many factors contribute to this 
ideology, such as political settings, technology and social media and traditional 
upbringing. A certain level of disconnectedness to their root culture can also be a 
contributing influence. 

1  Chen, Vivian Hsueh-Hua. n.d. “Key Concept Cultural Identity - Wordpress.com.” Center for Intercultural Dialogue. Accessed October 9, 2021. https://centerforinterculturaldialogue.files.wordpress.
com/2014/07/key-concept-cultural-identity.pdf.
2  a reference to people or people who their origins comes from the Pacific Ocean. These people refer to themselves as Moana.
3  Plastic is a slang word commonly used, often with a negative approach among the Polynesian communities to define those Polynesia people who are trying very hard to be both western and Polyne-
sians
4  Faiva in a simplified meaning points to -to do in space OR to conduct in space.
5  Michelle Williams (2018), 3.

Often, parents are migrants and have brought with them their cultural system 
forged in their previous setting. Incorporating traditional lifestyle methods in a new 
setting can be identified as the root of the issue.

An example can be speaking and teaching a native language to children by parents 
at home. While this can be a lifestyle choice outside of the household setting, 
most, if not all, interactions are conducted in the English language and the forever 
changing slang associated with it. This can lead to difficulties in communication 
due to inaccurate translations between people who only speak their native 
language and people who only speak English and vice versa. Identifying these 
polarised forces may lead to a solution.

A consistent medium evident in all Pacific Island cultures, both NZ-born and born 
in the Pacific, is cultural performance, known as faiva4 in Tongan terms. While 
the term can define one’s performance in society and in the natural environment, 
priority is placed on the faiva as a social enterprise. This is an event conveyed 
through celebrations and many more rituals such as birthdays, weddings and 
school competitions. For example, the ASB Polyfest is the largest Māori and Pacific 
Island festival in the world. 

This festival is held in New Zealand and it provides secondary school students 
with a platform to compete and showcase their culture through the process of 
preparing and performing on stage. “Students construct individual meanings of 
cultural identity, affiliated with ethnic heritage, friendships, and experiences of 
leadership.”5 

The process of rehearsals consist of practising and learning a cultural performance 
item through singing and actions that relate to the song. The strengthening of 
cultural identity is evident through the social interaction of performers during 
rehearsals, immersing themselves in the cultural music, singing and actions 
produced. As it reaches the final day of performance, students have not only 
refined their performance but also a reached a new found appreciation of their 
traditional culture through performance. 

As a social benefit, faiva does not only contribute to the cultural identity 
development of the performer but also provides a beneficial social element to 
parents and audience. Parents of these students are also involved as supporters 
and in passing on what they have experienced at their previous setting, thus, 
creating a parallel support between Polynesian-born and NZ-born individuals 
through Polyfest. A new setting is expected from the current students who will be 
parents and supporting their children in a similar fashion. Analysing how spaces 
can play a part in strengthening cultural identity would determine if there is any 
significance to cultural performances. 

6  Faiva – see glossary for definition. Fai - va, is made up of two words. TO DO SPACE, or CONDUCT IN SPACE.

This is, therefore, an opportunity to interrogate cultural performance from a 
Tongan lens in order to investigate how faiva6 (Tongan performing arts) can 
generate Pacific pieces of architecture that can strengthen cultural identity. 
Furthermore, the result of strengthening cultural identity also improves social 
activity, environmental components and  the cultural enterprise of communities in 
NZ.

Herein, faiva (to conduct in space) in its Tongan context, can be related to other 
Polynesian contexts as they share the same approach to Vā and Wā space and the 
world as a human ritual or a social activity. Taufakaniua has been selected as one 
of the many typologies for investigating architectural processes from faiva as to 
conduct in space.
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PROJECT OUTLINE

The aim of this project is to formulate a cultural performing arts centre. Through 
the interrogation and investigation of faiva (Tongan performing arts) and linking it 
to other performances as social activities that are conducted in the environment it 
is set upon. The focus is to provide a space that caters fto all Polynesian people and 
to strengthen their cultural identity and allow for a better integration with other 
ethnicities in the wider landscape.

The project will be located in South Auckland, within the suburb of Ōtāhuhu. The 
demographics of Ōtāhuhu consists primarily of Māori and Polynesian people7. 
The presence of the Polynesian community can be seen in the shopping centres, 
churches, schools, sports clubs, industrial areas and within the wider Ōtāhuhu 
community. These underlying factors make this the ideal location for a cultural 
performing arts centre that can benefit the Pacific Island community in the 
Ōtāhuhu area.

7  This statement does not exclude other ethnicities in the region. Any suburb in Auckland will have a wide variety of ethnicities.

AIM OF THE PROJECT

The project aims to interrogate and investigate faiva from the Tongan culture 
and analyse how architectural spaces create and strengthen cultural identity by 
drawing essence directly from the performances. This research will be explored 
through the investigation of movements and the process involved in faiva and how 
this translates into a built environment. This analysis will enable the creation and 
fabrication of a cultural performing arts centre that the Polynesian community of 
the Ōtāhuhu region can nurture and grow from. This will also generate a space that 
can celebrate and showcase Polynesian performances. 

From a holistic approach, this will provide not only a place of celebration and 
showcase for community members in Ōtāhuhu, but also other neighbouring 
Polynesian and non-Polynesian communities that do not have the same privilege. 
Achieving a successful design response to this research can create a potential 
model that can be utilised in other areas of New Zealand in the future and grow 
other Pacific Island communities.
The following research objectives are to:

• Investigate an approach that can strengthen cultural identity.
• Investigate faiva and integrate this into the design response.

RESEARCH QUESTION

How can the investigation of faiva generate a contemporary Pacific architecture that strengthens all Polynesian cultural identity?
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SCOPE AND LIMITATIONS     

This project aims to study Tongan faiva. This scope will explore the processes and 
outcomes undertaken from the inception of the performance to the preparation 
and the expected outcome at the final performance. The research will study 
the interactions between tutor and pupils during practices, and the interaction 
between performers and the audience during rehearsal and the final performance. 
The literature focuses on cultural identity and the history of dance from both 
a western view and also a Tongan lens, by using some aspects of the tā vā 
philosophy as a framework to guide the research. Through this process, examining 
interactions between individuals during the preparation, rehearsal and final 
performance process will measure the strength in one’s cultural identity.

The result will be used to develop architectural concepts for the project. 
Tongan faiva performance is identified as one of the genres of art by the tā vā 
literature. One is nima me’a (fine arts) and tufunga (material arts) as the other. 
Whilst architecture is identified as the product of tufunga, process of designing 
can be viewed as a faiva (performance) . Although there are varieties of faiva 
performance art in the Tongan culture, the focus will be on Taufakaniua.

The limitation to this research is that it will focus on Tongan faiva and Tongan 
theories surrounding it as opposed to the rest of the Polynesian cultures as a 
whole. However, the use of this will mitigate this limitation by paying homage and 
incorporating elements into this research that are parallel to other cultural faiva’s 
in the wider pacific islands.

Although this project is within New Zealand, Te Aranga principles will not be the 
primary focus as this project seek to address this from an environmental response 
and a culture narrative approach. Addressing historical context will hugely 
contribute to the design. The aim is to create a cultural performing arts centre 
through the investigation of Tongan faiva informed by the framework of the tā 
vā philosophy. This means that the project will look only at Tongan sources rather 
than all Polynesian cultures. However, it will use Tongan faiva and Tongan theories 
as a method to generate a design response that will strengthen the identities of 
both the NZ-born Polynesian community and the Pacific Island-born community.

METHODOLOGY

To successfully answer the research project, various research methods will be 
investigated to generate results that can be represented in design through building, 
function, spatial arrangement, and materiality. The following methods will be used:

LITERATURE

This project investigates texts covering the history of performing arts both from a 
western and Tongan perspective through various literature. There is also a cultural 
view that performance is part of man’s obligation to the environment as in return 
the environment will pay equal respect. In order to understand how individuals 
react during performances, this investigation will also look into works of literature 
regarding individuals’ social behaviour.
This brings forth the two common themes:
• Tauhi vā
• Ethnic identity

PRECEDENTS STUDY

Various buildings have been selected to analyse, including the Laban Dance Centre, 
Lewis Art Complex, and the Tesseracts of Time. These precedents predominantly 
focus on how each building has been designed to cater to a dance centre’s function, 
varying from spatial design, the material used, and its aesthetic design. This analysis 
will support an in-depth analysis of materials and how to select these as the design 
elements that will be of use in the design concept.

CONTEXTUAL RESEARCH

Substantial research on the selected site is critical to creating a design that responds 
to the context. This research can also identify any potential gaps in the designated 
context and how this design can respond effectively and in a more sustainable way. 
This is achieved through analysing the demographics, topography, historical context 
and existing surrounding contexts.
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DESIGN METHODOLOGY

This process will focus on various movements used in the taufakaniua. This 
performance consists of performers moving in unison according to the tempo or 
time marking the drums. Through the tempo of the drums, various actions are 
generated with the upper body and lower body. This analysis will focus on the 
range of motion from the body to the arms and legs. The movement sets from the 
taufakaniua are known as:

• Lue  - To march in synchronically. Mostly leg movement and torso swinging.

• Fua - Measurement that is using one arm to measure the distance between 
each other. Following on from Lue, hand is now added to the move. This all to 
bring unity as close as possible. Equal spacing is critical.

• Lau taimi - Measuring rhythm, that is, checking that everyone is in the          
                        same synch.

• Tui - To weave. This move only happens after the first three actions are          
      checked and confirmed by the leader or the time marker. This movement 
involves both legs, torso, and hand, in which the hand displayed a movement 
similar to figure 8 using the stick. This can be related to rope being tied in a 
knot. This will be brought back later relating to toho-vaka or Tō Waka (Tōia 
Waka)

• Fusi - This is a follow on from Tui. This move means to pull or to drag. This will 
be brought back later as some of the performances relating to toho-vaka or 

• Tō Waka (Tōia Waka).

