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How can the 
architecture within 
dreams manifest 
into tangible Interior 
Architecture?
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Dreams, here personal to the 
author, have been recorded over 
a period of nine months and their 
accumulation resulted in a Book 
of Dreams, which is presented as 
part of this thesis. Each dream was 
recorded consistently each morning 
using a process of text, sketching 
and painting to translate, interpret 
and represent it or to illustrate 
what had been experienced in the 
dream state during the preceding 
night. Such crafted recording 
process follows the lead of Carl 
Jung and Frederik van Eeden. Both 
psychoanalysts recorded their 
dreams over extended periods of 
time, to grasp their meaning for 
use in the psychology realm. Here, 
the process used dreams as an 
instigator and evolved as a design 
process. This thesis tests the idea 
of manifesting interior architecture 
through such design process.

Abstract

The dream is elusive. It sits 
comfortably just beyond grasp, 
oblivious to the waking world, 
giving and taking both influence 
and encouragement that reflects 
our memories. This push and pull is 
underestimated, mostly forgotten by 
one once awake. A process has been 
crafted in this research to bridge the 
gap between the two worlds (that of 
the dream and that of the awake). 
As a result of this process the 
dream moves from its metaphysical 
form to a more graspable reality, 
a tangible response that in turn 
settles the ambiguous disconnect 
between dreams and reality
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To solve this issue the existing interior 
architecture of the Wellington 
Opera House was used as a site. 
Notably, the heritage of the Opera 
House needed to be respected. The 
resulting designs derived from three 
separate dreams. The selection 
of each dream was based on their 
intensity and relevance to specific 
locations within the theatre.  Each 
dream was developed individually as 
a moment within the theatre, using 
sketching and physical modelling, 
to develop tangible interventions. 
The manifestation of the dream 
delivered an intriguing and peculiar 
pull to the theatre that spans art 
and architecture by becoming their 
own performance. The research 
concludes that using dreams to 
initiate a design process that 
manifests the dream as interior 
architecture is a viable practice. This 
is further proven when the tangible 
expression of dreams is moulded to 
respond to the specificity of site.

Theatre is used to ground the 
dream by applying a set of pragmatic 
guidelines that are adaptably used in 
set design for stage. Theatre of the 
Absurd and Theatre of Cruelty are 
explored as their qualities resemble 
the peculiar nature of dreams. 
Scripts and text of these theatres are 
used to provoke a guided response 
that is shown in the representation 
of the dream. Though this ultimately 
failed, a derivative of these styles is 
formed, titled, Theatre of Dreams. 
This aspect pulls both the pragmatic 
side of theatre techniques such as 
perspective and illusion, in with the 
ambience and expression of the 
dream that culminated in a physical 
model of a set design concept. It 
was apparent that the Theatre 
of Dreams lacked a convincing 
architectural standing, provoking 
a dilemma over where this process 
sits, is it art or is it architecture?

Introduction
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Dreams are oblivious 
to the waking world, 
nothing but a muted 
salute from the moment 
we wake. Like having 
your head underwater, 
the memory gently 
dissipates until it is lost. 
When we wake up, where 
do they go?
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The ocean echoes our 
memory. It beams with 
clarity at the expense 
of your naivety. What 
you will find beneath the 
surface is elusive and 
unpredictable.
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It will take advantage of the creativity 
within dreams to conceive a new 
understanding of the conscious 
creative process. This thesis will 
establish a push and pull between 
the unconscious and conscious mind 
that will envelop a catharsis between 
the manic creation of dreams and 
the crafted imagination of interior 
architecture. The fundamentals of 
dream psychology will be researched 
to establish and understand the 
theories of how and why we dream. 
It will also explore the gap between 
unconscious and conscious states of 
mind and materialise these findings 
as interior architecture. This thesis 
proposes this achievement by 
focusing on the theories of Jung and 
Van Eeden through recording the 
memory and feelings of dreams by 
drawing and reimaging the ambiguity 
of these dreams with certainty as an 
interior architecture intervention 
suitable for a theatre application.

The unconscious mind is a largely 
unexplained area of a person’s 
psyche. Dreams, according to Carl 
Jung, are within the unconscious 
and are often forgotten once 
awake. He emphasises the value of 
memory as a tool for differentiating 
dream from reality and proposes 
methods for developing a person’s 
“individuation”. Frederik van 
Eeden supports Jung’s emphasis 
on individuation by establishing 
Lucid dreaming, an awareness of 
being within a dream based on a 
person’s memory of their reality. 
To encourage the understanding 
of dreams, this thesis will exploit 
occurrences from dreams to create 
tangible interior architecture.

