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ABSTRACT
Architecture is more than just an object, and we are more than just a subject. 
This commonly perceived relationship between body and architecture is 
the result of  representation. Over time, this model has reduced common 
understanding of  architecture to an image, and we, as eyes which view it. 
This attitude is more prevalent than ever as our society is dominated by 
screens exploiting images which we consume at face value. 

The intention of this thesis to critique the distanced and sterile relationship 
between body and image through the affective lens. This thesis 
approaches research in two ways; ‘research for design’ and ‘research through 
design’. The former begins by understanding the role of the body and 
image in affective discourse and examines a few case studies which 
employ these positions. Juhani Palasmaa argues for the acknowledgement 
of the body as one which is active, visceral and experiential and as such, 
architecture must be designed accordingly. The case study on Diller and 
Scofidio’s ‘projectories’ highlights how the image can offer affective 
qualities when used correctly. These are key arguments identified in the 
research for design phase and is referred to a source material throughout 
the duration of the research.  
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‘Research through design’ extends these positions towards the body and 
image through three design tests. Each of  these tests increase in scale which 
is the methodology used throughout this thesis. The increase of  each scale 
poses the need for more architectural complexity. The installation focuses 
on how a sense of  embodiment can be intensified through design while 
the domestic scale explores how images can be re-appraised to offer an 
affective charge. In the public scale test, both these ideas are developed 
through a train station design which offers an experience that engages the 
body through re-appraised images. This thesis results in a speculative design 
which offers a relationship between body and image that departs from the 
static representational model. It aims to “re-present representation”.
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How can architectural representation be critiqued through an 
intensification of  the body and a reappraisal of  the image?

The objective of  this thesis is to critique representation. Representation is 
composed of  two elements: the subject and the object. In today’s consumer 
driven and technology-centric society, representation is more prevalent than 
ever, where images and spectacle saturate the world around us while the body 
is increasingly rendered inactive. Architecture has also been affected by this 
culture, where ‘the image’ of  architecture is often accepted as a substitute 
for architecture itself. If  architecture has been reduced to an image, and 
the body reduced to an eye, then in order to critique representation in 
architecture, the relationship between the image and the body needs to be 
reassessed. Therefore, the argument presented in this thesis is to critique 
representation through an intensification of  embodiment and reappraisal 
of  the image.   

RESEARCH QUESTION
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This subject began to preoccupy my interest after discussions about 
architecture with those outside the discipline. I became increasingly 
aware that the understanding of  architecture, to the general public, was 
generated from magazine covers and impressive renders. This challenged 
me, as my own interest in architecture was sparked upon the realisation 
that architecture is a multisensorial experience that stimulates movement, 
emotion, and memory – it is much more than just a pretty picture. One of  
my greatest appreciations of  this profession is that our role is not solely to 
design functional buildings and beautiful images, but to engage with people 
and enhance their experience of  their environment. 

PREFACE

SCOPE
This thesis does not attempt to provide an alternative to representation nor 
does it aim to produce a final design which solves the research question. 
Instead, by testing the two components of  image and body at various 
scales, a better understanding is gained as to how they relate and influence 
representation. I have pursued to understand, through design research, 
how to best intensify embodiment and re-appraise the image to interrogate 
representation. This thesis is heavily process driven and highly speculative. 
The final design phase will not produce a completely resolved building, 
rather, the final design is an experiment which  incorporates the most 
successful results from a series of  design tests at different scales. These are 
geared towards understanding the research question through a  process of  
design which challenges representation and offers potential for alternatives. 
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Research, in its most common definition, is a way of  producing knowledge. 
In this thesis, research is approached in two ways; research FOR design, 
and research THROUGH design (Downton, 2003, p. 17). As outlined by 
Downton, the former is research which enables design. This means that 
information on the subject matter is collected from an existing body of  work, 
including both written and visual material. This knowledge then informs 
the designer as how best to approach the problem and is used as reference 
material to guide the design process. The latter type of  research, knowledge 
gained through design, deals with the actions of  designing and its agency 
to uncover knowledge. Design is an activity which enquires, observes, and 
modifies. Through experimentation, I, the designer, gain information from 
which I can make judgements to end a thread of  enquiry or to pursue one 
which offers potential.

I have approached the experimentation process through various ways. The 
main methodology I have used is that of  scale; “Scale is a stair providing 
the means for ascending and descending between the great and the small or 
in music between the high and the low. It is simultaneously an instrument 
for the hand to make drawings and for the mind to imagine buildings” 
(Emmons, 2007, p. 64) . The thesis question is of  a speculative nature and 
by testing the two main ideas, the body and the image, at different scales, the 
understanding of  representation can be clarified and the critique of  it will be 
more refined. At each scale, a range of  design techniques are used including 
drawing, photographing, modelling, collaging etc. By doing this, a broader 
knowledge is gained to inform the best path of  enquiry.

Both these types of  research have formed the components and structure of  
my thesis. Chapters Two and Three are ‘research for design’, where existing 
theoretical and visual information on the subject is collected and is used to 
inform my own position and the direction of  the design process. Chapters 
Three to Five exemplify research through design. Each of  these chapters is 
dedicated to a phase of  experimentation, each testing the research question 
at a new scale, specifically as an installation, a domestic setting, and within 
the public realm. The final chapter will summarise and reflect on the findings 
of  each design phase. 

METHODOLOGY

RESEARCH FOR DESIGN

RESEARCH THROUGH
DESIGN

Fig.03 Diagram of  research               
 structure
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USE OF PERSONAL PRONOUN
As aforementioned, research is an active process; “Research is a way of  
producing knowledge. Knowing is an activity, not a static condition.” 
(Downton, 2003, p. 98). To generate knowledge means to produce design 
and to produce design there is, inevitably, a designer. Therefore, when 
writing this thesis, I found it difficult not to use personal pronouns, as the 
design research cannot occur with the ‘I’. I developed a position in relation 
to wider theoretical context and made judgements throughout the design 
process, all of  which have affected the outcome of  this research. Initial 
drafts of  this thesis without the use of  ‘I’ were distant and static and did not 
convey sufficient engagement with the research. 
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As stated above, methodology has shaped the structure of  this thesis. 

Research For Design

01 Introduction 

This chapter introduces the research question and establishes the scope of  
this thesis. It outlines the methodology and structure of  this research. 

02 Theoretical Context

This chapter summarises representation in light of  the affective discourse 
and outlines the key arguments surrounding representation in terms of  
‘the body’ and ‘the image’. The position of  this thesis is built upon these 
arguments and its design implications are identified.

03 Case Studies

The case studies reviewed in this chapter further contextualise this thesis. 
Representation is also explored in these case studies which are analysed with 
regards to their treatment of  ‘the body’ and ‘the image’. Design strategies 
within these case studies are identified to further guide the direction of  the 
research. 

THESIS STRUCTURE
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Research Through Design

04 Installation

The installation is the first of  three scales at which the research question was 
tested. This allowed the design to be centred on the body, exploring various 
design approaches to create an installation which critiqued representation. 
This design phase is then evaluated; did it address the research question? Which 
aspects of  the process offered the most potential and which were unhelpful?

05 Domestic

The domestic scale builds on the evaluation of  the installation scale. 
The lines of  enquiry which offered the most potential are pursued at the 
domestic scale, evolving and refining the design process. This resulted in a 
series of  domestic interventions within the Wellington Railway Station which 
challenged representation in a domestic setting. This chapter is concluded 
with another evaluation.   

06 Public

This chapter questions representation at a public scale. Taking the successful 
aspects of  the previous scales tests, this exploration results in a new railway 
station which addresses embodiment and reappraises the image, offering a 
final critique on representation. 

07 Design Discussion

This chapter provides a critical discussion on the research as a whole as 
to how well it addresses the research question. It identifies key knowledge 
gained through the design process and reflects on the validity of  the research 
with regards to the theoretical context identified.
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Fig.04 Diagram illustrating the 
relationship between 
‘research for design’ and 
‘research through design’. 
Also highlighted are the 
main relationships between 
explorations
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Fig.05 Man Drawing a Reclining Woman (Albrecht Dürer,  1538)

Image removed for copyright. 
Refer to figure list for original source.  
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This research is focussed on a critique of  representation through the 
intensification of  embodiment and reappraisal of  the image in architecture. I 
am interested in how the mutual relationship between body and architecture 
can be amplified and the role of  the image revaluated, through testing their 
respective roles in creating an engaging and multisensory experience.

This chapter discusses some of  the key areas to contextualise this research. 
The interest in the critique of  representation falls within the discourse of  
affect. I will first discuss the main arguments in affect disputing representa-
tion, then I will highlight the main theories regarding the body in representa-
tion, followed by the theories of  the image in representation. I will articulate 
a position within these arguments. By locating this research in the wider 
theoretical context of  embodiment, affect and the discourse on images, I 
identify how the research is framed in relation to a contemporary body of  
thought; how these ideas intersect and how my research can contribute to 
them.