• Fa’o – To load. That is, the loading of an arrow into a bow or ammunition into 
the gun as in a musket.

• Fana - To fire – related to firing, not just a bow and arrow, but also later to the 
musket.

• Hoka - This refers to stab, puncture or poke

• Tō - This is a reference to grounding or dragging along the ground or something 
that falls to the ground. A reference also to someone facing the ground. 
Fruit falling from the tree to the ground. Also, a reference to planting and 
cultivation. That is, planting crops and trees is referred to as Tō.

Each movement varies in different ranges of motion. A series of photographs 
will be illustrated for each movement to ensure that each action is analysed 
successfully. Layering these photos during each movement will convey a range of 
motion that will be thoroughly analysed to be interpreted into the design phase.
This will ensure that this method can be used in the future design concept, 
represented aesthetically and through the spatial arrangement, building form and 
other architectural elements.

STATE OF KNOWLEDGE

A wide variety of literature provides an insight into the history of Tongan faiva 
and understands individual human behaviour when interacting with others. The 
combination of literature will also influence the design process.
One of the primary texts, Aesthetics of Tongan Dance, provides a vast amount of 
material for almost every aspect of Tongan faiva. This provides a detailed insight 
into what occurs during the process of faiva and the skills required to achieve a 
successful faiva performance.

International Encyclopedia of the Social & Behavioral Sciences Reference Work  by 
James D. Wright is another prominent piece of literature; it provides an in-depth 
analysis of human behaviour and how one’s ancestry and environment affect one’s 
identity. This encyclopaedia shows the various types of identity and highlights how 
social interaction plays a crucial part in choosing one’s own identity. 

Tauhi Vā: Creating Beauty through the Art of Sociospatial Relations by Tevita Ka’ili 
conceptualises Tauhi Vā as a performing art. This literature highlights the use of tā 
(time) vā (space) in performing arts to enhance the social space between peoples. 

These texts help to identify crucial aspects that could aid in the research and 
influence the design response. Looking into facilities that cater to performing arts,  
various precedents have been selected based on their relativity to this research. 
These precedents explore the spatial layout in their design, the use of different 
materials and natural lighting.

Tesseracts of Time by architect Steven Holl and choreographer Jessica Lang create 
a performance that combines dance and architecture in a compression of time and 
space. The piece experiments with time, form, light and movement. This is shown 
through four sections conveyed under the ground, on the ground and over the 
ground.

Steven Holl’s Lewis Arts complex creates a new campus that maximises movement 
and void fraction. Steven Holl achieves maximum movement in the new complex 
by creating underground spaces to delineate the campus and using different 
spatial layouts to create a space within a space. The campus also contains a 
vertical staircase that mimics the spiral movement used in dance, which connects 
throughout the building.

The Laban Dance Centre by Herzog & de Meuron is a contemporary dance school 
located in London. The dance centre conveys movement in architecture using 
translucent polycarbonate to create a silhouette effect. This will provide possible 
solutions to explore materials that can convey movement in this research design.
The various texts and precedents will give an insight into how movement in 
performance can be used for architectural design.
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CONTEXT RESEARCH

Figure 3. Development of Tongan faiva
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TONGAN FAIVA

The origin of human dance is still to be researched worldwide and has yet to be 
confirmed. There has been some speculation that dance may have originated 
5,000 to 9,000 years ago, located in a swathe from modern Pakistan to the 
Danube basin.8 Moreover, the influence of dance has been present worldwide, 
embedded into cultural lifestyles, especially in the Kingdom of Tonga. However, the 
commencement of dance is unknown.

According to the literature, in ancient Tonga there only a handful of Tongan dances 
existed. Over time, dances were influenced and evolved into new ones, while 
other, old performances such as the otuhaka and the he’a have faded away. Today, 
there are various Tongan faiva, ranging from the lakalaka, ma’ulu’ulu, sōkē, 
me’etu’upaki, kailao, taufakaniua, tau’olunga, ula, mako among others.
These Tongan performances are showcased depending on the appropriate 
occasion. For example, the lakalaka is best suited to be performed at a kātoanga 
(formal ceremony) such as the King’s coronation. In contrast, other performances 
such as the taufakaniua, tau’olunga and kailao can be performed in a more 
general setting at a different type kātoanga (less formal).

In present times, diasporic Tongans have modernised Tongan faiva to suit today’s 
social environment. Thus, performances such as the lakalaka are performed at any 
kātoanga, whereas tau’olunga, taufakaniua and many other performances are 
showcased at events by school students for competition purposes and education.
Tongan faiva is still just as crucial in today’s society as it was back in ancient times. 
Tongan faiva has been showcased on special occasions such as birthdays and visits 
by dignitaries such as the royal family and chiefs. 

8  “Dance: The Origins of Dance,” Infoplease (Infoplease), accessed June 24, 2021, https://www.infoplease.com/encyclopedia/arts/performing/dance/dance/the-origins-of-dance.
9  Wendy Pond, Faiva: Trials of Skill: The Song and Dance of Tongan Politics, 1773-1993: a thesis submitted to the Victoria University of Wellington in fulfilment of the requirements for 
the degree of Doctor of Philosophy in Music, 1995, 21.
10  Adrienne Lois Kaeppler, Aesthetics of Tongan Dance (University of Illinois press, 1971), 179.

During eighteenth-century festivals, the presence of an ‘eiki (demi-god with noble 
status or descendant of a chiefly line) demanded perfect ordering. When also 
adding the majesty of the occasion, it invokes the realm of the sacred9. The per-
formers and audience interact in increasing māfana, which occurs when a faiva 
successfully exhibits coordination and finesse. The resulting feeling of māfana 
among the spectators inspire them to dance and to cheer on the performers. The 
overall desired outcome from a successful performance is known as mālie. At the 
end of the performance, the audience shouts mālie. 

Tā - Vā literatures refers to this as achieving beauty and harmony through 
sustained symmetry. When one performs at the celebration, it is their fatongia 
(social obligation) to complete their performance to the audience. Having 
performed successfully and interacting with the audience results in mālie, leading 
to the audience viewing the quality of the performance as beautiful. 
Tongan faiva consist of body movement, poetry and instruments. The crucial 
element in Tongan dance is poetry, used in performances depicting stories of 
certain events, history, or even created for someone through nature. 

The movement motifs interpret the poetry and this is known as an allusion. An 
allusion is a critical essence of Tongan dance. Physically poetry in an abstruse way 
of interpreting the verb rather than the noun and is considered supernatural, 
hence the reason why the choreographer is referred to as pulotu haka.10

To further analyse Tongan faiva, this research will look at how the body plays a 
role. 

The three main body parts used in Tongan dance are the legs, arms and head. 
However, the arm and hands are considered the most critical movements in faiva 
due to the intricate and varied movements. The head movement in Tongan dance 
is used mainly for aesthetic purposes, where one tilts one’s head quickly to the 
right and this can be seen in nearly all Tongan performances. Leg movements 
in performance are limited, but differ between different faiva, ranging from an 
individual bending their knees low in place, knee jumping or sitting cross-legged. 
     

Figure 4. Fakafiefia
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LITERATURE REVIEW

Figure 5. Ako faiva
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ETHNIC IDENTITY

Cultural identity in New Zealand is salient for both Polynesian immigrants and 
NZ-born Polynesian people. That is immigrants and their children. To grasp an 
understanding of the cultural identity of pacific people, it requires us to analyse 
the term ethnic identity. Cultural identity has been defined as based on one’s 
ancestry, cultural heritage, values and traditions. Whereas, in this literature, we 
look further to understand all aspects of identity. This literature section will explain 
the ethnic identity, while providing context and ideas to offer possible solutions. 

In Ethnic Identity, Psychology of, Karmela Liebkind and colleagues present the 
origins of ethnic identity and how external factors contribute to identity. In 
this reading, Liebkind and colleagues explain that ethnic identity refers to an 
individual’s sense of self in terms of membership in a particular ethnic group.11

“Different criteria such as physical similarities, cultural characteristics, language, 
religion, and historical events and myths can all play a role in the definition and 
justification of a common origin. However, ethnic identity is not necessarily tied 
to culture: a sense of ethnic identity can remain strong, although cultural changes 
take place (Verkuyten, 2005).”12

This text identifies that an individual’s ethnic identity is influenced by external 
factors such as religion, language and social environment. In contrast, cultural 
identity is associated with a person’s ancestry, cultural heritage etc. 

11  Karmela Liebkind, Tuuli A Mähnen, Sirkku Varjonen, and Inga Jasinskaja-Lahti, “Ethnic Identity, Psychology Of,” International Encyclopedia of the Social & Behavioral Sciences, 2015, 
pp. 113-117, https://doi.org/10.1016/b978-0-08-097086-8.24016-6, 113.
12  Liebkind, Mähnen, Varjonen, Jasinskaja-Lahti, “Ethnic Identity, Psychology Of,”113.
13  Liebkind, Mähnen, Varjonen, Jasinskaja-Lahti, “Ethnic Identity, Psychology Of,”113.

Ethnic identity plays a pivotal role in the development of one’s personal and social 
identity. Karmela Liebkind highlights the importance of “knowing where one comes 
from as it provides individuals with a sense of an enduring identity and the notion 
of belonging.”13 This highlights the importance of an individual’s upbringing. In this 
case, it is family. Family is the most vital connection an individual has to belong to 
a place. 