Proposition 
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Scope and its limitations

It is important to note that 
this thesis values a personal 
approach. The following chapters 
will appropriate the author’s own 
unconscious, and whilst endorsed by 
objective research regarding dream 
psychology and theatre, the reader 
is encouraged to accept the process 
taken as an authentic experiment 
that is not absolute in its findings. 
The author understands that the 
process of developing dreams into 
reality is subjective to themselves 
and would embolden the reader 
to test this theory for themselves. 
This research limits its endeavour to 
specific Western concepts, namely 
dreams are a product of memory 
and can therefore be influenced 
by memory. The interpretation 
of dreams from a psychoanalytic 
perspective is not pursued due to 
its vastness. This thesis focuses 
on using the dream to develop a 
reality, in response to theatre. That 
response will be interior architecture.
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I. Acquire an understanding of 
how and why we dream. 
This is to understand the facts 
of sleeping and dreaming and to 
understand why dreaming could 
be important for human function.  
Further research theories concerning 
how/why we dream and refine the 
results to one or two key ideas that 
can be applicable to my experiences.

II. Investigate the gap between 
the unconscious (dream) and the 
conscious (awake) state.  
The ‘Investigation’ of the gap will be 
done by describing and recording the 
physical and emotional reaction to 
the dream upon waking. Any memory 
of the dream will be sketched in as 
much detail as can be remembered.
This process will be repeated 
consistently and will respond to day 
to day life as well as deliberate stimuli.
This will combine to create a Book 
of Dreams that will comprise of nine 
months’ worth of drawn dreamscapes.

The intention of this thesis is to 
establish a greater understanding 
of the unconscious realm through 
strengthening the relationship 
between what is a dream and what 
is reality. Once this relationship has 
been defined, the response will take 
the form of an interior architectural 
intervention that exploits the 
conflict between reality and the 
dream, something both clearly 
defined and undoubtably evasive. 
This challenge will distinguish new 
ties between the spontaneous 
creativity within dreams and 
the logical approach routed in 
reality. This thesis will then aim to:

Aims and objectives
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IV. Establish a connection between 
dreams and interior architecture 
through theatre.
A specific study of interior 
architecture of theatres will be 
used to gain insight to the world of 
performative interior and potential 
application of dreams into that 
field. The strategies employed in 
stage theatre will expose specific 
techniques distinguished as a 
method of grounding the dream 
within an architectural context.
This will be further tested 
using drawings and maquettes. 

III. Understand how interior 
architecture within dreams can 
encompass a ‘reality.’
This is to define the boundaries of 
dream architecture. It delineates 
the part that is real (memory 
that is remembered) from the 
one which has been filled in 
(memory that is unrecognisable). 
It establishes the type of 
architecture recurring in my dreams 
with emphasis on interiority. 
Its responds to the architecture the 
author dreams and translates into a 
three-dimensional embodiment via 
maquettes and digital manipulation. 
It applies techniques understood from 
theatre design in order to develop 
a tangible interior architecture.

..
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The approach of this thesis is 
framed upon an experiment of 
dream exploration. Established as 
a process, the dream will facilitate 
a design process that will manifest 
the dream into a tangible reality. 
This will provoke a structured 
methodology that applies the 
experimental into an iterative design 
process. This approach will engage 
design-led research in the form of 
hand drawings, ink, watercolour 
and maquettes.  It will later shift 
to digital manipulation and 1:1 
scale modelling. This research will 
examine the unconscious mind 
and its imaginings on a personal 
level, exploring the notion of 
reality and the dream in such a 
way as to challenge the margins of 
interior architecture and theatre.  

Methodolgy

Phase One
A focus on the unconscious mind, 
with attention to memory, feeling 
and drawing. 
This phase will explore the dream. 
It will mirror the cataloguing of 
dreams executed by Jung and Van 
Eeden. Whilst both theorists spent 
years recording their dreams, I 
will explore my own dreams over a 
shorter period of nine months and 
transform my recollection of these 
into a Book of Dreams, with the 
intention of focusing on the narrative 
architecture of my unconscious. 
This phase is dissected into two 
approaches. The Artist, which is the 
dreams, recorded in response to day 
to day and The Designer, which is in 
response to an intentional stimulus 
such as a theatre script. This will be 
executed with dreams selected for 
further development to Phase two.
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Phase Three 
A focus on tangible interior 
architecture manipulation.
This phase exploits theatre 
techniques further with the use of 
projection methods and lighting 
discovered from precedents. 
These outcomes will be explored 
against different scales (detail and 
space) and perspectives (theatre 
versus dream). This phase will 
result in a tangible conclusion 
that establishes the dream as 
real interior architecture and will 
determine whether the concept of 
using dreams as an instigator for 
a design process is a valid method 
of developing interior architecture.