INTRODUCTION
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The affective turn emerged in the mid 90’s. It was at this point that dissatis-
faction with traditional modes of  representation had peaked, and academ-
ics within humanities and social sciences shifted their attention towards the 
autonomy of  experience and embodiment. Patricia Clough, who coined the 
term “affective turn”, describes the rationale behind this shift as follows:

“The increasing significance of  affect as a focus of  analysis across a number 
of  disciplinary and multidisciplinary discourses is occurring at a time when 
critical theory is facing the analytical challenges of  ongoing war, trauma, tor-
ture, massacre and counter/terrorism. If  these world events can be sympto-
matic of  ongoing political, economic, and cultural transformations, the turn 
to affect may be registering change in the confunctioning of  the political, 
economic, and cultural.” (Clough, 2007, p. 1)

In general terms, the affective turn has encouraged a reassessment of  
culture, identity, and subjectivity with regards to the affective body (Kidd, 
2015, p. 2). This encompasses a broad area of  philosophy, and in the book 
‘The Affective Turn’, edited by Patricia Clough, affect is discussed through 
the lens of  different disciplines. This research is aligned with Jamie Bianco’s 
essay in which she discusses affect with regards to cinema, image, and body. 
In this chapter Bianco uses cinema to critique the limitations of  existing 
representation: “’The end of  the game before the game’ summons the 
cinematic event (film and spectator) to the end/s of  a game, one in which 
controlling or configuring the conditions and movement of  play and the 
playing field itself  constitutes the game” (Bianco, 2007, pp. 48-49). Bianco’s 
position is clear in that she considers traditional representation to be static 
and predictable. It is a mode which no longer accurately describes the human 
experience of  space. 

This positioned is echoed by Alex Bremner who states that representation 
highlights “not only the loss of  embodiment and the essence of  full sensory 
experience, but also an emphasis upon superficial formal analysis and 
scenographic imagery” (Bremner, 2000, p. 107). It is clear that representation 
is constructed of  the dualism of  body and image, but as Akari Kidd states, 
“The rise of  affect theory attempts to disrupt constructed dualisms” (2015, 
p. 2).  Moving forward, the position of  my research is clear: in order to
critique representation, this binary relationship must be disrupted through 
an intensification of  embodiment and re-evaluation of  image.

REPRESENTATION
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IMAGE BODY

IMAGE BODY

Fig.06 Diagram illustrating the representational model vs  a potential 
relationship between body and image that this thesis explores
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The body plays an important role in the affective argument against 
representation: “My body, an object destined to move other objects, is, then, 
a centre of  action; it cannot give birth to representation.” (Bianco, 2007). 
This statement insists that the active body is not justified by representation. 
Instead, there are two key ideas with regards to the body put forward by the 
affective turn. 

i. The first is to acknowledge the body as one which is active,
visceral and experiential.

ii. The second argument follows that architecture, in response to this,
should also have a dynamic relationship with the body.

These arguments are simply summarised by art historian and architectural 
writer, Philip Ursprung who states, “We are not just a pair of  eyes 
floating through space. We want to be able to locate our bodies within 
the environment and we are interested in interaction, exchange, osmosis.” 
(Ursprung, 2014, p. 47). These two key ideas have influenced my treatment 
of  the body throughout this thesis.   

REPRESENTATION + THE BODY
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Juhani Palasmaa is one of  the leading figures in contemporary architectural 
discourse, and offers insight into how the body relates to architecture, and 
how architecture must address the body. Similar to the philosophers of  the 
affective lineage, Palasmaa finds that representational modes in architecture 
do not fully acknowledge the complexity of  the body and fail to convey the 
body’s reciprocal relationship with space, a position he expands upon with 
the following statement: 

 “A real architectural experience is not simply a series of  retinal images; 
a building is encountered – it is approached, confronted, encountered, 
related to one’s body, moved about, utilized as a condition for other things... 
We behold, touch, listen, and measure the world with our entire bodily 
experience and the experiential world is organised and articulated around 
the centre of  the body” (Palasmaa, An Architecture of  the Seven Senses, 
2006, p. 35)

Here, the two key ideas regarding the body are evident. The former part 
of  the statement reveals the diverse range of  interactions with which 
the body confronts architecture, the latter pushes for an intensification 
of  embodiment, by considering the sensual and phenomenological body 
when designing architecture. These assertions have been influential to the 
development of  my research position. Both Palasmaa and Ursprung insist 
that to design for the body is more than just satisfying vision, and that the 
architecture should have a dynamic exchange with the body; concepts that 
has been bound into my work. 
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The image too, has a significant role in representation. Images are, in fact, 
representations in themselves. In today’s consumer driven and technological-
centric culture, the image is more prevalent than ever.  Initially serving as a 
form of  communication to convey visual information, images have evolved 
and are often mistaken for the object itself, as opposed to the representation 
of  the object. Architecture is no less different. Architecture has been reduced 
to impressive renders on screens and photographs on magazine covers, to 
a point where people appreciate the images of  the buildings more than the 
buildings themselves. Pallamsaa observes that “The architecture of  our time 
is turning into the retinal art of  the eye... Beyond architecture, our culture at 
large seems to drift towards a distancing, a kind of  chilling, desensualization 
and deeroticization of  the human relation to reality.” (2006, p. 29). This is 
the main critique of  affective discourse on representation.

REPRESENTATION + THE IMAGE
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While I agree with this position on representation, I argue that it is the 
treatment of  the image, and not the image itself  that limits representation. 
My intention is to reappraise the image and use it to engage with the body 
and extract its affective potential. This thinking aligns with the following 
theorists who also advocate for images as containing affective charges. 
Latham and McCormack make this argument in their essay, ‘Thinking 
With Images in Non-Representational Cities: Vingettes from Berlin’. They 
describe images as “blocks of  sensation with an affective intensity... felt in 
bodies” (Latham & McCormack, 2009, p. 253). I find this a useful way of  
rethinking the image, combined with Jacques Aumont assertion that we must 
“retain and build on the idea that each image has, in effect, a life of  its own” 
(Aumont, 1997). These arguments have shaped my own approach to the 
image through design. By treating it as a resource which offers affective and 
embodied potential, rather than a static and flat object, I can begin to break 
down and challenge representation. My position is underlined by Pallasmaa 
who concludes that images, if  treated correctly, can be “embodied and lived 
as part of  our existential world and sense of  self.” (Pallasmaa, 2011, p. 40). 
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My intention is to critique representation through the intensification of  
embodiment and reappraisal of  the image, an interest that falls within 
affective discourse. Earlier, I identified two features which were consistent 
in the arguments advocating for the affective body:

i. The first is to acknowledge the body as one which is active,
visceral and experiential.

ii. The second argument follows that architecture, in response to this,
should also have a dynamic relationship with the body.

To address both these points, my research is contextualised within the same 
body of  work. By testing these through design, I will have achieved the first 
part of  the research question. I have also identified the position from which 
I will approach the image; as something which offers affective potential. The 
arguments I have aligned with propose that by reappraising the image in this 
way, it is no longer static but offers a dynamic and responsive relationship 
with the body. Therefore, I argue that the treatment of  the image is a means 
through which architecture can respond and have a dynamic relationship 
with the body. This is my position as to how I will intersect the body and 
the image: 

i. To acknowledge and design for the body as one which is active,
visceral and experiential.

ii. As a response, architecture, through the means of  affective image,
should have a dynamic relationship with the body.

These points have been shaped by and align with the key arguments I have 
identified, and by doing so, locate the area where this research is situated 
and where it can contribute. They also provide specific objectives that will 
determine the success of  the research, and provide design implications 
moving forward. 

In the following chapter, I will outline four case studies which operate in the 
same area of  theory. These case studies will be analysed with regards to their 
treatment ‘the body’ and ‘the image’ to understand how these concepts can 
be translated through design. 

CONCLUSION
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Fig.07 Entry into installation 33-D (von Bartha, 2014)

Image removed for copyright.
Refer to figure list for original source.
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INTRODUCTION
In the previous chapter, I discussed the theoretical context in which this 
thesis is positioned. In this chapter, I discuss four case studies which ground 
the research in a visual context. These case studies have been selected across 
the disciplines of  both art and architecture to expand key elements of  the 
research. As part of  the ‘research for design’ section, these case studies have 
been used to inform the direction of  my design process.   

As identified in the previous chapter, this research is concerned with critiquing 
representation through the intensification of  the body and reappraisal of  the 
image. In each case study, I discuss how the design addresses the body and 
the image, and what aspects of  this I have used to inform my own design. 

Each case study will be structured as follows: 

Design Summary: 

The Body: How is embodiment addressed?

The Image: How does the design/designer treat the image?

Relevance: How has this design/designer influenced my work?