The cultural values, religious upbringing and other, various values in a family 
household influence an individual from childhood right up to adolescence. During 
adolescence, Jean Phinney explains that this becomes an essential point for the 
ethnic identity of an individual. Phinney highlights that individuals discover who 
they are through the social relationships they make and their status within their 
broader cultural community during this stage. There are three possible phases that 
an individual moves through from adolescence to adulthood. 
Ethnic identity diffusion phase
Either foreclosure or moratorium phase
Ethnic identity achievement
 
An adolescent transitions from the ethnic identity diffusion phase (lack of a 
clear identity) to either foreclosure (a commitment without exploration) or the 
moratorium phase (a period of exploration). 

The final stage, which an adolescent transitions to is ethnic identity achievement. 
This is achieved when an individual commits to an ethnic group, leading to a clear 
understanding of ethnicity.14

The influence of family during this phase of exploring an individual’s identity is 
crucial. During an adolescent’s transition from ethnic identity diffusion to either 
foreclosure or moratorium, family instils cultural and religious values, traditions, 
and other factors that serve as the foundation for an individual when they 
transition from foreclosure or moratorium to secure ethnic identity.
This transitional phase is used to describe the development of identity. However, 
this is not the case for immigrants. Liebkind and colleagues highlight that 
immigrants hold more than one dimension of group identity. This is ethnic identity 
and national identity, where one identity can either be secure or undeveloped, 
which comes down to how one interacts with other social groups.15 Liebkind and 
colleagues state that immigrants achieve three possible outcomes when living in a 
foreign country.

“An individual who retains a strong ethnic identity while also identifying with 
the new society is considered to have an integrated (or bicultural) identity. One 
who has a strong ethnic identity, but does not identify with the new culture has a 
separated identity, while one who gives up an ethnic identity and identifies only 
with the new culture has an assimilated identity. The individual who identifies with 
neither has a marginalised identity.”16

14  Liebkind, Mähnen, Varjonen, Jasinskaja-Lahti, “Ethnic Identity, Psychology Of,”,114.
15  Liebkind, Mähnen, Varjonen, Jasinskaja-Lahti, “Ethnic Identity, Psychology Of,”,115.
16  Liebkind, Mähnen, Varjonen, Jasinskaja-Lahti, “Ethnic Identity, Psychology Of,”,115.

An individual who has migrated to NZ may choose to keep their strong ethnic 
identity from their traditional upbringing and refuse to identify with the new 
culture in NZ. Alternatively, in contrast, an individual who has migrated to NZ 
may identify only with the new culture and forget their traditional upbringing. 
Individuals may reach adulthood and still be yet to transition into ethnic identity 
achievement, or some may have achieved ethnic identity, but struggle to maintain 
it. Many factors may include how individuals view the importance of the social 
relationship they have with their group. Are they willing to commit to their social 
groups, and how much do they honour their social group and the traditions and 
customs? 

 A key point that plays a vital role in this literature has been the importance of 
social relationships. It is critical in developing and maintaining an individual’s 
ethnic identity. The text has emphasised this importance in an individual’s journey, 
starting from adolescence and up to adulthood.
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TAUHI VĀ

Tongan Tauhi vā can be summarised as creating beauty through the art of social 
relations. Tauhi vā and the Samoan teu le vā are identical cultural practices specific 
to each island nation.  Other islands in the Pacific will have a variation of the same 
social practice. 

In his book, Tauhi Vā: Creating Beauty through the Art of Sociospatial Relations, 
Tevita Ka’ili outlines that maintaining and nurturing social relations is a performance, 
herein, a beautiful one is an outcome of a well-balanced and well-nurtured relation.
Tevita Ka’ili continues to explain that:

 “In Tonga, as well as most Moana (Oceanic) cultures, artists symmetrically or rhyth-
mically mark time (tā) in space (vā) to create beauty (mālie).”17

The Tongan proverb “tā tā tuli vaka,” 18 is translated by Okusitino Mahino as ‘to mark 
time and racing canoe.’ This is an example of a temporal dimension of tā. Mahina 
explains that the drummers beat (tā) the drums to signal the rowing pace (time) in 
order to encourage the rowers.19 Secondly, Ka’ili states that vā represents a relation-
al space between two time markers (tā). It is viewed as the space that is constructed 
through the relationship between time-markers beats, things or people.20 

17  Ka’ili Tevita O., Tauhi vā: Creating Beauty through the Art of SOCIOSPATIAL RELATIONS, 2008, 1.
18  Ka’ili, Tauhi vā, 2008, 15.
19  Ka’ili, Tauhi vā, 2008, 15.
20  Ka’ili, Tauhi vā, 2008, 16.
21  Ka’ili, Tauhi vā, 2008, 16.  
22  Ka’ili, Tauhi vā, 2008, 28.  
23  Ka’ili, Tauhi vā, 2008, 28.  
24   Ka’ili, Tauhi vā, 2008, 31.  
25  Ka’ili, Tauhi vā, 2008, 31.  
26  Ka’ili, Tauhi vā, 2008, 31.  

Additionally, in a social context. Ka’ili states that the mutual relations between 
individuals or groups forms the vā (space) and becomes “an indicator of the quality 
of the relationship.”21 Ka’ili unravels the importance of vā through analysing how an 
individual nurtures space.  In this text, tauhi vā is broken down into three principles, 
“tauhi (nurturing, caring and sharing), vā (human space) and ha’a (clans or cultural 
groups).”22

Ka’ili argues that tauhi vaha’a “emphasises the need for nurturing and sharing of, 
and caring for the human space and relationship between different cultural groups 
of people in society.”23 The importance of the quality of vā is further analysed and 
Ka’ili explains the examples of vā. Vāofi signifies a close space between things, 
whereas vāmama’o signifies a distant space between things. Vālelei refers to a 
harmonious social space between people, whereas, vātamaki refers to conflict in a 
social space between people.

Ka’ili states that tauhi vā is intricately connected to the performance of social 
duties.24 The author references Okusitino Mahina’s Tongan proverb “takitaha tauhi 
hono vaha’angatae”25 which translates to each one tends to his space of ngatae 
trees. This proverb illustrates taking care of one’s social duty. Mahina states that this 
proverb communicates the link between tauhi vā and fatongia (social duties).26

Every individual in each social class performs their fatongia to one another and 
other social classes to create harmony and stability. Ka’ili states that through this 
Tongan saying: “tu’a e sino ka oku ‘eiki ‘a e fatongia”27 which translates to “a 
person may be a commoner, but his fatongia has chiefly status.”28 This literature 
states that regardless of one’s social status, the importance of one’s fatongia 
equally holds the same significance. 

The next section of this literature review looks at tauhi vā as an art form. Ka’ili 
references Mahina in this chapter to break down the arts of Tonga. Mahina 
categorises Tongan arts into three areas: tufunga (material arts), faiva (performing 
arts) and nima mea’a (fine arts). In this reading, Mahina states that faiva translates 
to “do time in space”29 which is viewed as the rhythmic movement of the body in 
time (tā) and space (vā). Through the rhythmic movement of the body, the aim 
is to create a beautiful form, and the basis of beauty is symmetry. The author 
references Futa Helu in his article also to highlight how beauty is achieved. 

Helu states that the aesthetic value of beauty is constructed out of balance, 
proportion, harmony, and pattern.30 In the next chapter of this literature, Ka’ili 
explains tāuhi vā as a performing art. Performance of tāuhi vā requires skill. A 
person who is skilled in tāuhi vā is viewed as a capable individual. In contrast, a 
person who is unskilled in tāuhi vā is considered to be an inept individual.31 

27  Ka’ili, Tauhi vā, 2008, 33.  
28  Ka’ili, Tauhi vā, 2008, 33.  
29  Ka’ili, Tauhi vā, 2008, 43.  
30  Ka’ili, Tauhi vā, 2008, 43.  
31  Ka’ili, Tauhi vā, 2008, 47.  
32  Ka’ili, Tauhi vā, 2008, 51.

The result of a skilled performance of tāuhi vā brings dignity to the performer, 
whereas an incompetent performer of tāuhi vā brings disgrace to the participants. 
This is evident during the ASB Polyfest. If a performer is skilled, the individual feels 
praise towards themself from other participants, whereas an unskilled performer 
feels shame for themself and the participants.

To achieve synchrony, Ka’ili states that synchronisation is based on being in tune 
with the feelings and actions of others or known as feongo’i’aki. By doing so, 
this allows tāuhi vā performers to synchronise with each other. The end result of 
achieving synchrony among the performers is evoking the feeling of mālie.  This 
allows both performers and the audience to experience māfana (warmth) and 
tauēlangi (reaching the sky). 

Ka’ili references Kaepplar in this literature to explain the effects of mālie. Kaepplar 
states that mālie and māfana suggest a flow of energy through which both 
performers and the audience are transformed. Kaepplar describes the impact of 
tauēlangi as hypnotic.32
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This literature highlights the importance of tāuhi vā in society, especially how it 
can be illustrated through Tongan performing arts. Tevita Ka’ili has successfully 
presented the process required in faiva to achieve mālie and māfana. This process 
is clear from the transition of practice for performances shown between tutor and 
performers right up to the actual day of the performance. This is where perform-
ers perform their social duty by interacting with one another and the audience to 
achieve mālie and māfana.   

In addition, the discussion of how tauhi vā is evident in faiva and the process un-
dertaken to achieve harmony is essential to this thesis. 
Arguably, the notion of tauhi vā in faiva terms can be used as a medium for all 
Polynesian cultures to strengthen their ethnic identity through faiva. This research 
will aid the function of the design, using Tongan faiva and principles as a medium. 
The notion of tauhi vā will be explored in design to create a function that will cater 
to all Polynesian cultures.
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PRECEDENT REVIEW
This section of the research project aims to search for existing architectural prece-
dents that explore space in different methods. The following precedents incorpo-
rate various approaches to space through materiality and spatial design to enhance 
spatial quality.
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LEWIS ARTS COMPLEX

Background
Completed in 2017, the Lewis Arts Complex is located on the west end of Princeton 
University campus. Designed by architect Steven Holl, the new complex sits on the 
campus and is a mixture of Romanesque and Gothic Revival buildings.