Phase Two
A focus on interior architecture 
as theatre. 
This phase follows a less intuitive 
pattern. Drawings from phase one 
will be selected and developed into 
three-dimensional expressions 
such as physical modelling that has 
been further influenced by hand 
drawings. This phase focusses on 
manipulating the unconventional 
architecture from my dreams into 
tangible interior architecture by 
employing theatre techniques. The 
manipulation will be designed to 
challenge the conventional view 
of interior architecture to balance 
the program between dream and 
reality. It is the intention that this 
process will result in a design 
suitable for development as theatre.

..
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The second author, Frederick Van 
Eeden was the first to announce the 
term Lucid Dreaming (Frederik van 
Eeden, 1913).  An idea that evokes 
a reality within the unconscious 
by allowing the dreamer to 
acknowledge awareness of their 
dream state. Van Eeden identified 
several different types of dreams in 
his 1913 article A Study of Dreams, 
and labels Lucid dreaming as “the 
most interesting and worthy of the 
most careful observation” (Frederik 
van Eeden,1913). Furthermore, Van 
Eeden produced a record of 500 
dreams, 352 of them being Lucid. 
He condensed these into a notable 
work of fiction dubbed The Bride 
of Dreams, (“The Pioneer of Lucid 
Dreaming - Frederik Van Eeden,” 
n.d.) a charismatic text where he 
introduces his fascination with lucid 
dreaming and out of body phenomena 
through exploring the main 
characters’ (himself) vivid dream life.

The first theorist, Carl Jung, a Swiss 
psychiatrist and psychoanalyst, 
believed dreams were a natural 
and straightforward expression of 
our imagination through narrative. 
He suggests that dreams do the 
work of ‘individuation,’ the idea 
of integrating our conscious with 
our unconscious (Hurd, n.d.), to 
emphasise a person’s wholeness and 
amplify the mysterious nature of 
one’s mind.  Between 1915 and 1930 
Jung crafted a manuscript titled The 
Red Book. It recounts his imaginative 
unconscious experiences between 
1913 and 1916, expressed through 
detailed paintings (Lance S Owens, 
2014). The experiment led to the 
translation of these visionary 
experiences into a literary form, 
which allowed Jung to translate and 
understand his imaginative activity.

Key theorists
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Thesis structure

I. Inception
This chapter explores the nature 
of dreams: what, why, how and 
when do we dream. This chapter 
explains both the objective and 
subjective side of dreaming with 
reference to two key theorists. 

II. Total Recall
An investigation of memory: A 
research is conducted into the role 
memory plays in dreaming as well 
as the act of remembering the 
dream and why this can be difficult. 

III. Case Studies
This chapter analyses two 
approaches to dream recording 
from a psychoanalytic view, 
providing a basis for the 
design process of this thesis. 

Within the three primary phases 
stated in the methodology are 
ten chapters plus introductory 
and concluding text. These 
chapters represent the logical 
process of developing an answer 
to the research question posed 
and provide a foundation for the 
fundamental design. They will be 
completed within their own phases 
and in the order expressed in the 
following diagram (fig.12) . There 
are also two outlying factions that 
represent the process specific to 
the recollection and recording of 
dreams. These two factions will be 
completed consistently throughout 
the year and will drive the visual 
aspect of this thesis. All findings will 
converge in phase three where this 
thesis will finally reach a conclusion.
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VI. Theatre 
This chapter discusses the basics 
of theatre design, including 
lighting, set design and techniques 
specific to theatre. It will also study 
types of theatre relevant to the 
ambiguous nature of dreaming. 

VII. Extraction
A first attempt at combining dreams 
and theatre by sketching and 
modelling will be made. 

VIII. Site
An analysis of the site, its value and 
limitations are explored.

IX. Programme
An analysis of necessary design 
features here encompasses 
problem solving and builds design 
elements that convincingly 
merge dreams within the site. 

IV. Dreams
The author’s dreams are recorded 
in response to a process. This 
process will be explored under 
two different circumstances to 
test what can and cannot be 
manipulated. This will become the 
instigator for interior architecture. 