The first case study will examine Olafur Eliasson’s Multiple Shadow House; 
which explore how Eliasson disrupts representation by shifting the role of  
the body from a subject viewing an object, to one which is active in creating 
the space itself. The second study is an analysis of  Sarah Oppenheimer’s 
aesthetic through which she manipulates physical and perceptual norms 
to challenge spatial understanding. Oppenheimer concerns herself  with 
how the eye perceives images of  space and how this can be isolated from 
how the body inhabits it. Similarly, SMOA’s Valleaceron Chapel plays with 
similar ideas, but employs a much more formal approach which will be 
discussed in the third case study. Finally, I will discuss Diller and Scofidio’s 
use of  drawings as a process to disassemble spatial relationships, looking 
in particular at drawings of  ‘Slow House’, ‘Mark Twain’s Bedroom’ and 
‘Parasite’.
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OLAFUR ELIASSON

Design Summary: 

The Body: Artist Olafur Eliasson’s diverse range of  work offers insight 
into the theory of  affect. His installations offer unique ‘experiences’, rather 
than objects of  art to be viewed. Chris Gilbert describes Eliasson’s work 
as ‘objectless’ and states that “experience and perception, rather than a 
supposedly unmediated thing-in-itself ” (Gilbert & Eliasson, 2004, p. 22). By 
doing this, Eliasson disrupts representation by eliminating the boundaries 
of  body and space altogether. This deterioration of  boundaries is best 
exemplified in ‘Multiple Shadow House’. Through skillful manipulation of  
light techniques, people walk into a seemingly empty white room but as 
bodies enter the space, they begin to cast multiple colourful shadows onto the 
walls. This simple, yet insightful installation heightens body consciousness 
and reinforces the body as an active agent in the creation of  space. 

The Image: Eliasson uses the terms ‘seeing yourself  sensing’ and ‘sensing 
yourself  seeing’ to describe his treatment of  the relationship between 
embodiment and image (Gilbert & Eliasson, July 2004, p. 24). This model 
is apparent in Multiple Shadow House. By projecting light onto the body 
to create the image, Eliasson manipulates traditional understanding of  the 
image. Instead of  the image being outside and separate from the body, it 
instead becomes an extension of  the body. The line between body and 
image is indiscernible.

Fig.08 Multiple Shadow House (Vong, 2010)

Multiple Shadow House/Tanya Bonakdar Gallery, New York/2010
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Image removed for copyright.
Refer to figure list for original source.
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Fig.09 Unoccupied Multiple 
Shadow House (Vong, 2010)

Fig.10 The installation in
Bonakdar Gallery (Vong, 2010)

Image removed for copyright.
Refer to figure list for original source.

Image removed for copyright. 
Refer to figure list for original source.



31

Relevance: 

This case study is an excellent example of  critiquing representation through 
design. Eliasson manipulates both body and image to create a unique 
experience which provokes viewers to speculate their own understanding 
of  representation. My research takes the same position and is what I also 
aim to achieve. The treatment of  the body in Multiple Shadow House is one 
which I want to emulate in my own research. By using the body as an active 
agent in creating space, the boundary between subject/object, body/image 
dissolves. Eliasson collapses the body into the image itself. The influence 
of  this is evident in the installation section of  my design process where I 
develop these ideas in my own design. 

Fig.11 Diagram comparing white 
light/shadow model with 
the model used in this 
installation



Image removed for copyright.
Refer to figure list for original source.
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SARAH OPPENHEIMER

Design Summary: 

The Body: Artist Sarah Oppenheimer operates in a realm between art and 
architecture. Her interventions play with spatial norms to heighten the sense 
of  embodiment achieved by manipulating existing planes, by methods of  
pulling, pushing, twisting, and warping. By doing this, Oppenheimer is able 
to challenge how the body inhabits ordinary spaces such as doors, walls, 
and floors. Jefferey Kastner refers to Oppenheimer as an ‘accomplished 
maker, and unmaker, of  both space and structure’ (Kastner, Nov 2012). By 
disassembling space, she creates new spatial experiences. 

The Image: Another feature of  Oppenheimer’s work is the manipulation 
of  image and perception. Not only does she physically manipulate planes, 
but her use of  materiality such as glass and mirrors to create false images 
further warp the understanding of  space. By employing this technique, 
Oppenheimer is able to further unsettle how the body inhabits space; spaces 
which appear large are mere reflections, apparent voids are barred by glass, 
seemingly narrow spaces are deeper when entered. By visual manipulation, 
she disrupts how the body anticipates inhabitation of  ordinary spaces such 
as doorways, floors, and walls. This is a key example of  how the image can 
intensify the sense of  embodiment. 

D-33/PPOW Gallery, New York/2012 
MF-142/ Annely Juda Fine Art, London/2009

Fig.12 Installation D-33 
(von Bartha, 2012)
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Relevance:

Oppenheimer employs image to heighten the sense of  inhabitation. The 
relationship forged between image and inhabitation here is one which is 
disparate; she uses image in ways which often contradict how the body 
expects to inhabit space with how the body actually inhabits space. She 
creates an atmosphere of  vagueness in her work; is it inside or outside? 
Open or closed? Real or just an image? She too, tests the boundaries of  
visual perception versus physical experience. This uncertainty is something 
which I would like to emulate. Her position on how image can been used to 
interrupt inhabitation is where I align my own research. 

Oppenheimer’s angular style and manipulation of  existing spaces through 
transformation is also a methodology I applied in my process. By disrupting 
ordinary spaces, embodiment can be intensified where it is least expected.

Fig.13 Installation MF-142 (Oppenheimer, 2009)

Image removed for copyright.
Refer to figure list for original source.
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VALLEACERON CHAPEL

 Design Summary: 

The Body: Chapels, being centres of  spirituality, incur an atmosphere of  
divinity and sacredness. It is in such spaces that a sense of  being is drawn 
into focus. Husseiny states “Although the mind usually biases towards 
materialistic forms, man or an architect can compensate delightful sight by 
spiritual tendency to human meanings.” (Husseiny & Husseiny, Dec 2012 
Vol. 68, p. 70). Chapels offer a unique experience, where the physical realm 
is used to amplify the metaphysical and sense of  self  is heightened. The 
architects of  Valleaceron Chapel, SMOA, achieve this intensification of  
embodiment through materiality and form. The building itself  is composed 
of  intricate folds, concealing most spaces from view. These are then 
discovered by the body as light guides it through the building. 

Fig.14 Valleaceron Chapel  on site        
(Sancho, 2016)

Sancho-Madrilejos Architecture Office/CUIDAD REAL, SPAIN/ 2001

Image removed for copyright.
Refer to figure list for original source.
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The Image: The intricate form of  the building was achieved through several 
model iterations. It serves as both a sculptural object in the landscape, playing 
with planes on the horizon, and as an embodied experience. The external 
form of  the Chapel itself  differs in each perspective it is looked at. How it 
is perceived relies on the movement and position of  the body. The interior 
of  the Chapel offers a more experiential space; the body discovers new 
spaces which the eye may not expect. Richardson describes that the “subtle 
play of  angles tricks the eye into seeing single surfaces in many, and vice 
versa” (Richardson, 2004, p. 38). The folds conceal space making navigation 
through the building and the volume of  each new room unpredictable. 

Relevance:

The relationship between image and inhabitation offered in this case study is 
similar to that of  Sarah Oppenheimer. The image is carefully framed by the 
designer who manipulates perception so that the body expects to inhabit the 
space in certain way, only to find that body must inhabit it in a different way, 
thus displacing and enhancing the sense of  inhabitation. 

Further similarities to Oppenheimer’s work can be made. The folding 
technique employed in the Chapel is comparable to Oppenheimer’s work. 
Planar, triangular geometry is used to create folds in space as a means to 
play with perception and spatiality. This aesthetic appears to work well when 
manipulating and transforming space; an aesthetic which I would like to test 
with my own research.

Fig.15 Looking out from the                     
chapel (Suzuki, 2012) 

Fig.16 Interior of  chapel  
 (Sancho, 2016)

Image removed for copyright.
Refer to figure list for original source.

Image removed for copyright.
Refer to figure list for original source.
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Fig.17 Formal exploration of  the Valleaceron Chapel (Sancho, 2016)

Image removed for copyright.
Refer to figure list for original source.



Image removed for copyright.
Refer to figure list for original source.
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DILLER & SCOFIDIO

Design Summary: 

The Image: This case study analyses Diller + Scofidio’s drawings as method 
of  spatialisation. I will examine drawings of  ‘The Slow House’, ‘Case Study 
12’ and ‘Para-Site’. These exemplify the ‘affective image’ discussed in the 
theoretical context section. D+S use a method of  drawing and collage 
to analyse and recreate space. In Case Study 12, D+S take an image of  
a bedroom and overlay drawings, called “projectories”, a cross between 
projection and trajectory (Diller & Scofidio, 1994, p. 215). These projectories 
are used to reveal new potential spaces and offer a different understanding 
of  an existing space; a simple bedroom photo can now be interpreted as a 
plan, section, or a different perspective altogether. Similarly, in the drawings 
of  the ‘The Slow House’, images are collaged in various perspectives to 
create a new spatiality that plays with time and scale. This is very evident in 
the Para-site drawings. Both plan and section are juxtaposed in Fig 22 while  
Fig 21 collapses several separate images, each from a different perspective 
with various scale, into a cohesive drawing which can be interpreted in 
several ways. 