Function
Steven Holl designed the Lewis Arts complex to cater to many theatres, dance, music, 
studio art and creative writing students. The arts complex consists of the Wallace 
Dance Building and Theatre, the Arts Tower and the New Music Building.

Site
Located in Princeton, New Jersey

Figure 6. Lewis Arts Complex
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Figure 7. Forum-level floor plan Figure 8. Plaza-level floor plan Figure 9. Level three floor plan
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Form
The Lewis Arts complex comprises three separate buildings consisting of a box-
like shape and a cylindrical shape. All of these buildings are connected by a forum 
sunken beneath the courtyard. The use of the material for the exterior and the 
large scale of the building gives the overall form of the building a dominant and 
monolithic look.

Material
The arts complex uses various materials: the Wallace Dance Building uses 
limestone cladding on the exterior, which gives the exterior surface a solid and 
monumental look. The inward-facing facade of the New Music Building uses a 
curtain wall façade and the curtain wall uses thin steel cables to ensure the views 
inside and outside of the building are uninterrupted. 

The walls of the public spaces use cast-in-place concrete and the concrete wall has 
a board-formed texture finish, which has been painted white to emphasise the 
play of light and shadow on its surface. The complex also uses various materials 
to explore the idea of translucency. The music building uses etched glass in the 
interior space to act as glass partitions and railing and also uses large glass curtain 
walls to create a boundary between indoor and outdoor without interrupting the 
view. The Wallace Dance Building uses perforated metal railings for the dancing 
stairs.

Figure 10. Etched glass railing

Figure 11. Perforated metal sheet railing

Figure 12. Lewis Arts Complex site plan
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Key design elements:

Suspension

Steven Holl demonstrates the idea of suspension in buildings through the use 
of suspension cables. This can be seen in the suspended walkways to create 
a levitation feeling, and the glass façade structure also uses suspended wires 
with downward tension to support the curtain wall. Steven Holl compares the 
suspended cables to “string instruments that are in tension.”33

The practise rooms are suspended from the roof, visible when looking into the 
exterior curtain wall. Steven Holl’s idea of having suspended box-shaped rooms is 
not only aesthetically pleasing to see from the outside, but the individual rooms 
also have their own isolated space, as Steven Holl describes it “your own cabin in 
the sky.”34

33  Lewis Center for the Arts, Princeton University. Steven Holl Architects, YouTube (YouTube, 2018), https://www.youtube.com/watch?v=NvZefjsRjf4.
34  Lewis Center for the Arts, Princeton University. Steven Holl Architects
35  Lewis Center for the Arts, Princeton University. Steven Holl Architects
36  Lewis Center for the Arts, Princeton University. Steven Holl Architects

Natural lighting

The arts complex shows different displays of natural lighting throughout the 
spaces. For example, the dance rehearsal space consists of an insulated glazed wall 
with a frost white finish. The sunlight reflected from the pool hits the glazed wall 
and creates a cloud-like light.
The arts complex contains a pool. Beneath the pool is the forum space that 
connects all three separate buildings. The forum includes deeply recessed skylights 
underneath the reflective pool. The use of water above the skylights illuminates 
the forum space in a way that is described as “dances with the sunlight.”35

Spatial layout

Steven Holl allows the complex to have its own individual identity. The music 
building consists of two floors and where the second floor consists of suspended 
separated individual boxes for private rehearsal rooms, the ground floor consists 
more of an open space plan. This allows for more people to utilise the space for 
group rehearsals, and the Wallace Dance and Theatre Building is described as “a 
thing within a thing.”36

 

Figure 13. Axonometric view of Complex

MUSIC BUILDING

FORUM

THEATRE &
DANCE

ARTS CENTER
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Figure 14. Section view of music building Figure 15. Section view of underground forum
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LABAN DANCE CENTRE

Background

Herzog and de Meuron collaborated with visual artist Michael Craig-Martin to create 
a bold and iconic building that fused architecture and dance. The Laban Dance Centre 
is located southeast of London, in the restructuring area of Deptford. The build of the 
Laban Dance Centre commenced in 1997 and was completed in 2003. 

Function

The Laban Dance Centre was designed to house a variety of functions within this 
two-story building. The first floor contains an ample theatre space, library, cafeteria, 
production facilities and administration areas. The upper story houses the majority 
of the dance studio spaces for rehearsals whereas, the outside contains an outdoor 
theatre.

Site

Located in Deptford, London

Figure 16. Laban Dance centre
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Figure 17. Ground floor and level one floor plan Figure 18. Laban site plan
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Form

The Laban Dance Centre’s overall shape is box-like. Herzog and de Meuron seem to 
focus not on the overall form of the building, but on the spaces within the building 
and how individuals can activate it.

Material

The Laban Dance Centre consists of glass and polycarbonate. The exterior façade uses 
a double skin, which consists of polycarbonate on the first layer to protect the inte-
rior spaces from solar glare and heat radiation. The second layer consists of a matt 
glass surface, which is visually connected with the exterior. The overall exterior façade 
displays a spectrum of colours, which also show moving silhouettes from the dancers 
inside the spaces.
     

Figure 19. Silhouette effect through polycarbonate Figure 20. Topography
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Key design elements:

Lighting

During the day, the building’s semi-translucent cladding allows traces of dance and 
movement to be visible through the walls without compromising their privacy. The 
building is lit up by night through a variety of colours, with light and motion spilling 
out, illuminating the surrounding area to create moving silhouettes.

Spatial layout

The functions of the Laban Dance Centre are intermixed throughout both levels and 
described as an urban streetscape. This is to promote communication within the 
entire building, which reflects the fluid movements of dance.

Outdoor topography

Herzog and de Meuron have created a topographically shaped garden, simultaneously 
serving as an entrance yard and a place for walking, playing or leisure and also 
containing an outdoor theatre.

Figure 21. Dancing silhouette
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TESSERACTS OF TIME

Background

This selected precedent is not an architectural one. It focuses on the use of 
dance and architecture in a compression of time and space. This programme is a 
collaboration between architect Steven Holl and choreographer Jessica Lang. The 
dance is split into four sections that correspond to the four types of architecture. 

Under the ground

The first section uses dark lighting and a projection of geometric openings. The 
performers are dressed in black attire where they are grounded and moving in 
linear movement.

In the ground

The second section uses projection to portray deep lighting in the geometric 
spaces and the use of a performer interacting with the projection makes it come to 
life.

On the ground

The third section shows twelve-foot structures and performers all in white. The 
performers are seen interacting with the structures and the stage to explore space 
in a 3D dimension.

Over the ground

The fourth section shows the floating structures and the lighting in the background 
creates a midnight set. The performers are seen wearing different colours of 
oranges and red during their performance as the dance releases like a sunrise.

Key design elements:

Illusion

The Tesseracts of Time performance successfully uses performers to interact with 
the projections to bring it to life.

Interaction

The use of props and projection allows the performers to interact with them to 
convey the performance to the audience successfully.

Figure 22. Tesseracts of time performance
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Figure 23. Under the ground Figure 24. In the ground Figure 25. On the ground Figure 26. Over the ground
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ASB POLYFEST

Background

This precedent does not focus on the architectural aspects, but the function. The 
ASB Polyfest is a celebration of cultures, where students perform to compete for first 
place. The annual festival contains around 10,000 students performing on six stages. 
This consists of the Tongan stage, Samoan stage, Cook Island stage, Fijian stage, Māori 
stage and the Diversity stage. The performance stages are spread out around the 
velodrome located in Otara, New Zealand.

Key elements

Spatial arrangement

Each stage is allocated an open area and the spatial arrangement is designed around 
the stage. The open plan in front of the stage allows people to interact with the 
performers through dancing and shouting as a way of praising them. 
The stages are placed around the site sporadically, with no relation to one another, yet 
the circulation connects all the stages together

Figure 27. Section view of Polyfest performance area Figure 28.Tongan stage
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Figure 29. ASB Polyfest site layout
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RESEARCH THROUGH FONUA
The notion of fonua translates to land. This section of the research aims to investigate 
all contexts of the selected site to generate a design that acknowledges the local 
context.

While searching for a suitable site for this design project, it became evident that 
selecting an area within South Auckland was the most promising location due to the 
culturally diverse population and the significant events that relate to this project. 
Furthering this search into South Auckland, it became clear that Ōtāhuhu was the 
prominent location that fits this design due to the region’s demographics, topography, 
and historical context.

This analysis will look into the following:
• Historical context
• Demographics
• Typology
• Accessibility
• Topography
• The connection between faiva and the historical context of Ōtāhuhu

Figure 30. Arrival of Tainui to New Zealand
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HISTORICAL CONTEXT

In order to select a suitable location in the region, an investigation of the historical 
context of Ōtāhuhu is essential to acknowledge and merge into this design. 

One of the most important historical events in Ōtāhuhu and New Zealand was the 
arrival of the Tainui waka. The Tainui waka and other canoes left from Hawaiki 
and made the journey to New Zealand. Hoturoa led the Tainui canoe with his crew 
members, including his wife Marama-Kikohure, alongside other wakas, which also 
made the journey. 

The canoe first landed in Whangaparāoa Bay, where Hoturoa had set up an altar to 
offer incantations for safe arrival and continuing protection for the canoe and his 
crew members. From Whangaparāoa Bay, the Tainui waka set sail along the east 
coast towards Tauranga then through to Hauraki. It is from Hauraki they journeyed 
up the Tāmaki River towards the Tāmaki Isthmus. Upon arriving at the Tāmaki 
Isthmus, they noticed sea birds on land and birds from the Hauraki flying towards 
the west. 