V. Precedents 
This chapter explores existing 
work by artists and designers in 
relation to theatre, performance 
and interior architecture. These 
precedents act as inspiration for 
developing the design outcome. 

..
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•Lighting
 Exploration of light effects that 
can be achieved through drawing, 
modelling and photography.

•1:1 scale modelling
Physical modelling that reflects 
material properties and experiments 
with scale and perspective.

•Technical drawings
Architectural representation of the 
final design.

•Conclusion
This thesis concludes with 
interventions that express the 
advantage of using dreams 
as a mechanism for designing 
interior architecture. This chapter 
analyses and critically reflects 
the effectiveness of this process 
as a design instigator and its 
relevance to interior architecture. 

X. Tangible Architecture
The end result is reflected three 
dimensionally at various scales.
It echoes qualities of theatre 
and interior architecture and 
bolsters the meta-physical 
becoming reality through the 
experimentation of the following:
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inception total recall

tangible 
architecture

phase one

an exploration 
of how + why we 
dream. considering 
the motive behind 
architecture in 
dreams.

an investigation 
of the gap 
between dreams + 
wakefulness. 

site programme

translation of dreams 
using theatre + 
architecture methods to 
begin creating tangible 
design

location for 
intervention.

projection 1:1 
modelling

expression of interior 
architecture. combining 
theatre + dreams

precedents

exploring existing 
methods of 
dream + theatre + 
architectural design 

understanding the 
properties of theatre 
design and set 
techniques. 

theatre

phase two

phase three

dreams

recorded dreams. 
drawn 

case studies

carl jung’s “the red 
book.”
frederik van eeden’s 
“the bride of dreams.”

extraction

a foray into design 
employing dreams + 
theatre
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What are dreams?

phase one

Preface

54

56

Inception

The function of dreaming

52
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The emotive reality of 
a dream is such that it 
blankets first waking 
thoughts. The intensity of 
which is often shrouded 
by its abstraction and 
ambiguity.  Remembering 
them can be likened to 
solving puzzles.
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A world that manifested from 
the depths of our minds and 
integrates an individual’s 
conscious and unconscious life in 
a quest for wholeness (Hurd, n.d.).
He understood the bizarreness of 
dreams as a natural expression, and 
that the most straightforward of 
interpretation was key to unlocking 
a personal methodology (Hurd, n.d.), 
a process he called “individuation.” 
Jung’s Meta – physical approach 
to dreaming polarised his work, 
deeming his work as pseudo- 
scientific. The subject of dreams 
is highly disputed, the issue being 
no one correct definition can be 
reached due to an abundance of 
theories that produce little scientific 
evidence, partly because dreams 
are researched by multiple sciences 
(from neuroscience to psychology). 
In opposition to psychoanalysis, 
further research is being explored 
regarding the sensible function 
of dreams and memory to further 

understanding of why we dream.   

For centuries many regarded 
dreams as messages from the gods, 
interpreted by devout believers as 
existential powers. This concept was 
not defined by one philosopher but 
rather, different societies established 
their own interpretation of these 
messages and what they could 
mean. From the late 19th century the 
supernatural construct of dreams 
had given way to a psychological 
approach. Sigmund Freud 
popularised opinion in his work, The 
Interpretation of Dreams, declaring 
dreams to be a way for people to 
satisfy urges and desires that were 
unacceptable to society. Carl Jung 
differed from his mentor by stating 
that dreams were the product of 
universal archetypes occurring 
in the collective unconscious.

Preface
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What are dreams?

A hypothesis wherein the absence of 
awareness when asleep, encourages 
the chaotic activity from neural 
signals firing from the brain stem, to 
create images by attempting to make 
sense of otherwise meaningless 
stimuli (McCarley, R. and Hobson, 
J., 1978). Dreams will often appear 
as a series of elaborate, story-like 
images upon waking, an experience 
familiar to many. However, the 
content of which is specific to the 
dreamer. They may be dull in terms 
of brightness and colour and whilst 
peculiar aspects of the dream 
may go unnoticed, the clearer the 
details within the dream, the more 
bizarre it tends to be. Inundated with 
stimuli in waking life, common sense 
provokes a fuzzy recollection of a 
dream which will not be as intense 
as if the event had happened in 
reality. Although a subjective aspect 
of dreaming, this is caused by the 
minds’ visual comparison to waking 
life (Moorcroft, William H., 2013).