Fig.18 Slow House interior 
projectory (Incerti, Ricchi + 
Simpson, 2007, p. 87)

Fig.19 Window view projectory 
 (Diller	+	Scofidio,	1994,	p.	
 243)
Fig.20 Analytic Drawing for Case 

Study 12 (Incerti, Ricchi + 
Simpson, 2007, p. 78)

The Slow House/1991
Case Study 12: Mark Twain’s Bedroom/1991
Para-Site/1989

Image removed for copyright.
Refer to figure list for original source.

Image removed for copyright.
Refer to figure list for original source.
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Fig.21 Para-Site Projectory (Incerti, 
Ricchi +  Simpson, 2007, p. 74)

Fig.22 Drawing juxtaposing an   
elevator plan and section 

 (Incerti, Ricchi +  Simpson, 
2007, p. 75)

Image removed for copyright.
Refer to figure list for original source.

Image removed for copyright.
Refer to figure list for original source.
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The Body: By using this methodology, finite images can be manipulated 
to suggest both timelessness and concurrent moments, scalessness and 
numerous scales, one image and multiple perspectives, simultaneously. 
These are qualities the body experiences when inhabiting space, and this 
method is able to capture a sense of  embodiment in a single image; “D +S’s 
work often deal with the situation of  our “body” in society. Their projects 
retrace the various “folds” our bodies weave with the world… These creases, 
these grooves, are acquired by the human body through various physical 
and emotional, vital and affective, psychic and social experiences.” (Teyssot, 
1994, p. 9).

Relevance:

Diller and Scofidio have developed a method of  collaging images which are 
affectively charged, challenging the understanding of  space. By manipulating 
scale and perspective, they are able to deliver a more accurate representation 
of  embodiment. They collapse and embed a sense of  embodiment and time 
within the images themselves.  This thesis aims to explore how the image can 
be reconciled with inhabitation, and Diller and Scofidio’s drawings offer a 
new technique through which this research can be approached. By applying 
this method, images can be reassembled and organised in such a way that 
alters the spatial relationships and result in drawings which encapsulate 
inhabitation. These offer several interpretations and potential which can 
then be further translated into a physical design.
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CONCLUSION
This thesis aims to critique representation through embodiment and use 
of  image. In this chapter, I have discussed case studies which offer various 
positions as to how image is used to enhance embodiment. Each uses a 
different methodology and approach such as drawing, collaging, formal 
manipulation, and materiality. There are aspects of  each case study which 
I align with my own position and would like to take forward in my own 
research:

−	 Eliasson’s treatment of  space as experience, rather than an object.

−	 Eliasson’s use of  the body as an active agent in creating space.

−	 Oppenhaimer’s and Vallaeceron Chapel’s use of  perceived image 
to disrupt expectations of  inhabitation, thus enhancing it.   

−	 Diller and Scofidio’s use of  image/collage to forge new spatial 
relationships. 

This catalogue of  work was used as source material throughout my design 
process, applying certain techniques or methods at different stages of  the 
design process. This is how ‘research for design’ should operate. 

The diagram below illustrates how these case studies have influenced the 
research at various stages; with some case studies used as a catalyst for a 
design phase, while others feed into the process, shifting the trajectory of  
the design. 

Fig.23 Diagram illustrating the 
direct influences of  the case  
studies in my design process
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INTRODUCTION
This chapter outlines the first ‘research through design’ phase of  this 
thesis. The installation is the first of  three scales which explore the ideas 
of  body and image. By beginning design at this scale, these ideas were able 
to be tested without the limitations imposed by site and programme and 
allowed an intensification of  the agency of  body. This provided freedom 
to approach the broad ideas in a range of  ways, to provide opportunity for 
more reflection and refinement. Operating at a 1:1 engaged the body in an 
intimate way, providing an opportunity to address embodiment directly and 
explore the role of  image. 

There are three distinct phases of  this experiment; the first drew inspiration 
from the case study ‘Multiple Shadow House’ by Olafur Eliasson. This 
encapsulates his design strategy of  intensifying affect by ‘seeing yourself  
sensing’ and ‘sensing yourself  seeing’. I wanted to emulate this reciprocal 
relationship between body and image within my own work. The second 
exploration evolved from the findings of  the first and resulted in a series of  
test installations. These were further evaluated in the third exploration and 
a final design was produced.     

Aim:

As the first ‘research through design’ test, the main aim was to gain a better 
understanding of  how to design for the body and explore its relationship 
with the image. By exploring these ideas through a range of  methods, I 
was able to test and identify which were more effective and which lines of  
enquiry could be pursued further. As a highly speculative thesis, the process 
is just as valuable as the ‘final’ installation itself. I do not intend for this design 
phase to provide answers, but instead offer insight into representation, the 
body, and the image.

Method:

Model making, drawing, and photography are the primary methods used 
in this exploration. Model making provides the ability to work in real space 
and offers a physicality to the design process. Photography compresses real 
space into image and provides an opportunity to play with image.
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The first exploration expanded on Eliasson’s collapsing of  body and image 
in ‘Multiple Shadow House’. The body is inherent in the creation of  the 
image while the image prompts awareness of  the body’s physical relationship 
to the wall, allowing the body to locate itself  within space. To understand 
this relationship, I began by projecting light onto a stationary body. This 
was a simple exercise in increasing physical awareness through image. I then 
proceeded to continuously move the light source as illustrated by the matrix 
below. The outcome of  this was an image which constantly changed, but the 
body did not; however this did not achieve a heighten sense of  embodiment, 
rather the light source itself  became the focus. 

EXPLORATION 01

Fig.24 Photo series depicting a 
             moving light source on a    

still body
Fig.25 Time lapse matrix breaking 

down the shifts in shadow 
over a period of  time
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Fig.26 Multiple light technique 
projected on a body moving 
forward in space
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Fig.27 Diagram illustrating how the projected image changes in   
 relation  to the position of  the body
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I reverted my exploration back to a fixed light source with a moving body. 
By using the multiple light technique of  Eliasson, this created three coloured 
images of  the body and the relationship between these differed depending on 
the body’s movement. As the body approached the wall, the three shadows 
would compress together and the colours would combine to form a black 
shadow, whereas moving further away from the wall enlarged each shadow 
and separated the colours. This test led me to rethink the importance of  
scale in image; the scale of  an image reveals the body’s understanding of  
its proximity in space. This also intensified a sense of  embodiment as the 
viewer is made more conscious of  each movement.    

Fig.28 Multiple light technique 
projected on a body moving 
sideways in space
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EXPLORATION 02

This exploration tested the body’s relationship within space and how images 
increase the awareness of  this. I began to overlay drawings on the most 
interesting images produced by the first exploration. 

Fig.29 Development of  Exploration 01 through iterative drawing
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Fig.30 Development of  Exploration 01 through iterative drawing
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It became clear that each type of  motion, along the different axis, offered 
a different type of  image. The question arose as to how to translate the 
drawings into a physical space. From a series of  iterative drawings, I extracted 
three dimensional forms that could be occupied.    

‘X’ axis

‘Z’ axis

‘Y’ axis

‘X’ axis

‘Z’ axis

‘Y’ axis

Fig.31 Diagrams illustrating 
movements in relation to 

 space



56



57Fig.32 Drawing exploring movement along different axis
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Fig.33 Spatialising ‘X axis’ 
movement diagrams 
through modelling

Fig.34 Series of  photographs 
translating X axis drawings 
into models
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Fig.35 Spatialising ‘Y axis’ 
movement diagrams 
through modelling
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Fig.36 Spatialising ‘Z axis’ 
movement diagrams 
through modelling
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Fig.37 Final model designs 
developed from test models

Fig.38 Final mock-up models of   
installations engaging the  
body in different types of   
movement, from left to   
right: X axis, Y axis, Z axis
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Each of  the designs prompt the body to move through space differently; 
encouraging a conscious awareness of  a single type of  motion. The 
first addresses movement along the X axis. Changes in materiality are 
representative of  the speed at which the body moves. The second explores 
vertical movement. Using the tools of  perspective and colour, the image of  
the wall changes depending on whether the body is standing or crouching. 
The third plays with the Z axis (side to side). This design involves cubes 
within cubes with select faces being of  a different materiality and opacity. 
The image of  the object appears different from each view; the body must 
move around to see each combination of  faces. Upon reflection of  the 
second iteration, it was clear the X axis model simply used image as a 
representation of  movement and did not engage the body in a dynamic way. 
I considered the use of  image to be more successful in the Y and Z axis 
models. Through the use of  perspective, different images were seen from 
different views, prompting the body to move. 