Hoturoa sent a man to investigate whether there was an ocean on the other side 
of the isthmus. Upon returning from his investigation, Hoturoa’s crew member 
confirmed there was an ocean on the other side. At his point, Hoturoa decided 
it would be more efficient to drag the waka across the narrow neck to reach the 
western sea. 

37  “Legends of the Maori,” New Zealand Electronic Text Collection (Victoria university of Wellington, 2016), http://nzetc.victoria.ac.nz/tm/scholarly/tei-Pom02Lege-t1-body-d1-d4.
html.

That narrow neck would eventually become known as Ōtāhuhu. Hoturoa and his 
crew members would then use skids to haul the Tainui waka onto land. Hoturoa 
and his members would stay a more extended period in Ōtāhuhu to gather food 
supplies before making their journey. One day Hoturoa’s wife would breach the 
tapu by sinning with her slave. Due to this breach of tapu, the waka could not be 
shifted. Hoturoa would then seek help from the tohunga of his waka after prayers 
failed to move it.
The tohunga of the waka, known as Tama, would eventually aid Hoturoa and they 
would build an altar to offer prayers. Afterwards,  Tama would mount the waka 
and utter a sacred hauling chant. After this process, the waka would then glide 
over the skids to eventually reach the shores of Manukau Harbour. From here, the 
Tainui waka would then voyage through the western coast exploring  New Zealand 
before arriving at its final resting place in Kāwhia.37

`

Figure 31. Journey of the Tainui waka
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DEMOGRAPHICS

The growing population of pacific people in the Ōtāhuhu region is the key 
reason I chose to situate my design in Ōtāhuhu. According to the 2018 census, 
the Māngere-Ōtāhuhu region contains the highest number of Pacific people in 
Auckland with 59.4% of people there identifying as being Pacific people. This is 
evident in the Ōtāhuhu shopping centre which acts as the hub for Pacific people 
and also in the population of Pacific students in the surrounding schools in 
Ōtāhuhu. 38

TYPOLOGY

Ōtāhuhu, South Auckland, stretches from the northeast arm of the Manukau 
Harbour to the Tāmaki River.  The region is heavily influenced by industrial 
buildings located on the western end. The end of the west facilities of Ōtāhuhu 
consists of concrete and steel structures such as warehousing, factories, 
mechanics, the Ōtāhuhu train station and other industrial buildings. The shopping 
centre is in the heart of Ōtāhuhu and a prominent place of interaction, situated 
parallel with Great South Road. The commercial facilities in the shopping centre 
range from craft stores, barbershops, shoe shops to restaurants, with most of 
these stores complementing the Polynesian flavour.

The site consists of a wide range of schools ranging from primary, intermediate 
and high school. These schools are St Josephs, Otāhuhu and Fairburn Primary, 
Ōtāhuhu Intermediate, King’s College, Ōtāhuhu College, McAuley High School, 
Pacific Advance Secondary School and Mt Richmond School. Most of these school 
facilities are situated in the southern and central areas of Ōtāhuhu. The locality 
and different levels of schools in the area are essential to this project as this 
research aims to provide a design that the youth and the community can utilise. 

38  “2018 Census Place Summaries: Stats NZ.” n.d. 2018 Census Place Summaries | Stats NZ. Accessed November 1, 2021. https://www.stats.govt.nz/tools/2018-census-place-
summaries/mangere-otahuhu-local-board-area?fbclid=IwAR06WvZl3saw9ImOXvD0F9I0I2aJkbXGLnc_Fqd-Kxqv4xHqSpfBsFdbjWQ. 

ACCESSIBILITY

The central part of Ōtāhuhu has a linear layout, whereas the surrounding structure 
on the eastern side has more of a grid layout that has been designed for the 
residential area. The western side, however, consists of an organic arrangement 
that consists of industrial and residential. The most prominent road that runs 
through this region is Great South Road. It starts from Manukau through to Epsom, 
making this one of the main road networks that filter car traffic through Ōtāhuhu. 

This is an essential aspect of my design as this will increase accessibility and 
movement for users surrounding and within close proximity to Great South Rd. 
Located on the west end of the region are the Ōtāhuhu train station and bus 
depot, whereas, on the eastern end, the motorway is also available. The two 
different transportation approaches can also support direct traffic via railway or 
motorway. Due to the layout of the roads and buildings, pedestrian and car access 
is dense within the central part of Ōtāhuhu. Roundabouts and intersections aid to 
control car and pedestrian flow in the region, especially along Great South Road.

 

TOPOGRAPHY

The site’s topography is relatively flat. The highest point, Sturges Park, is situated 
on the southern end of Ōtāhuhu and was once a volcanic cone that has now been 
reshaped into an oval sports field. The relatively lowest points have formed river 
streams within and around the region.
The natural formation of the land and surrounding ocean leads to the narrowest 
neck of the land. Arrival will be where the Manukau Harbour and Tāmaki River 
converge. The natural land receives all the rainfall that washes across the plains 
where saltwater forests used to dominate these landscapes.

The Ōtāhuhu region sits between the Waitematā Harbour and the Manukau 
Harbour. 104-106 Great South Road, Ōtāhuhu is an area designated as an Informal 
Recreation Zone and Business Light Industry Zone under the current Unitary Plan 
rule.
 The narrow stream near Atkinson Avenue and Portage Road runs off into the 
Tāmaki River from the site’s eastern end. Opposite this stream from the western 
end is another existing stream between Huia Road and Saleyards Road. The stream 
that runs through the site is indicated as an Informal Recreation Zone. From 
analysing the surrounding buildings of this stream, it seems that the runoffs from 
the industrial buildings lead into this river stream and to the Manukau Harbour. 
This is an environmental issue due to the amount of wastewater running into this 
stream. The concerning factor is that there is not enough time to filter the water 
quality before reaching the Manukau Harbour.

39  “Core Māori Valuesprint.” n.d. Core Māori Values - Auckland Design Manual. Auckland Council. Accessed October 10, 2021. http://content.aucklanddesignmanual.co.nz/design-
subjects/maori design/te_aranga_principles/details/guidance/about/sections/core_m%C4%81ori_values/Pages/default.aspx. 

The critical research highlighted from this analysis is:
• An Informal Recreation Zoneruns throughout the site.
• The current conditions of the river stream and the runoffs from the industrial 

buildings.

Waitematā Harbour is situated on the east end of the site and Manukau harbour is 
situated on the west end of the site.
Considering the current conditions of the site and the surrounding buildings, the 
proposed approach to the site will look to clear all industrial buildings that are 
currently invading the Informal Recreation Zone. This aims to revive the river 
stream. Clearing the industrial buildings within the site’s boundaries will allow 
more time for the river to filter the runoffs. This will eventually improve water 
quality within the site and bring the vegetation and wildlife back to their original 
state. The proposed solution is to create an ideal recreation reserve that the 
local and neighbouring communities can use all year round. This proposal also 
seeks to preserve the natural context and the historical significance of Ōtāhuhu. 
This acknowledges the concept of kaitiakitanga, ‘to manage and conserve the 
environment as part of a reciprocal relationship, based on the Māori world view 
that humans are part of the natural world.’39
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Figure 32. Site analysis diagrams

SITE ANALYSIS
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Figure 33. Views towards the selected site

VIEWS FROM SITE
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CONNECTION BETWEEN FAIVA AND THE HISTORICAL CONTEXT OF ŌTĀHUHU 

The common link between faiva and the arrival of the Tainui waka is the essence of performance 
and social interaction with each other. In order for the waka to move consistently on water, the 
crew performed a rowing motion. Everyone aims to be in synch with each other in order for the 
waka to move in the desired direction. When the Tainui waka arrives in Ōtāhuhu, they haul the 
waka through the land. To do this, the crew members must all work in unison to move the waka. 

They perform the same rowing movement once they reach the Manukau Harbour to carry out 
their voyage. In a faiva sense, such as the taufakaniua, the performers must march on to the stage 
while ensuring that they are all in sync. As the performance begins, all performers create various 
movements with everyone in sync to achieve a beautiful performance. As the performance is 
complete, the performers walk off the stage in unison while marching.

In a social sense, faiva and the Tainui narrative are connected through social performance. 
Hoturoas fatongia (social obligation) was to carry out his duties of travelling from Hawaiki to 
explore New Zealand. This journey involved him and his crew member transporting the waka 
from ocean to land and from land to ocean. Upon exploring and discovering a new island, it 
demonstrated that Hoturoa had completed his fatongia. From a faiva perspective, performers go 
through dance rehearsals to prepare for their fatongia, their fatongia being to put on a beautiful 
performance for the desired occasion and the audience. Once the performance is complete, their 
fatongia is complete.

Figure 34. Linking faiva and narrative
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ZONING OF SITE

The zoning of the site looks to acknowledge the Tainui waka’s narrative and to 
overlay faiva. This will be conveyed through the use of taufakaniua actions in order 
to bridge both components. The site will be split into five zones, the lue zone, the 
fua zone and the faiva zone. The five zones will create a continuous performance 
horizontally throughout the site.

The selected site spans a length of 1.45km. On the east end of the site are the 
Tamaki River and the historic landing place of the Tainui waka. The west end of 
the site is the Manukau harbour, where the waka was hauled over from land and 
into the harbour. Located in between these two significant landmarks is where the 
cultural performing arts centre will be situated. 

The lue zone is where people will arrive first on the east end of the site. Using 
different architectural elements to interpret lue will enhance the experience people 
will have going through the site. This ties back to the arrival of the Tainui waka to 
Ōtāhuhu.