A 2010 report by Dr Erin Wamsley 
and Dr Robert Stickgold declare that 
dreams are the following: ‘During 
sleep, when sensory input is at a 
minimum, the mind continues to 
process information using memory 
fragments to create images, 
thoughts and narratives commonly 
called dreams.’ They believe that the 
dreaming process is separate and 
distinct from waking cognition and 
whilst imaginative mind wondering 
occurs outside of our amnesiac 
state, referred to as daydreaming. 
This belief is strengthened by 
Dr Allan Hobson and Dr Robert 
McCarley’s activation – synthesis.
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Dr Stephen LaBerge further 
investigated this theory in Exploring 
the World of Lucid Dreaming. The 
volume defines the process of lucid 
dreaming, cultivating a step by step 
process that insists on patience and 
practice. Furthermore, the scientific 
verification of lucid dreaming has 
been proven through participatory 
lab experiments conducted with 
experienced lucid dreamers. 
Dreamers are given a cue, a breathing 
pattern or eye movement, to execute 
during a lucid dream. The sleepers 
are then awakened for a dream 
report to verify they experienced a 
lucid dream. Additionally, the time 
between the signal and the moment 
of awakening closely corresponded 
to the time that the events recalled 
in the dream would be expected 
to take place if they had occurred 
in real life (Moorcroft, William 
H., 2013). The evolution of lucid 
dreaming provides individuals a link 
to their dreams and encourages 
the creation of an experiential 
world entirely of their own.

The conjecture of a dream is broad. 
Sensory input may be minimal, and 
awareness of surroundings absent. 
However, total cognitive function is 
not severed. Conversely, it differs 
from waking cognitive function. 
This theory is referred to as Lucid 
Dreaming. The term was first 
coined by Frederik van Eeden in his 
1913 exposé, A Study of Dreams. 
This concept involves being aware 
that you are dreaming, essentially 
situating yourself awake within a 
dream. This consequently allows 
the ability to take some control. 
Lucid dreams can be extraordinarily 
intense and vivid (LaBerge, Stephen 
and Kheingold, Howard, n.d.).

..
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He theorises that the consolidation 
in memory of both negative and 
positive self-precepts which have 
emerged out of rational experience, 
is possible. The edict asserting 
the categorisation of dreams by 
emotion is a pre-cursor to the caste 
of memory consolidation as well as 
the potential emotional experience 
being regulated. Dreams are full of 
emotions and are not only thought 
to regulate emotions but can 
consequently be categorised by the 
presence of emotions within the 
dream (Pagel, 2014) and content may 
likewise be influenced by age, gender, 
personal experiences, interests and 
culture (Margolin, Levon, 2011). For 
example, a professional musician 
will have twice as many dreams 
about music than a non - musically 
inclined person (Uga et al., 2006).

The function of dreams 
has remained unresolved for 
some time, but the benefits of 
dreaming are enthusiastically 
speculated. Dr James Fosshage 
of Columbia University perceives 
the core function of dreaming 
as organisational. He postulates 
that dream mentation (the brains 
activity when dreaming), can restore 
psychological organisation and self-
cohesion. An equilibrium that, like 
waking mentation, can reinforce, 
transform and develop patterns of 
organising experiences and data.

The functions of dreaming
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Done in a predominantly visual 
manner, dreams serve as an 
emotional processing system that 
produces a distorted conundrum of 
realistic and fictional occurrences. 
They blend seamlessly and therefore 
produce a less confronting portrayal 
in response to the emotion of 
the experience. The combination 
of realistic and fictional creates 
a strangeness. This often goes 
unnoticed during the dream as 
the quirks are equally scattered 
throughout (Moorcroft, William H., 
2013). Theorists suggest that this 
interaction may be a result of how 
we think when awake in comparison 
to when we dream. A study by David 
Kahn and Allan Hobson recorded the 
dream reports of 26 people. Their 
hypothesis stated that thinking in 
dreams has two distinct components. 
One similar to waking cognition 
and one that is fundamentally 
different. The study revealed 
that no matter how outlandish 
or bizarre the dream is, dream 
cognition is not often qualitatively 
different to waking cognition.