Fig.39 Diagrams of  physical 
engagement with proposed 

 designs
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Fig.40 Proposed installation design
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EXPLORATION 03
Building on the successful aspects of  the previous exploration, the third 
test focussed on using forced perspective as a tool which prompted the 
body to move. This resonated with the treatment of  the body and image in 
the case study of  the Valleaceron Chapel. Adapting the folding technique 
utilised in this case study and merging and developing it through drawings 
of  the previous exploration, I developed the design into a sculpture which 
presented a different image at each face. A white square can be seen from 
one angle, but as the body moves, the perceived form and colour of  the 
sculpture changes and a pink square can be seen from the other side. Albeit 
simple, this design shifted the static representational model to one which 
used image to engage the body to move.    



69

Fig.41 Extrapolating perspective qualities of  previous 
exploration through drawing
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Fig.42 Developing perspective analysis into a form 
through drawing and modelling
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Fig.43 Final design model
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Fig.44 Final installation (White Face)
Fig.45 Final installation (Pink Face)
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REFLECTION
This phase of  the research set out to gain a better understanding of  how to 
critique representation by designing for the body and reappraising the image 
at the scale of  an installation. While the design itself  is simple, the final 
installation offers a departure from the representational model.  Through 
the use of  perspective, the image became an activator of  the body, disrupting 
the model where the body statically observes an image. Perspective offers a 
lot of  potential which will be valuable moving forward to the domestic scale.   

Overall, I found the exploration process just as insightful as the final 
installation itself. Through this exploration, I discovered the importance 
of  scale. The scale of  an image is a means of  understanding the body’s 
relationship in space. While I did not pursue this thread of  enquiry at this 
stage, I realise that it is a valuable tool and intend to engage with it more 
critically at the next stage. 

This process has also allowed me to identify weaknesses in the design 
process. I consider the second exploration to be the weakest as it was 
too representative of  movement. This is something I should be aware of  
moving forward as the exploration can easily fall into this pattern which 
would be counterintuitive to my research. The following chapter builds on 
the stronger aspects of  the installation, particularly that of  perspective and 
scale, and examines these ideas at a domestic scale.

IMAGE BODY

Fig.46 Diagram illustrating the 
body/image relationship   
developed in this scale test
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INTRODUCTION
This chapter builds on the explorations of  the first scale, translating the idea 
of  activating the body through perspectives of  image in a domestic setting. 
While the installation scale provided the opportunity to test the proposition 
without site or programme, these parameters are introduced at the domestic 
scale. These considerations promote an architectural complexity which 
grounds the research with real-world implications. 

This chapter begins by introducing site and programme and is followed by 
three design explorations. The first exploration develops from site images 
and translates these into inhabitable space. The second exploration develops 
the first to produce a series of  domestic interventions. These interventions 
were pushed further in the third exploration. Scale and perspective, identified 
as important design tools in the previous chapter, are developed throughout 
these explorations. The influences of  the case studies of  Sarah Oppenheimer 
and Diller and Scofidio’s work are key to the research in this chapter. 

Aim:

This chapter investigates representation through the lens of  the domestic by 
designing for the domestic body. A site was required to locate this domestic 
intervention and the site selected for this investigation is the Wellington Train 
Station. As an iconic ‘image’ of  Wellington City with many occupants, it 
provides an ideal platform to test the ideas of  body and image. The intention 
of  this chapter is use the train station as source material and interpret it 
through a domestic lens as a test to intensify embodiment through the re-
evaluation of  its ‘images’.  

Method:

This chapter follows the primary methodology of  this research which is 
that of  scale. These explorations develop the ideas of  the previous scale and 
translate them into a domestic setting. Both digital and analogue modes of  
working were used which allowed me to explore imagery and embodiment 
in greater depth.  
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Since 1937, The Wellington Train Station has served as an icon to both 
locals and tourists alike. It serves approximately 30,000 commuters a day, 
myself  included, which is approximately 35% of  Wellington’s workers who 
enter the CBD (MetLink, 2016). Situated in an ideal location in the city, it 
provides a connection between Wellington City and the Greater Wellington 
Region, serving as the central hub for all public transport, linking trains, 
buses, ferries, and taxis. As a result, it has developed into an icon which has 
been a prominent image in Wellington for decades. However, while images 
of  the Wellington Train Station are admired and held in high regard by both 
locals and tourists alike, attitudes towards the station itself  are in conflict 
with this.

GREATER 
WELLINGTON 
REGION

CENTRAL
WELLINGTON

THE SITE

Fig.47 Aerial map of  Wellington  
 Train Station
Fig.48 Map situating the site in   
 relation to Wellington City  
 and the Greater Wellington  
 Region 

GREATER 
WELLINGTON 
REGION

CENTRAL
WELLINGTON
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Train stations have always served as a thoroughfare. Over time, attitudes 
towards this non-place have resulted in a lack of  belonging and Wellington 
Train Station is no exception. This became a public issue in early 2016 when 
a news article was released stating that the number of  buskers, beggars 
and homeless had reached a point where workers within the station and 
members of  the public were feeling threatened and security was required. 
“Wellington City Council confirmed two guards would patrol the subway 
section between the railway station and bus station from 4am to 7pm, when 
the subway was open to the public” (Livingston, Dooney, & Thomas, 2016).

This demonstrates a problem caused by representation. It illustrates the 
disparity between images projected of  a place and the bodily occupation 
of  the place itself. It is a grand icon of  the city, yet occupants have little 
consideration for it. For this reason, this site is an ideal testing ground 
for this proposition. There is an opportunity to engage its many users to 
consider embodiment and interact with architecture in a meaningful way by 
challenging pre-existing images they have of  it.

Fig.49 Photograph of  security 
guards observing  
the Wellinton Train  
Station (Giblin, 2016)

Fig.50 Photograph of  security 
patrolling the underpass 

 (Giblin, 2016)

Image removed for copyright.
Refer to figure list for original source.

Image removed for copyright.
Refer to figure list for original source.
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COMMON DOMESTIC 
ACITVITIES

PROGRAMME

USABLE PUBLIC 
SPACE

TRAIN STATION

Fig.51 Exploded axonemetric of  Wellington Train  
 Station illustrating the extent of  public use
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Fig.52 Plan of  the Train Station illustrating where common domestic activities are located
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Domestic functions pre-exist in train stations. Spaces such as eateries, seating 
areas, and TV’s already incur a sense of  dwelling. To begin my investigation, 
I began by observing the occupation of  the train station. Despite the large 
number of  uses, distinct movement patterns could be identified. These 
movements, as aforementioned, can be paralleled to the occupation of  
a house. This lead to the identification of  four domestic body types; the 
moving body, the resting body, the working body, and the social body. These 
types of  bodies provided a means to intensify embodiment though these 
activities and was a starting point for the design process.

I then looked at where these types of  bodies occurred within the train 
station. It was clear that specific spaces encouraged certain activities. In this 
sense, the station can be likened to a domestic scene. Spaces within the train 
station were likened to domestic spaces, specifically the corridor, the living 
room, the bedroom and the kitchen where these body types occur. 

EXPLORATION 01
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Fig.53 Images of  the domestic body types within the Train 
 Station. From top to down: the moving body, the   
 social body, the working body, the resting body
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Fig.54 Images of  the domestic body types    
 within the Train Station inserted in   
 domestic scenes 
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I then tested how these images could be spatiailsed to engage the bodies 
inhabiting the station in a dynamic way. As discovered from the previous 
exploration, manipulation of  the perspective of  the image can engage and 
activate the body. By manipulating perspective through photography and 
modelling, four models were produced which gave the images a unique 
spatial quality. These models also played with the idea of  scale, another 
important tool identified in the previous chapter. Scale defines the body’s 
relationship within space and by manipulating and employing multiple 
scales, the awareness of  embodiment can be heightened.

01

01 Moving Body

03 Working Body

02 Social Body

04 Resting Body

02

03

04

Fig.55 Perspective analysis of    
 images where domestic   
 activities occur
Fig.56 Plan locating where   
 domestic activities occur in  
 the railway station





Fig.57 Making perspective models from gridded images 
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Fig.58 Models developed from perspective analysis images
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Fig.59 Perspective model of  concourse where the moving body occurs
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Fig.60 Perspective model of  platform where the social body occurs
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Fig.61 Perspective model of  entry hall where the working body occurs
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Fig.62 Perspective model of  underpass where the resting body occurs
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The second exploration pursued how the perspective models of  the station 
could be developed into a domestic intervention. In the case study chapter, 
I identified how Sarah Oppenheimer manipulated existing spaces to disrupt 
how the body commonly inhabits it, enhancing a sense of  embodiment. I 
decided to take the exploration in this direction.