Transitioning from the lue zone will lead into the fua zone. This zone will also aim to 
use architectural elements to maximise the experience through this zone. This zone 
implements the hauling of the Tainui waka across the site.

From the fua zone, people will transition into the faiva zone. The faiva zone is 
where the cultural performing arts centre will be located. The faiva zone is split 
into two parts. The first part of the zone focuses on creating a space for ako faiva 
and fakahā teu. The second section of the zone will focus on creating a space for 
faka’ali’ali lahi.

From the faiva zone, people will move through to the west end of the site, which 
transitions into the fua zone and the lue zone again until reaching the site’s western 
end. Again, this symbolises the hauling of the Tainui waka towards the Manukau 
harbour through the fua zone, which transitions into the lue zone where the waka 
departs from to journey through the Manukau harbour to carry out the rest of its 
exploration.

Positioning the zones in this specific order aims to get the users of the space to 
transition from disorder into order. Through faiva terms, they will undergo the 
journey of interacting with others to learn to be in sync and in tune with one 
another to fulfil a harmonious performance on the day of the occasion.
In terms of the narrative, the zoning intertwines the narrative process, from arrival 
through to the hauling of the waka to the departure of the waka.
This initial phase makes sure that the individuals on the site transition from chaos 
to order and into the central performance space, where they transition from 
rehearsal spaces and into the performance space. From the performance space, the 
zone transitions back to fua and lue towards the west end of the site.

Figure 35. Zoning of site
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Figure 37. Process of faiva across siteFigure 36. Faiva zone process
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RESEARCH THROUGH FAIVA
This section of the research project aims to investigate taufakaniua through 
the movements of the performers’ arms and legs. This will aim to influence the 
design concept aesthetically through spatial arrangement, building form and other 
architectural elements.

Figure 38. Taufakaniua
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DANCE ANALYSIS

Due to there being a wide range of Tongan dances, I have chosen to analyse the 
taufakaniua. 
This investigation aims to analyse the movements of the performers’ arms and legs 
in taufakaniua. The results from this investigation will contribute to the design 
concept, represented aesthetically through spatial arrangement, building form and 
other architectural elements. Each movement varies in different ranges of motion. 
To ensure that each action is analysed successfully, A  series of photographs will 
be produced for each movement. Various body actions are implemented in the 
taufakaniua, but this research examines the main body actions used. 
These actions are called:
• Lue
• Fua
• Lau taimi
• Tui
• Tā
• Fusi 
• Hoka
• Fa’o
• Fana

This analysis has been split into three tasks where it will identify the ranges of 
motion, generate paths based on the motion and generate possible forms from 
mirroring each movement. The results generated from the following tasks will aim 
to influence the spatial arrangement and form of the design.

Figure 39. Taufakaniua movements



82 83

TASK ONE: RE-ENACTMENT

The initial task was to get a performer to re-enact each action in the taufakaniua. To 
track the range of motion in each movement, I have taken a series of photographs 
overlapping each image to create a collage to display a complete action. The collages 
created from each action focus on the performers’ movement expressed through their 
arms and legs. Through this analysis, I have observed that there are various ranges of 
motion created from each action. 

The lue movement shows the performer marching. From analysing the image, there 
is an apparent vertical motion where one leg lifts up, and another leg is planted, and 
this movement repeated creates an up and down motion.

The fua movement involves the performer rotating one arm in a lateral motion to 
measure the space between other performers.

Lau taimi involves the performer using both leg and hand movements. The collaged 
images show the hand movement moving in a lateral path inwards and outwards. 
In contrast, the leg movement created displays a vertical direction similar to the lue 
action where the performer makes a stomping action. 

Figure 40. Task one analysis
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The tui movement focuses on the performer’s arm movements. The images display a 
lateral motion from the arm movement and eventually rotate into a vertical motion 
during the tui action.

The tā movement consists of two performers. One performer creates vertical motion 
striking downwards. The other performer also makes a vertical motion but pushes 
upwards.

Fusi consists of the performer using a pulling movement. The analysis clearly shows 
the performer using the pulling motion in a lateral direction from the arms.

The hoka movement involves the performer moving in multiple directions. The image 
shows lateral movement in the legs and a vertical movement from the arms to create 
a stabbing motion.

Fa’o movement involves the performer mimicking a soldier reloading their gun. The 
analysis shows that there is an apparent lateral movement from the arms of the 
performer.

The fana movement shows the performer re-enacting a shooting action. The image 
shows the performers upper body moving in a lateral motion.

From the first analysis, it is evident that each movement generated involves 
the performer moving either in a lateral or a vertical direction, or both actions 
simultaneously. 

Figure 41.Task one analysis A Figure 42. Task analysis B
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MOVEMENT IN SECTION AND PLAN

From the data analysed in Task One, this section uses lue and fua to explore how the 
use of lateral and vertical motions can be translated into the site.

The notion of lue consists of the performer creating a vertical movement where the 
foot moves in a marching gesture within a rhythmic timing. This has brought forth the 
idea of playing with different height levels within the zone to display the lue gesture.

Fua consists of the performer extending their arm in a lateral motion to ensure the 
performer equally measures the spacing between one performer and another. This 
has brought the idea of playing with space through compression and release to dis-
play the fua gesture.

TASK TWO: GENERATED PATHS

The second task further analyses the images created. The study focuses on the path 
generated from the performers’ movement to develop possible spatial arrangements.

The series of images created shows a clear display of curved gestures. The blue paths 
have been generated from the body extensions to aid in developing possible lay-
outs. After analysing the gestures created, I have selected to explore possible spatial 
arrangements using lue, fua, lau taimi, tui, fa’o and tā only due to the other move-
ments showing similar outcomes as the selected gestures.

Through the six movements, I have chosen to explore spatial planning through a mass 
and void layout. This generated six possible spatial arrangements that could be further 
developed for final master planning.

Figure 43. Movement in section and plan view Figure 44. Task two analysis
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TASK THREE : REFLECTION OF IMAGE

For the third task, the images taken will mirror each movement to explore different 
possible solutions for shape and design. The objective of this task is to use the meth-
od of symmetry to create a beautiful form. This refers back to Tevita Kai’ilis literature, 
where the notion of beauty comes from symmetry. This process began by looking at 
the intersecting lines when reflected. 

Through this process, each gesture and line reflected generated a variety of solutions 
and identified possible forms that can create figures essential to the design. Out of the 
nine actions, three have been selected as the most relatable form for design. Three 
shapes have been identified, the fua, lau taimi and fa’o. All three images show varia-
tions of an inverted triangle. These forms will be further developed to be used as part 
of the designs roof structure.

DANCE ANALYSIS EVALUATION

The results generated from the three tasks displayed a variety of forms and paths. 
The secondary task showed a lot of paths that were unclear for spatial design, which 
proved to be challenging to interpret. However, there was enough data to develop 
for possible spatial layouts. The final task proved more successful in creating results, 
reflecting the images and lines resulting in shapes formed from intersecting lines. 
Through this result, it enabled me to find solutions for further development in design. 
The objective for each task has produced enough results that will be further devel-
oped.

Figure 45. Task three analysis Figure 46. Generated form from taufakniua



90 91

WAKA NARRATIVE  DESIGN

This task aims to find a common element that ties in with the inverted triangle forms 
produced from the previous analysis. This common element identified is the dragging 
of the waka from the narrative. This section aims to analyse and dissect the identified 
elements from the narrative to develop the current design further. The two key 
elements identified is the rango (skids) and the waka. 

WAKA

A question is still posed whether the Tainui waka was a single or double hulled canoe. 
For this investigation, I will analyse the body of both single and double hulled canoes. 
When cutting through both the single and double hulled waka, the forms were similar 
to the inverted triangular shapes.

RANGO

The rango was used to lay a path in order to haul the waka from one place to another. 
A section was created in order to see how the relationship between the rango and the 
waka can contribute to design. The section can be translated as the rango acting as a 
form of support for the waka.

Figure 47. Waka and rango analysis
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PROGRAMME

The proposed programme is a cultural performing arts centre. In order to success-
fully achieve this, the following functions will be included: the cultural performing 
arts centre will consist of a space for rehearsals, a public space for people to inter-
act and an area for the final performance.

A dance studio will be implemented for the rehearsal space. For the final per-
formance, a multipurpose theatre will be implemented to cater to the occasions 
where it can be used for indoor and outdoor use. In terms of public spaces, a 
cafeteria and crafts shop will also be added. These facilities enable performers to 
undergo rehearsals in a designated facility and then transition into a facility set for 
the actual performance day. Creating outdoor spaces for people to enjoy outdoor 
leisure activities will also be considered. A cafeteria and craft shop will also provide 
a public space where people can still socially interact outside the rehearsal and 
performance spaces. 

In terms of the process of faiva, an individual would first accept the fatongia or 
the social obligation given to them in order for them to prepare. From this phase, 
a person would then undergo the process of ako faiva. Once an individual has un-
dergone this process, they are ready to perform on the day of the occasion. When 
the performer has successfully achieved a harmonious performance, they are 
applauded by the audience and the honourable guest. Through this cheerful state, 
the feeling of māfana arises within everyone, with the result of the performance 
being mālie or beautiful. This results in the performer fulfilling their fatongia for 
the occasion.

Traditionally faiva is performed out in an open space. Ako faiva, fakahā teu and 
faka’ali’ali lahi are all displayed in an open space where the people dictate the im-
portance of the occasion. Ako faiva means rehearsal, and fakahā teu is the dress 
rehearsal. Whereas, faka’ali’ali lahi is the actual day of the performance.