A nightmare is the notorious 
emotional dream, categorised by 
the individual having dreams that 
invoke fear, anxiety or anger. These 
negative emotions are profound 
and occur more frequently than 
positive ones, possibly due to an 
association with a traumatic event 
experienced in the past (Moorcroft, 
William H., 2013). As noted by Dr 
James F. Pagel of the University of 
Colorado, the unconscious dwelling 
of negative experiences when 
dreaming may function as the minds 
method of processing emotions 
associated with suffering and other 
negative life experiences. This 
suggests that recurrent distressing 
nightmares occur when this 
regulation system is overwhelmed. 
Subsequently, dream mentation 
may set right a persons’ waking 
anger through expression of the 
individual’s dreams (Margolin 2011) 
and their potential interpretation.
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Dr Eugene Aserinsky and Dr 
Nathaniel Kleitman of the 
University of Chicago determined 
the occurrence of dreams, whilst 
asleep, in the 1950s. The discovery 
of rapid eye movement (REM) during 
sleep was a pivotal breakthrough 
in the understanding of dreams. 
They described REM as rapid, 
jerky, binocularly symmetrical 
movements and associated them 
with dreaming after ascertaining, 
during a participatory study, that 
74.1% of successfully recalled 
dreams occurred during this 
time (Carr, Michelle, n.d). This 
realisation fuelled further research 
regarding dreams in a scientific 
context rather than the propagated 
pseudo-scientific accounts. 
It was believed that studying 
dreams would lead to a better 
understanding of the unconscious 
mind and its psychological benefits 
(Moorcroft, William H., 2013).

However, individuals are unable 
to detect this whilst dreaming due 
to the meta – cognitive functions 
available. Simply put, when awake 
individuals have an ability to know 
they are thinking. When dreaming, 
these functions are unavailable. 
Consequently, dreamers lose their 
wake state ability to distinguish fact 
from fiction resulting in confusion 
when the awake mind tries to 
decipher the dream (Moorcroft, 
William H., 2013) and ultimately the 
ambiguous function of the dream.

....
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The association of REM sleep with 
dreaming was noted by Bill Dement, 
to occur every 90-100 minutes. This 
suggests that the average individual 
dreams multiple times a night. The 
ability to detect rapid eye movement 
from the peripheral implies that 
REM sleep plays an important 
role in a person’s sleep cycle and 
by extension, their psychological 
wellbeing.

It is also hypothesised that the 
direction of eye movement during 
REM often corresponds to the 
direction of seeing within the 
dream (LaBerge, Stephen and 
Kheingold, Howard, n.d.). It is of 
notable importance that there is 
no clear research showing dreams 
occur during NREM (non-rapid 
eye movement) sleep, albeit there 
is no clear research suggesting 
otherwise. However, it is believed 
that memories of REM dreams 
may occur during NREM sleep 
(Moorcroft, William H., 2013).
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The study established a “new level of 
understanding” through interpreting 
messages in dreams. Participants 
believed the new information 
provided from the dream related 
to current life situations and could 
therefore be applied to waking life. 
This notion has been established 
previously through early 20th 
century psychoanalysts. Jung’s 
psychoanalytic approach promotes 
the idea that whilst dreams had 
a compensatory nature, they are 
not strong enough to influence the 
conscious and therefore interpreting 
them when awake was irrelevant. 
However, it is important they are 
understood. Expressed through 
his therapy techniques, Jung 
encouraged patients to experience 
their dreams and depict them visually. 
This technique creates personal 
maps that establish key attributes 
specific to developing an individual’s 
personality otherwise titled 
individuation (West, Marcus, n.d.).
Waking consists of multiple and 
discrete states of consciousness 
sharing the overall characteristic 
of perceptual awareness 
(Pagel, James F., 2014). 

Dreams are boundless. They can 
possess an intensity that ricochets 
into our conscious or a vagueness 
that disappears upon waking. 
William H. Moorcroft, (understanding 
sleeping and dreaming), discusses 
dreaming and its relation to waking 
life. He notes that these experiences 
may generate meaningful content 
that can help solve waking issues. 
By encouraging creative problem 
solving in dream narratives, a dream 
may present various options that 
predispose the dreamer to solve the 
problem upon waking (Moorcroft, 
William H., 2013). Dreams may reveal 
both constructive and destructive 
solutions to a problem, and as a result 
can be used as a source of guidance 
in establishing individual identity 
(Goelitz, Ann, 2007) (Delany, Gale M., 
1993). Furthermore, a participatory 
study by Levon Margolin of Walden 
University discusses the realisations 
reached by participants after 
connecting their dreams with their 
waking life (Margolin, Levon, 2011).