Domestic scenes were overlaid on the perspective models from the first 
exploration and put through several iterations and manipulations. Using a 
combination of  drawing and modelling, the images were pushed, pulled and 
warped (a technique adapted from Oppenheimer) as an attempt to extract 
domestic qualities from them. 

EXPLORATION 02
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Fig.63 Manipulating railway station  
 ‘images’ through an iterative  
 series of  models and   
 drawings, with each   
 iteration altering the   
 spatiality of  the image   
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I briefly played the idea of  creating a house developed from these models. 
This idea was quickly dispelled as I decided that it started to lose its 
relationship with the station and just became an exploration of  house design. 

I then returned to the idea of  creating four domestic interventions to insert  
back into the train station. I continued to apply the same process of  iterative 
manipulation of  planes and perspective to the digital model of  the train 
station. This resulted in four digitally manipulated spaces that encouraged 
certain types of  domestic activity. 

Fig.64 Making test models from  
 geometry from matrix  to  
 insert back into matrix 
Fig.65 Attempts at using   
 perspective experiments to  
 develop a house 
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Fig.66 Applying the iterative  
 manipulation process to  
 a digital model of  the 
 concourse
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Fig.67 Applying the iterative  
 manipulation process to  
 a digital model of  the 
 platform
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Fig.68 Applying the iterative  
 manipulation process to  
 a digital model of  the 
 entry hall
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Fig.69 Applying the iterative  
 manipulation process to  
 a digital model of  the 
 underpass
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Upon reflection, I found that the designs created in the digital model were 
too static and lost the spatiality of  the perspective models. While the same 
warping technique was applied, the images produced in this exploration 
were flat and did not engage with or evoke any sensory qualities. At this 
stage it became clear that physical modelling offered a unique spatial quality  
and is a method that will be more actively used moving forward.

Fig.70 A comparison between the  
 physical and digital   
 interpretation of  the same  
 space
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In the final exploration, I attempted to reconcile the interesting use of  scale 
and perspective in the first exploration with the digital designs from the 
second. Applying Diller and Scofidio’s technique of  ‘projectories’, I collaged 
and overlaid drawings, images and models over the designs produced in the 
second exploration. This technique charged the drawings with an affective 
sensibility, offering a new experience of  the existing spaces. Through the 
use of  multiple scales, users are provoked to rethink their bodily relationship 
within space and reassess their perceived images of  these spaces. 

EXPLORATION 03
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Fig.71 Photomontage of  concourse
Fig.72 Photomonatge of  platform 
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Fig.73 Photomontage of  entry hall
Fig.74 Photomontage of  underpass
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The intention of  this chapter was to challenge representation through the 
treatment of  body and image at a domestic scale. The train station serves as a 
thoroughfare providing an opportunity to enhance the level of  engagement 
with the body. Through this process, I designed four interventions that 
encourage domestic activities. When inserted back into the station, these 
interventions disrupt the way the body normally views and occupies these 
spaces. 

I also made discoveries through this design process which will allow me to 
approach the next phase more critically. I consider the perspective model to 
be the most successful aspect of  this exploration. This technique challenges 
the static nature of  the image, offering a new spatiality and invoking a sense 
of  embodiment. It invites the body to step back into the image, allowing the 
image to relate to the body in a different way. 

REFLECTION

IMAGE BODY

I also learnt that working iteratively, through a series of  models and 
drawings is an effective way to approach this research. Working in the digital 
mode is a weakness in the process as it flattens the complexity of  spaces, 
as discovered in the second exploration where the spatiality of  the initial 
perspective models was lost. Modelling offers a unique spatiality and depth 
to the design process. To further this phase of  design, the photomontages 
could be reinterpreted as models to create a cyclical process of  modelling, 
drawing, and collage.  

Through the installation exploration, I developed a design which used image 
to engage the body to move. Through this exploration, I have discovered 
how to re-appraise and treat image in order for it to incur a sense of  
embodiment. In the next chapter, I aim to combine these discoveries and 
translate them into the public scale test. 

Moving forward, I aim to develop this cyclical strategy of  using physical 
models to spatialise images, and collaging images to give them a spatial 
quality. 

Fig.75 Diagram illustrating the   
 body/image relationship   
 developed in this scale test



113





PUBLIC

06



Introduction

Design Process
 Exploration 01
 Exploration 02
 Exploration 03
 Exploration 04

Conclusion

01

02

03

04

05

06

07

PUBLIC



117

INTRODUCTION
The public scale is the final step in my exploration of  representation 
through the agency of  body and image. Developing from the second test, 
this chapter discusses the critique of  representation through the redesign 
of  the Wellington Train Station. While the previous experiment operated in 
small intimate interventions within the station, shifting to this scale allows 
more social engagement. The public scale allows me to explore the body and 
image on both a macro and micro scale, through the design of  its exterior 
and interior.  

There are five explorative phases at this scale. The first utilises the collage/
modelling technique developed in the domestic test. The second exploration 
aims to translate this into inhabitable space through physical modelling, 
while the third attempts to achieve this through digital modelling. An 
extensive series of  iterative models develops the overall design in the fourth 
exploration while the fifth shifts back to design at an intimate scale.  

Aim: 

As identified in the reflection of  the previous chapter, I aim to incorporate 
the discoveries regarding the relationship between body and image from 
the previous scales through this design. While the installation disrupted 
representation by engaging the body to move and the domestic scale re-
appraised the role of  the image as one which is affectively charged, the 
public scale aims to merge these to produce a holistic design which critiques 
representation. 

Method: 

The primary method which has structured this thesis is scale. Scale is also a 
prominent method utilised in this chapter; by shifting from large and small 
scale within the design of  the train station, I am able to address embodiment 
at an intimate scale in the interior while also creating a design which plays 
with the ‘image’ in the wider city. 

Throughout the previous tests, I have identified that a cyclical iterative 
process of  modelling, drawing, and collage most effectively allows me to 
test the ideas of  body and image. Working iteratively also allows me explore 
a range of  ideas and refine the design.
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In the previous chapter I explored site at an intimate scale, looking solely 
at the potential offered by the existing train station. Designing in the public 
realm has more direct implications to the site and its wider context, so in 
order to proceed with the design, I first carried out more extensive site 
analysis.  

SITE
Fig.76 Map of  Wellington Train  
 Station in context of  the   
 Wellington CBD
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The train station is located at the north of  the Wellington CBD, situated off  
the first motorway exit into the city from the Greater Wellington Region. It 
acts as a bottleneck to enter and exit the city, from where commuters disperse 
and converge. Ideally located in close proximity to waterfront, it connects 
commuters to buses, taxis, and ferries both within the city, to other cities in 
the North Island, and also provides a connection to the South Island.

The site itself  is generally flat, with an existing underground network which 
connects commuters to a range of  bus stops. Buildings in the general vicinity 
are large scale, low in density with generous amounts of  open space which 
create a sense of  grand entry into the city.

As mentioned in the previous chapter, the train station serves as a 
thoroughfare to other destinations, the most frequent of  these being bus 
stops, offices, retail, the ferry terminal, the stadium, and the waterfront. This 
analysis will be used as source material to inform the new design.       
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Fig.77 Diagram illustrating the   
 various commuter   
 connections provided by   
 the train station
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MOVEMENT 
NETWORK

Fig.78 Axonemetric illustrating   
 the flat contours of  the site,  
 the underground   
 structure, building mass,   
 greenspace and movement  
 network
Fig.79 Diagram illustrating the   
 key destinations accessed  
 from the train station
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EXPLORATION 01
To begin the design phase, I decided to shift to the human scale and interpret 
the station through the same photo-collage process as the domestic chapter. 
Previously, I isolated parts of  the station to analyse, but for this exploration, 
I applied the photo-collage process as a way to interpret various journeys 
through the station.  

Fig.80 Collage of  individual  
journeys through the 
forecourt, entrance hall/
cafe and concourse



125



126



127

Fig.81 Collage of  all possible   
 journeys through the   
 station; from the city entry  
 to train platforms, from the  
 train platforms to the bus  
 stops, or from the entry to  
 the bus stops
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Learning from the evaluation of  the previous scale, I then modelled the 
collages and incorporated the perspective models produced from the 
domestic chapter. These images offer new relationships between different 
images within the station, to create a new experience of  space at a human 
scale.

Fig.82 Photograph of  model made from the collage of  the journey  
 through the station

Fig.83 Top view of  model   
 overlayed with the various  
 perspectives used in   
 the collage
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132 Fig.87 Model of  the collaged concourse using the developed perspective modelling technique



133Fig.88 Model of  the collaged underpass using the developed perspective modelling technique
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While the images offered interesting spatial relationships, I realised that they 
were still quite sterile and lacked materiality which is an important part of  
designing for a holistic embodied experience. Using photography, collage 
and drawing, I developed a ‘Material Toolbox’ from the existing materials 
within the train station. These materials were then applied to the collages 
to give a more complete depiction of  the sense of  embodiment within the 
space.     