 Ako faiva generally involves only the performers and the tutor interacting in an 
open space. In contrast, fakahā teu involves the performers, the tutor, and the 
supporters. On the day of the performance, it consists of the performers, tutor, 
supporters and the honourable guest. On the day of the occasion, the guest of 
honour is present among the audience. This changes the importance of the space 
from casual to formal. 

The concept of performing in open space brings forth the importance of vā. The 
notion of vā is essential for faiva. The idea of openness maximises the possibili-
ties of nurturing the relationships between everyone through social interaction to 
create harmony in the performance. In this project, faiva serves as a medium for 
individuals to interact with others to strengthen their ethnic identity, so it is critical 
to design the spatial layout to maximise social interaction.
Over the years, there have been new architectural methods that have refined 
spaces. Performers have adapted to new approaches such as performing on raised 
platforms, using walls to define public and private spaces, and other elements such 
as lighting and materials to enhance the performance.

FUNCTIONS

The primary facilities for design enable people to undertake the process needed 
to complete their social obligation for faiva. Although this is the primary function, 
two secondary roles will also be added to keep the site occupied all year round. 
This secondary function will focus on performing its social obligations to the 
Ōtāhuhu community. 

The first aspect of the secondary function is creating a space for a local flea market. 
Local flea markets have been a critical event for engaging with the community in 
South Auckland. Ōtara local flea market is an example of a long ongoing market 
with various stalls and entertainment to engage with the local community. 
The local markets opened in 1978, and what initially began as a fundraiser for 
local charities soon became the local daytime weekend event.40 Live music and 
cultural performances provide free entertainment for the community, while also 
providing a variety of stalls from fresh fruit and vegetables, food stalls ranging 
from Polynesian to Asian flavours and many other stalls. There are also similar 
markets that run during the week and weekends which are known as the Auckland 
night market. They change locations depending on the day and an example is the 
Papatoetoe night markets. The local night market runs on Friday nights with similar 
functions as the traditional Ōtara flea markets.  Ōtāhuhu once hosted a thriving 
flea market that offered similar stalls and entertainment for the local community. 
Unfortunately, the local flea market no longer runs in the Ōtāhuhu community due 
to unknown reasons. Providing a space to revive this local weekend event will help 
strengthen the local community engagement.

40  New Zealand Ministry for Culture and Heritage Te Manatu Taonga, ed., “Open-Air Markets,” Te Ara Encyclopedia of New Zealand – Te Ara Encyclopedia of New Zealand (Ministry for 
Culture and Heritage Te Manatu Taonga, October 7, 2019), https://teara.govt.nz/en/markets/page-4.

Considering the rich historical context of Ōtāhuhu, the second function is to 
create a green belt or trail to engage with the community. The arrival of the Tainui 
waka from the Tamaki river, hauling it across the land, and sailing it through the 
Manukau harbour is an important context to acknowledge. Creating a greenway 
trail will revive the greenery in the heavily industrial area and also aid to preserve 
the historic sites. Many benefits also involve restoring underground river streams 
to help filter water runoffs from the surrounding industrial warehouses. Through 
this process, it will also bring back wildlife to the site. Providing this function 
for the local community will also allow them to enjoy leisurely activities such as 
walking, cycling or jogging. This solution will encourage physical activities that 
benefit the community’s health and utilise the site all year round. 

Overall spatial layout in the site will consist of:

Primary function
Dance studio
Multipurpose theatre
Cafeteria and crafts store

Secondary function
Green belt running throughout the site
Outdoor area for local flea markets as a weekend function
These functions will be placed in certain zones that will be influenced by 
taufakaniua.
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DESIGN PROCESS
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FATONGIA THROUGH BRIEF AND PROGRAMME

The research up to this point has influenced the design briefs outcomes. The 
brief looks to use the research gathered to produce a cultural dance centre that 
strengthens the cultural identity of all individuals occupying the space. The facility 
will utilise all the research collated to create public and private, indoor and out-
door spaces that will nurture spatial design and maximise opportunities for social 
interaction for the occupiers of the space. This will ensure that the design accom-
plishes its fatongia, not only for the facility but also for the community.

Public facilities:
Walkway trail
Flea market

Cafeteria
Crafts shop
Hub space

Private facilities
Fua dance studio

Lau taimi hall
Offices

Primary functions
Cultural dance centre

Secondary functions
Walkway trail
Flea market
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EXPLORING VĀ THROUGH MATERIALS

Through the notion of vā, the aim is to define public and private spatial boundaries 
for the cultural performing arts centre by minimising the use of walls and 
implementing the use of non-transparent materials. Investigating materials that 
explore translucency and transparency will aid in defining public and private 
spaces. The use of transparent and translucent materials will use the notion of 
openness to maximise the vā within the design rather than using non-transparent 
materials. 

Translucent materials enable spaces to be designed in such a way that they can 
act as a private space and still allow some form of transparency to connect from 
private to public. In contrast, transparent materials will serve as an invisible wall 
that allows full transparency between public and private spaces. Non-transparent 
materials will be used to enclose and hide unnecessary spaces.
The research collated and examined from the precedent studies has highlighted 
the critical materials used in each precedent. The highlighted materials will be 
utilised to explore different possibilities to maximise the notion of vā without 
compromising the quality of social interaction in the spaces.

The following materials will be explored from the precedent studies:
• Polycarbonate 
• Etched glass
• Perforated metal sheet

Figure (add number) conveys how transparent glazing and etched glazing could 
be visualised with faiva. The use of clear glass creates a clear transparent visual, 
which maximises the potential for generating a public space. In contrast, the use of 
etch glass creates a translucent boundary that obscures the visuals of individuals, 
yet they can still understand what is happening behind the etched glass. Etched 
glass has the potential to act as a border that can define semi-private and private 
spaces.

Figure (add number) explores opportunities for how the use of perforatmaterials 
can be used in faiva. Perforated materials can be used to control the level of light 
entering the interior space. The perforated patterns also obscure an individual’s 
view, making it hard to understand what is happening behind this material. 
However, this offers a sense of privacy for the occupiers of the space. This offers 
the opportunity to use perforated materials to generate a semi-private or private 
space.

Figure ( add number ) explores the use of polycarbonate walls and their potential 
to contribute to spatial design. The use of polycarbonate walls offers various 
possibilities for natural lighting, filtering light into the interior space. Also, the 
use of polycarbonate walls with lighting can create silhouette images that can 
maximise faiva to showcase performance indoors and outdoors regardless of 
transparency barriers. This offers solutions to use this material to define private 
and public spaces.

Figure 48. Vā between each other
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The following image conveys how transparent glazing and etched glazing could be 
visualised with faiva. The use of clear glass creates a clear transparent visual, which 
maximises the potential for generating a public space. In contrast, the use of etch 
glass creates a translucent boundary that obscures the visuals of individuals, yet they 
can still understand what is happening behind the etched glass. Etched glass has the 
potential to act as a border that can define semi-private and private spaces.

Figure 49. Exploring vā through etched glass
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This image explores opportunities for how the use of perforated materials can be 
used in faiva. Perforated materials can be used to control the level of light entering 
the interior space. The perforated patterns also obscure an individual’s view, making 
it hard to understand what is happening behind this material. However, this offers 
a sense of privacy for the occupiers of the space. This offers the opportunity to use 
perforated materials to generate a semi-private or private space.

Figure 50. Exploring vā through perforated sheet
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The generated image explores the use of polycarbonate walls and their potential 
to contribute to spatial design. The use of polycarbonate walls offers various 
possibilities for natural lighting, filtering light into the interior space. Also, the use 
of polycarbonate walls with lighting can create silhouette images that can maximise 
faiva to showcase performance indoors and outdoors regardless of transparency 
barriers. This offers solutions to use this material to define private and public spaces.

Figure 51. Exploring vā through polycarbonate
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DEVELOPING WAKA FORM

Following the dance analysis and the Tainui narrative, the forms began to take 
shape through the common link of the waka form. This form was developed fur-
ther until arriving at a form that acknowledges both the local historical context of 
the site and faiva context. Arising difficulties lie within the potential of the form 
to be translated into architecture. However, the form still highlights success from 
integrating the results from dance analysis and the narrative.

SPATIAL RELATIONSHIP

The spatial relationships and arrangements adopts their characteristics from the 
historical context, faiva and taufakaniua. The integration of these characteris-
tics ensures the cultural integration between the Māori context and the Tongan 
context to create a site that acknowledges the notion of history and genealogy to 
nurture spatial relationships and strengthen cultural identity.

SITE

The research collated from the historical context and the site analysis highlights the 
importance of acknowledging and preserving sites that contain historical context that 
is significant to not only Ōtāhuhu but also New Zealand. When approaching the initial 
design phase, it was critical to acknowledge and integrate the historical context of 
Ōtāhuhu and faiva. The design incorporates faiva throughout the site through the 
translation of faiva movement, materials influenced by precedent studies, and spatial 
layouts informed from faiva analysis. Secondary functions also ensure that the site is 
utilised all year round to fulfil its fatongia to the design and to the local and broader 
community.
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Figure 52. zoning and facilities diagram Figure 53. Exploration of Spatial layout



110 111

Figure 54. Development of spatial layout of site
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Figure 55. Developing waka form Figure 56. Linking faiva and waka
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Lue Zone
Fua Zone

Figure 57.Process through site

Fua Zone Fua Zone
Lue Zone
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DESIGN REFLECTION
The preliminary design focuses on the zoning of the site in order to acknowledge 
taufakaniua and the surrounding historical context. Upon arrival from the east end 
of site, the zoning begins with lue and transitions into fua. The central point of the 
site consists of the cultural performing arts centre which has been designated as the 
faiva zone. Eventually leading into fua and lue zone towards the west end of the site. 
The zoning of the site has intwertwined taufakaniua and the narrative from a perfor-
mance lens. The process of transitioning from disorder and order through rehearsals 
and final performances also reflects the hauling of the tainui waka.
Investigation of taufakaniua and the narrative have also influenced the form of design. 
The roof structure symbolises waka and rango, which acknowledges the performance 
of hauling the tainui waka. Integrating tā from taufakaniua has been translated visu-
ally as a vertical column that supports this structure.
The design successfully integrates the collated research to create a cultural perform-
ing arts centre. Focusing on placing the importance of nurturing the vā in the spaces, 
this has been achieved through the exploration of materials that vary from trans-
parency and translucent materials. These design strategies aid in creating public and 
private spaces, this will maximise social interaction within the spaces.