Connection to waking life
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the experiences, settings and people 
are derived from memories and 
are realistic enough to frequently 
simulate general experiences 
specific to the individual. Dreams 
may also contain unknown places 
and unfamiliar faces, however, 
this is very rare. It is more likely a 
question of recognising what is 
populating the dream. The mind 
integrates all experiential elements 
into a unified whole. It accomplishes 
this by creating a dream that 
resembles a storyline, an attempt 
to meld everything into a single 
confabulatory narrative (Moorcroft, 
William H., 2013). The lack of self – 
reflection and critical evaluation 
implies the dream will be labile 
and consequently, its strangeness 
is not registered as such until the 
individual is awake. The strangeness 
of the dream is in its detail, 
perhaps the doors have no door 
handles, but these details are easily 
neglected as retention of a dream 
is generally irregular. However, the 
clearer the details of the dream, 
the more bizarre it tends to be.

In other words, our senses 
are aware of our surroundings.  
When dreaming, the mind is in 
something of a sensory isolation 
tank. It relaxes into natural patterns 
of self - organised activity that often 
reflect residual moods, stresses and 
concerns. Essentially, the mind is 
cut off from external sensory input 
(Krippner and Combs, 2000) while 
in the state of dreaming. This allows 
the mind to be less constrained 
by waking circuitry and open to 
more novel connections. The lack 
of restriction allows the dream to 
be as multi - facetted as waking life 
experiences. However, the lack of 
simultaneous sensory input means 
the brain relies entirely on internal 
considerations (Krippner and Combs, 
2000), which correlates time, object 
and setting into on exceptional 
outcome. Moorcroft establishes 
that because of our minds’ reliance 
on internal stimuli, the composition 
of a dream relies on the mind’s 
visual memory of experiences, 
and whilst it will not reproduce 
a precise replica of waking life,

 ..
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He stressed the importance of these 
connections by insisting his patients 
recall their dreams, encouraging 
dreamers to seek a central image 
when they wake. An image that 
contains “vivid imagery with intense 
effect.” The central image would 
be a chaotic attraction that would 
allow the mind to draw associated 
memories and images toward it to 
yield a coherent story. Furthermore, 
verbal recounts of dreams may be 
viewed as incomplete as dreams are 
primarily visual (Moorcroft, William 
H., 2013). It could be assumed that 
sketching the dream as well as 
writing about the dream will increase 
its recollection. It may also influence 
waking creativity as, due to their 
illusive nature, the mind will fill in the 
gap between what is remembered 
from the dream and what will 
make the drawing appear correct. 

Everybody dreams, the struggle 
comes from not remembering 
(Moorcroft, William H., 2013). Dreams 
are not easy to recall. In general, we 
experience recollection of a mere 
fragment of the dream or of knowing 
that we’ve dreamed but are unable 
to remember. As a general rule, one 
is likely to remember dreams that 
are more intense with those that 
are longer consisting of more parts 
forgotten. To establish a better 
connection between dreaming and 
being awake, the writing down of 
dreams is a popular technique. 
The recording of the dream makes 
it easier to think about them. Dr 
Ernest Hartmann believed dreams 
to be hyper connective, linking 
material more fluidly and making 
connections that are not made 
as readily in waking thought.

The relevance of recollection
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Yet the discrepancies did not 
distort the overall gist of the dream. 
Moreover, these results suggest 
that there is no indication that 
REMS awakening recall or next 
morning recall is any superior to 
any subsequent recall, the accuracy 
of the recall is at the discretion 
of the individual. To offset the 
ambiguity of the dream, a consistent 
recording method is recommended 
to eliminate dissimilarities (Domhoff, 
G. William and Schneider, Adam, 
1999).  Dream journals are a useful 
method to study dreams if done over 
a long period of time (Moorcroft, 
William H., 2013). The composition 
of a dream journal will expose any 
discrepancies in what is dreamed 
but will also uncover consistencies 
in content. Those composed by Jung 
and Van Eeden were consistently 
recorded over three and roughly 
twelve-year periods respectfully. 
Whilst recordings of dreams at 
this time were imagined to be 
the product of severe psychotic 
breakdowns, they nevertheless set 
the controversial foundation of their 
further psychoanalytical research.