Fig.89 Photographs of  materials in  
 the station developed into  
 a ‘Material Toolbox’   
 which can be utilised   
 throughout the    
 design process
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Fig.90 Re-creating materials idenified in the station
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Fig.91 Material Toolbox applied to the collage of  station facade
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Fig.92 Material Toolbox applied to the collage of  journeys through the station
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I then shifted back up in scale to a more formal exploration of  design. 
Informed by the site analysis, I started to sketch plans of  a new train station 
which offered more fluid connections to the main destinations from the 
station. Some test models were made from this which explored what these 
plans might look like in context. I further developed the plans and identified 
key programmes required in a train station. An overall scheme was then 
produced which I considered to reflect a more natural journey through the 
train station.

EXPLORATION 02

Fig.93 A series of  sketches   
 developing a form from the  
 key destinations    
 surrounding the site
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Fig.94 Models developed and   
 placed on site from   
 the previous sketch series

Fig.95 A series of  sketches further  
 developing a plan which   
 best addresses the   
 surrounding site

Fig.96 Diagrammatic schemes  
illustrating the existing 
programme arrangement 
and a possible, more 
effective rearrangement  
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This scheme is comprised of: an atrium, café, retail space, office, and stadium 
thoroughfare. These spaces are pre-existing programmes within the station 
and by using and reassembling these programmes, the new design doesn’t 
depart too far from the existing station. Instead it rearranges it and causes 
the body to rethink the way it occupies a known space and the expectations 
they have of  it. This approach to programme is similar to the approach 
taken in the domestic chapter, where design is used to disrupt the body’s 
expectation of  an existing space.

I then attempted to use the scheme to develop the form through digital 
modelling. This exploration allowed me to shift planes and play with 
perspective through form, a similar exercise to the installation where 
the sculptural form played with movement of  the body from different 
perspectives. Building on this knowledge from the installation chapter 
strengthens this phase of  the research. The sculptural folding form works 
well in this design as train stations, by nature, accommodate a large amount 
of  moving bodies. The site surroundings also encourage movement, with 
the motorway, bus stops, and ferry terminal, all offering different views 
from which the exterior image of  the station can be perceived. 
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Fig.97 A series of  digital iterations  
 developing form from   
 proposed programme   
 scheme 
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SHOPOFFICEPLATFORMCAFETICKETSENTRY

Fig.98 A plan developed from the digital forms and proposed programme layout
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Fig.99 Digital render of  office and retail space
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Fig.100 Digital renders of  interior  
 spaces with programme   
 colour keys

These digital tests gave me an idea of  the scale of  the building in context 
and provided a means for quick formal manipulation tests. However, as 
discovered from the domestic experiment, working in the digital mode 
flattened the design, so continuing this thread of  enquiry would be ineffective. 
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I then returned to an analogue mode of  working and made basic sketch 
models which experimented with a folding technique. Incorporating the 
forms developed in the digital exploration with the folding techniques, I 
then made ten models which developed and contextualised these ideas. 
Alongside this, I also developed ten plan sketches which tested different 
arrangements of  programme. 

EXPLORATION 03
Fig.101 A series of  models   
 produced from digital   
 forms as an exercise to   
 develop a physical mode of   
 folding space





152 Fig.102 Series of  ten models placing speculative forms on site



153Fig.103 Ten plan sketches developed alongside the models
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These models were then evaluated. I identified three spatial qualities which 
made these forms successful; openness, proportion, and junction. When 
used together, these three qualities created interesting sculptural spaces 
which played with multiple perspectives and unexpected interior forms that 
are discovered by the body. 

Fig.104 Diagram illustrating the   
 design tests and outcomes  
 of  Series One

OPENNESS



Fig.105 Photographs of  models   
 which exemplified   
 the qualities of  openness
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Fig.106 Photographs of  models   
 which exepmlified   
 interesting proportions



Fig.107 Photographs of  models   
 which exemplified   
 dynamic junctions
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At this point I had developed a distinct strategy of  adjusting space through 
modelling. I continued to make another set of  models which employed 
these three qualities. There was also a constant dialogue between planning 
and form. I further identified the most interesting aspects from this test 
and developed a more refined plan which offered potential for development 
both as a form and as an interior space.  

Fig.108 Diagram illustrating the   
 design tests and outcomes  
 of  Series Two

Fig.109 Series of  five models   
 combining qualities   
 of  openness, proportion   
 and junction and respective  
 sketch plans

OPENNESS
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Fig.110 Sketches over a selected   
 floor plan testing   
 the arrangement of    
 programmes

Three key spaces were then identified and developed individually using the 
same modelling process. These spaces were the atrium, the office, and retail 
space. Each iteration offered more detail and also reintroduced materiality 
and applied images to surfaces. Alongside this, a large working model was 
made and updated after each test series.

Fig.111 Refined floor plan with key  
 spaces to be modelled 
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Fig.112 Diagram illustrating the   
 design tests and outcomes  
 of  Series Three

Fig.113 Series of  five models   
 developing the atrium   
 in more detail and   
 reintroducing materiality 
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Fig.114 Diagram illustrating the   
 design tests and outcomes  
 of  Series Four

Fig.115 Series of  five models   
 developing the office  
 in more detail and   
 reintroducing materiality 
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Fig.116 Diagram illustrating the   
 design tests and outcomes  
 of  Series Five

Fig.117 Series of  five models   
 developing the retail space  
 in more detail and   
 reintroducing materiality 
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After updating the model, I identified other spaces which could be developed 
using this process. These included landscape, cafe, stadium thoroughfare and 
a potential hotel extension. These were again used to update the working 
model. 

Fig.118 Working model updated   
 with office, retail and atrium  
 design 

Fig.119 Identifying spaces which   
 can further be developed  
 through modelling
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Fig.120 Diagram illustrating the design tests and outcomes of  Series Six to Series Nine
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Fig.121 Matrix of  models developing the landscape, office, thoroughfare, and hotel   
 extension in more detail while reintroducing materiality





Fig.122 Series of  photographs of  the most interesting spaces from the test models 
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OPENNESS



171Fig.123 Diagram illustrating the design process and the relationships between series tests
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Fig.124 Photograph of  updated   
 working model

The resulting model was essentially an inhabitable collage, where form, 
image, scale, perspective and materiality resulted into a potential train station 
design. This model was also made to open in section to reveal the interior 
spaces. The design was inserted back into site to test its effectiveness in 
context. 

The design is intended to be experienced from a 1:1 human perspective 
which is why the design process was focused on modelling. The model, as 
an image, communicates information about space at a detailed level. Plans 
are a representational tool which traditionally convey this type of  detailed 
information.  Instead, the use of  image to convey this information remains 
consistent with the aims of  thesis, which re-appraises the image to critique 
representation. As a result, plans of  the building are quite diagrammatic. The 
sole purpose of  the plans are to indicate the overall scheme, and diagrams 
sufficiently communicate this.  

Fig.125 Train station design   
 inserted back into   
 site, highlighting   
 connections to    
 wider destinations
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Fig.126 Ground floor plan of  train station design
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Fig.127 First floor plan of  train station design
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Fig.128 Section A through model viewing into the cafe and office, looking towards the waterfront
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Fig.129 Section B through model viewing into the ticket booth, retail space  
 and waiting area, looking towards the city
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181Fig.130 Exterior perspective of  the station from the corner of  Waterloo Quay and Bunny St 
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While still a working model, I decided to conclude this phase of  the research 
here. There is still a lot left to refine, such as detailed planning and structural 
considerations, however the model itself  achieves a form which prompts the 
body to move through to discover new spaces and views, and a plan which 
reassembles that of  the existing station to disrupt how the body expects to 
inhabit space. This echoes elements of  both the installation and domestic 
phase, and aligns with the relationship between body and image tested by 
SMOA’s Valleaceron Chapel and Sarah Oppenheimer.    
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The final exploration shifts back to a human scale and attempts to inhabit 
the working model. Through this research I have developed a cyclical 
process of  modelling images to photographing models and modelling those 
photographs. I concluded the domestic chapter with a collage and in the 
evaluation noted that these collages should be remodelled as a final test.
Learning from this, I selected images of  the final design and re-modelled 
these to complete the cyclical process.

EXPLORATION 04
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Fig.131 Photographs of  the final model which illustrate the use of    
 existing images incorporated into the design. Each space invites  
 the body to explore its folding forms 
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Selected photographs of  the final design were remade with the forced 
perspective technique. Doing this added another layer of  depth and gave 
the images a dynamic quality. 
 
When translating this into real world design, existing images of  the train 
station can be applied as a print or relief  on surfaces. By treating them in 
this way, the pre-existing images users have of  the station are brought into 
question. As experimented with in the first installation exploration, scale 
commonly defines the body’s relationship within space. By applying these 
images at different scales, it also prompts a reconsideration of  the body’s 
relationship within space. 