The design intends to use the cultual peforming arts centre to run throughout the 
week while the use of the flea market activates the outdoor space as a weekend func-
tion. Utilization of the walkway trail intends to be used throughout the whole week. 
The use of these functions allow the site to be running all year round. Activation of 
the site year round displays the versatility of the centre. Drawing in local community 
groups and local business. 



118 119

CONCLUSION
This research design project has provided a cultural performing arts centre that can 
strengthen cultural identity. Literature resources focusing only on cultural identity 
proved difficult to source, resulting in the project relying on ethnic identity-based 
literature. Although this research project limited its sources to only western and 
Tongan reading material, key ideologies were uncovered that correlate to all 
Polynesian identities. These ideologies were uncovered through historical context, 
land, literature and traditions.

The influence of literature and historical context strengthened the notion of 
fatongia. One’s social obligation in faiva is to nurture social relationships during 
the process of performance. Furthermore, one’s social obligation is not only 
limited to the community, but to restore and preserve the land, and also to 
acknowledge the historical context. Each section of this project’s intention focused 
on nurturing the space that people would use to maximise social interactions. 
During the process of faiva, the desired result of strengthening ones cultural 
identity is obtained.

In conclusion, this project has attempted to provide a solution for the ongoing 
issue of cultural identity in Polynesian people living in western settings through the 
use of faiva. This project has only created a model for others to develop further. 
However, this project contains the potential to be applied within the real world 
facing similar issues. I believe this project has successfully integrated the history of 
Ōtāhuhu and faiva to create a unique approach to the site to provide a facility that 
can engage with the entire community.

By addressing of the Tongan notion of faiva as a performance in space, we 
can acknowledge that this architectural intervention can be interpreted as a 
performance in space. By context, Reclaiming, replenishing and revitalising the 
natural land as part of this proposal can lead to a beautiful performance between 
people and land. Siting of this project allows for the social strengthening of the 
Tainui and the Tongan community, more importantly the strengthening of man’s 
relation with the land it sits upon.
Allowing this site to be visited and used spontaneously will not only place 
importance on the site but also allow for an environmental and economical 
venture.

Tā ki `uta, Tā ki tahi
 The one who can perform in both land and ocean is well a rounded person. (A 
Tongan proverb)
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Figure 8. Plaza-level floor plan, Steven Holl Architects, ”Lewis Arts Plaza Level 
Plan”, accessed October 11, 2021, https://www.architecturalrecord.com/arti-
cles/13054-lewis-arts-complex-at-princeton-university-by-steven-holl-architects.

Figure 9. Level three floor plan, Steven Holl Architects, “Lewis Arts Level 3 Plan”, ac-
cessed October 11, 2021, https://www.architecturalrecord.com/articles/13054-lew-
is-arts-complex-at-princeton-university-by-steven-holl-architects.

Figure 10. Etched glass railing, Mike Van Tassell, “Behind the Building: Lewis Arts 
Complex by Steven Holl Architects”, accessed October 11, 2021, https://architizer.
com/blog/practice/materials/behind-the-building-steven-holl/#media-6

Figure 11. Perforated metal sheet railing, BNIM Architects, “Behind the Building: 
Lewis Arts Complex by Steven Holl Architects”, accessed October 11, 2021, https://
architizer.com/blog/practice/materials/behind-the-building-steven-holl/#media-6

Figure 12. Lewis Arts Complex site plan, by author.

Figure 13. Axonometric view of complex, Steven Holl Architects, “Axonometric View 
by Architect”, accessed October 11, 2021, https://www.metalocus.es/en/news/lew-
is-arts-complex-steven-holl-architects-and-bnim-architects.

Figure 14. Section view of music building, by author.

Figure 15. Section view of underground forum, by author.
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Figure 16. Laban Dance Centre, Peter Durant, “Centro de Danza Laban, Londres”, 
accessed October 7, 2021, https://arquitecturaviva.com/works/centro-de-danza-la-
ban-londres-8#lg=1&slide=12

Figure 17. Ground floor and level one floor plan, by author.

Figure 18. Laban site plan, by author.

Figure 19. Silhouette effect through polycarbonate, by author.

Figure 20. Topography, by author.

Figure 21. Dancing silhouette, by author

Figure 22. Tesseracts of time performance, 

Figure 23. Under the ground, Steven Holl Architects, “Tesseracts Interaction 1”, 
accessed October 11, 2021, https://www.archdaily.com/797079/steven-holl-and-jes-
sica-langs-tesseracts-of-time-explores-the-relationship-between-architec-
ture-and-dance/57fc16f0e58ece4e0f0000fb-steven-holl-and-jessica-langs-tesser-
acts-of-time-explores-the-relationship-between-architecture-and-dance-image.

Figure 24. In the ground, Steven Holl Architects, “Tesseracts Interaction 
1”, accessed October 11, 2021, https://www.archdaily.com/797079/ste-
ven-holl-and-jessica-langs-tesseracts-of-time-explores-the-relationship-between-ar-
chitecture-and-dance/57fc16f0e58ece4e0f0000fb-steven-holl-and-jessica-langs-tes-
seracts-of-time-explores-the-relationship-between-architecture-and-dance-image.

Figure 25. On the ground, Steven Holl Architects, “Tesseracts Interaction 
1”, accessed October 11, 2021, https://www.archdaily.com/797079/ste-
ven-holl-and-jessica-langs-tesseracts-of-time-explores-the-relationship-between-ar-
chitecture-and-dance/57fc16f0e58ece4e0f0000fb-steven-holl-and-jessica-langs-tes-
seracts-of-time-explores-the-relationship-between-architecture-and-dance-image.

Figure 26. Over the ground, Steven Holl Architects, “Tesseracts Interaction 
1”, accessed October 11, 2021, https://www.archdaily.com/797079/ste-
ven-holl-and-jessica-langs-tesseracts-of-time-explores-the-relationship-between-ar-
chitecture-and-dance/57fc16f0e58ece4e0f0000fb-steven-holl-and-jessica-langs-tes-
seracts-of-time-explores-the-relationship-between-architecture-and-dance-image.

Figure 27. Section view of performance area, by author.

Figure 28. Tongan stage, Siaosi Tuitupou, “Papakura High School Polyfest 2017, 
Taufakniua”, accessed October 11, 2021,  http://cyberspaceandtime.com/GDH-
fhMOgVXY.video+related.

Figure 29. ASB Polyfest site layout, by author.

Figure 30. Arrival of Tainui to New Zealand, by author.

Figure 31. Journey of the Tainui waka, by author.

Figure 32. Site analysis diagrams, by author.

Figure 33. Views towards the selected site, by author.

Figure 34. Linking faiva and narrative, by author.

Figure 35. Zoning of site, by author.

Figure 36. Faiva zone process, by author.

Figure 37. Process of faiva across site, by author.

Figure 38. Taufakaniua, RNZ Pacific, “Dilworth College’s Taufakaniua performance 
on the Tongan stage is getting loud cheers and cheehoos from spectators”, accessed 
October 22, 2021, https://twitter.com/rnzpacific/status/1383223803245842433

Figure 39. Taufakaniua movements, by author

Figure 40. Task one analysis, by author

Figure 41. Task one analysis A, by author.

Figure 42. Task analysis B, by author.

Figure 43. Movement in section and plan view, by author.

Figure 44. Task two analysis, by author.

Figure 45. Task three analysis analysis, by author.

Figure 46. Generated form from taufakaniua, by author.

Figure 47. Waka and rango analysis, by author.

Figure 48. Vā between each other, by author.

Figure 49. Exploring vā through etched glass, by author.

Figure 50. Exploring vā through perforated sheet, by author.

Figure 51. Exploring vā through polycarbonate, by author.

Figure 52. Zoning and facilities diagram, by author.

Figure 53. Exploration of spatial layout, by author.

Figure 54. Development of spatial layout of site, by author.

Figure 55. Developing waka form, by author.

Figure 56. Linking faiva and waka, by author.

Figure 57. Process through site, by author.

Figure 58. Site plan, by author.
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Figure 59. West section of Fua dance studio 
and cafe/ crafts, by author.

Figure 60. West section of Lautaimi Hall, by author.

Figure 61. Drone view of Eastern end of site, by author.

Figure 62. Drone view of Western end of site, by author.

Figure 63. Reherasals inside Fua Dance studio, by author.

Figure 64. Performance inside Lautaimi Hall, by author.

Figure 65. Weekend Markets between Fua dance studio
and Cafe/ Crafts store, by author.

Figure 66. Outdoor performance at Lautaimi Hall, by author.

Figure 67. Final Examination Banner, by author.
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FINAL DESIGN

Figure 58. Site plan
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Figure 59. West section of Fua dance studio 
and cafe/ crafts

Figure 60. West section of Lautaimi Hall
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Figure 61. Drone view of Eastern end of site Figure 62. Drone view of Western end of site
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Figure 63. Reherasals inside Fua Dance studio Figure 64. Performance inside Lautaimi Hall
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Figure 65. Weekend Markets between Fua dance studio
and Cafe/ Crafts store

Figure 66. Outdoor performance at Lautaimi Hall
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Figure 67. Final Examination Banner