The resulting interior experience of  the station engages in a similar 
conversation as Diller and Scofidio’s ‘projectories’. The problem with 
representation is that it presents a static relationship between body and 
image, when in reality the body experiences and understands space in 
multiple ways, where time, scale and perspective play an important role. 
These qualities are present within these final models as a final critique of  the 
static representational model.

Fig.132 A photograph of  the atrium  
 re-spatialised through   
 perspective 
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Fig.133 Final perspective model of  the atrium
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Fig.134 A photograph of  the ticket  
 area re-spatialised   
 through perspective 

Fig.135 Final perspective model of   
 ticket booth
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Fig.136 A photograph of  the side  
 entry re-spatialised   
 through perspective 

Fig.137 Final perspective model of   
 side entry and stadium   
 thoroughfare
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CONCLUSION
The proposed train station design engages the body at both large and small 
scales. The station takes advantage of  both the iconic imagery of  the existing 
station and the mass of  bodies it accommodates. Instead of  a singular 
monumental façade, the exterior of  the building offers different images 
depending on where and how the body uses it. The interior experience of  
the station uses image to highlight and intensify qualities of  embodiment, 
engaging users to rethink their regular experience of  space. 

Throughout this exploration, I developed an iterative design process where 
I shifted between drawing and modelling to test these ideas. I found this to 
be the most effective approach as I was able to physically manipulate image 
and compose space. By working in an analogue mode, I was able to develop 
a clearer understanding of  space. Digital modes of  working flattened the 
design process which was counterproductive. As I was critiquing static 
nature of  representation, the design process itself  could not be static.

I was able to develop and combine the relationship between body and image 
from both the installation and domestic tests. Through its folding exterior 
and plan, the body is activated, while the treatment of  image re-appraises it 
from its static role to one which is affective and embodied. 

This concludes the research through design phase of  my thesis. While the 
design is still highly speculative, it opens up a dialogue with how image can 
be re-appraised to best intensify a sense of  embodiment, departing from the 
traditional subject/object representational model. 

Translating the speculative nature of  this design into a real building would 
be the next step to further this research. To do so, the cyclical process of  
collaging and modelling could be developed to include structure,  grounding 
the design into reality.

IMAGE BODY

Fig.138 Diagram illustrating the   
 body/image relationship   
 developed in this scale test
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This chapter concludes this thesis and is composed of  two elements. As 
mentioned in the introduction of  this thesis, design is a means of  producing 
knowledge. Downton considers two levels of  knowledge to be produced 
through design. The first is ‘collective knowledge’, which is knowledge 
gained about the subject matter. The second is that of  ‘personal knowing’ 
which refers to what I, as a researcher, have learnt throughout the process 
(2003, p. 123). The reflection sections at the end of  each chapter briefly 
discuss both types of  knowledge. 

In the ‘Design Discussion’ section, I evaluate the collective knowledge gained 
about the body and image through the design through research phase and 
discuss it in light of  the wider theoretical discourse in which it is positioned. 
The second part is ‘Design Reflection’ in which I reflect on personal 
knowing; the weaknesses and strengths of  the process and what could have 
been done differently to improve the outcome of  the research. Finally, the 
‘Conclusion’ offers final remarks regarding the thesis in its entirety.      

INTRODUCTION
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This research question presented in this thesis is: 

How can an architectural representation be critiqued through an 
intensification of  the body and a reappraisal of  the image?

In the theoretical context chapter of  this research, I recognised this question 
to be located within affective discourse and identified representation to be 
the result of  the binary of  the body and image. Affective discussions bring 
about the disruption of  dualisms, so in order to critique the representational 
model it became clear that this research had to challenge the existing role of  
the body and the image. The context chapter concluded by breaking down 
the research question into two key design goals:  

i. To acknowledge and design for the body as one which is active,  
 visceral and experiential. 
ii. As a response, architecture, through the means of  affective image,  
 should have a dynamic relationship with the body. 

DESIGN DISCUSSION
Collective Knowledge
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In the Case Study chapter, I identified four case studies which experimented 
with the treatment of  the body and image, offering relationships between 
them which depart from the representational model. Olafur Eliasson’s 
Multiple Shadow House shifted the role of  the body as one which activated 
space where the body itself  made the image. Sarah Oppenheimer and 
SMOA’s Valleacron Chapel had a similar approach in their treatment of  
the image, where perspective is used to heighten a sense of  embodiment. 
Diller and Scofidio’s drawings convey a sense of  embodiment in the image 
themselves. Both theoretical context and case studies chapters comprised 
the research for design. The knowledge gathered in these chapters were used 
as source material which informed the next stage of  the research.
The following chapters recorded the research through design part of  this 
thesis. The body and image were tested at three scales: the installation, 
domestic, and public.  
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Perspective was pursued in the following chapter, where I used it as a means 
to reappraise the image. Through this exploration, I developed a way to treat 
the image which offered affective qualities, offering a means of  addressing 
the second goal identified. Treating the images in this way departed from 
their static role, to one which is dynamic and encapsulates qualities of  
embodiment and the experience of  space. 

The installation design offered a sculptural object which presented a different 
‘image’ depending on the perspective from which it was viewed. By using 
the tool of  perspective, the static representation model was disrupted as 
the body was engaged to move around a changing image. This provided an 
avenue to address the first of  my key goals; to design for the body as one 
which was active, visceral and experiential.

IMAGE BODY

IMAGE BODY
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The public chapter develops the relationships between the body and image 
explored in the previous chapters through the design of  a train station. The 
resulting design engages with the active, visceral body in its planning and 
form while affective images are used to enhance the more intimate scale 
of  the station. The treatment of  the body in the final design builds from 
the arguments made by Juhani Pallasma, while reappraisal of  image aligns 
with Diller and Scofidio’s approach to image. The intention of  this research 
was to critique architectural representation through the intensification of  
embodiment and reappraisal of  the image. By using the two elements to 
set goals, I was able to directly address them through the design process. 
The final design offers a speculation as to what a departure from the 
representational model may look like.

IMAGE BODY
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“By or through designing, an individual changes and hopefully improves the 
way in which they go about designing. There is learning through the process 
of  feedback – another iterative aspect of  designing. Sequential steps are 
tried, evaluated and re-used with modifications.” (Downton, 2003, p. 98)

Throughout this research, it is evident that the design process itself  offers 
as much insight as the final design. Through the methodology of  scale, I 
was able to begin to test these ideas in an unrestricted platform. As the 
scale shifted up, programme and site added a complexity to the design 
which grounded it with real life implications. This not only informed my 
understanding of  representation, body and image, but through this, I was 
able to develop and refine a process with which to approach the research 
question. 

DESIGN REFLECTION
Personal Knowing
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I used the installation chapter as a platform to test different approaches 
to design, through which I identified the method of  using modelling as 
a successful means to approach the research. This was further developed 
in the domestic chapter, where I developed modelling alongside a collage/
drawing technique, similar to that of  Diller and Scofidio. It was at this stage 
that I recognised a cyclical design process where I shifted from drawing 
and photography to modelling, then photographing those models, and 
then manipulating the model photos through drawing. I found this a highly 
effective method which permitted a physicality to the design process, where 
I was able to literally manipulate space to confront the body and cut, twist, 
and bend the image. This process was refined in the public chapter where 
the design process was engaged at two scales simultaneously; the intimate 
interior scale and contextual exterior scale. The interior scale was heavily 
influenced by the photography and collage technique while the exterior 
was inclined to a form finding exercise through modelling. As the process 
developed, it became clear that switching techniques would enrich the design, 
therefore the exterior form models were photographed and collaged, while 
the interior photos and collages were modelled. The final design employs all 
these techniques which results in a type of  inhabitable collage. 

The process itself  was iterative and rigorous and is evident throughout the 
whole design process. I often worked in series where I would alter one aspect 
in each iteration. Designing in this way not only allowed me to test a wide 
range of  ideas in quick succession, but through the process informed me as 
to which line of  enquiries were unsuccessful and which offered potential to 
be further pursued. This feedback allowed me to pursue the design process 
in the most effective way. 
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To conclude, this thesis set out to critique representation through the 
intensification of  embodiment and reappraisal of  the image. Through 
design I was able to test this a three scales. The outcome of  this research 
was a design method which disrupted the roles of  both body and image in 
the representational model. Architecture is no longer reduced to a static 
image which the body merely observes; instead the image is used at different 
scales and perspectives to more accurately convey a sense of  embodiment 
within space. This, alongside the design of  a folding form, engages the body 
to interact with, and actively discover space. 

CONCLUSION
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IMAGE BODY

Fig.139 Diagram illustrating the representational model vs  the  
 relationship between body and image explored in this thesis

IMAGE BODY





Fig.140 Image of  mid-year review
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