There is no “direct” link to dreams, 
yet it was thought that REM sleep 
awakenings was the closest to 
accessing the authentic dream 
because of how close the recall is 
to the actual dream. To question 
the accuracy of dream recalls, 
an unpublished study performed 
by William H. Moorcroft and his 
associates awakened 17 sleepers 
during their REM cycle to record 
their dreams. Participants were 
then woken later in the morning and 
their dreams recorded again in the 
same manner. The sleepers were 
asked to recall and record again that 
same dream one week later and one 
month later. Dreams were recorded 
using a tape recorder and then 
transcribed into a storyboard – like 
display. Each recall was compared 
to note similarities and disparities. 
The study found that many specific 
components of the dream differed. 
For example, each of the later 
recalls were missing more than 
half of the components that were 
present in the REMS awakening 
recall but also contained 22% 
new components not found in it.
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This lengthy, personal process would 
later fundamentally inform Jung’s 
unique approach to psychotherapy, 
forming the foundation of his future 
triumphs such as his work with lie 
detection (Paul V. Trovillo, n.d.) and 
his establishment of more pseudo-
scientific concepts. His process 
further allowed him to develop 
analytical therapy, a method by 
where he encouraged patients to 
draw or paint images from their own 
dreams as he believed they were the 
psyches attempt to communicate 
important things to the individual 
(West, Marcus n.d.). Furthermore, the 
value of knowing your unconscious 
is important to the development of 
personality, or individuation. From 
here Jung developed a theory of 
psychological types that would later 
become the foundation for the Myers-
Briggs type indicator (Myers-Briggs 
foundation, n.d.), a personality test. 

Between 1915 and 1930 Carl 
Jung, after distancing himself 
from his mentor Sigmund Freud, 
retreated from the wider world 
under circumstances some believe 
to have been caused by psychosis. 
During this time, Jung documented 
his decent into madness and his 
eventual return to the world of 
psychoanalysis with brilliant new 
concepts in The Red Book, eventually 
published in 2009. His method 
of documentation was a visual 
representation of an inner dialogue 
that confronted the complexity 
of his unconscious, through the 
expose’ of his dreams. Jung’s 
deliberate dive into the depths of his 
mind tethered his dreams to reality 
through manipulating artistry. He 
sought to make sense of his inner 
demons by manifesting elements 
of his psyche as elaborate, vivid 
paintings embossed with calligraphy 
and story (Owens, Lance S., 2014).

The Red Book . Carl Jung
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Whilst the definitive presence of 
archetypes is obscure, the idea 
of perceiving the dream as a 
means to develop yourself as a 
person is relatable. Once or twice 
I have personally awoken feeling 
as though I have just solved the 
world’s problems, although have no 
idea why. My response to this is to 
appreciate the residual feelings of 
the dream, the emotive perception, 
which establishes itself as a good 
day. However, I wonder how that 
perception will alter if the dream, 
which is predominantly visual, 
was recorded similar to Jung 
and then developed as interior 
architecture. What if the perception 
of our creation, the dream, could 
be understood tangibly? Rather 
than limiting the response to the 
influence it has emotionally on the 
individual, but by extending that 
response to outsiders looking in.

Jung sought to make sense of his 
unconscious musings, manipulating 
them to shed light on his inner self. 
The epiphany that emerged from 
this process was the realisation 
that an individual can be shaped 
by their dreams and that it is not 
necessarily their interpretation 
that provides meaning but rather, 
their perception. Jung discusses the 
presence of archetypes as a basis 
for perception, a set of primitive 
protagonists possessed by everyone:
The mother,
The lover, 
The hero and more. 
These archetypes are inherited 
and dwell in the deepest of 
our subconscious. It is our 
response to these archetypes 
that shape the perception of our 
dreams and eventually our self.

Key notes
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“the reintegration of the psychic 
functions so completely that the 
sleeper remembers day-life and 
his own condition, reaches a state 
of perfect awareness, is able to 
direct his attention and to attempt 
different acts of free volition.” Van 
Eeden tested this theory multiple 
times, concluding that these dreams, 
filled with vivid symbolism, were 
extraordinarily multisensory, so 
much as the dream world becomes as 
rich as the conscious one. To further 
extrude the value of lucid dreams, he 
experienced and recorded 352 cases 
in the period between January 1898 
and December 1912 (Van Eeden, 
Frederik, 1913). The condensed work 
resulted in The Bride of Dreams. A 
novel of fiction that reads as the 
biography of a man living his life 
vicariously through his dream. The 
text is confusing but nonetheless 
charming. This form of text enabled 
him to express rather unusual 
ideas freely in a way that made 
his delicate, personable accounts 
accessible to other individuals.

To understand Frederik Van 
Eeden’s novel, The Bride of 
Dreams, a previous paper must 
be apprehended first. A Study of 
Dreams outlines Van Eeden’s quest 
to decipher dreams. Published in 
1913 (Van Eeden, Frederik, 1913), 
the exposé is the product of many 
years’ worth of recorded dreams. 
Intended as a diary, a study of 
dreams eventually unravelled a 
display of theories intended to 
clarify the structure and value of 
dreams. The transcribed dreams 
were grouped into nine categories, 
the most novel and worthy of 
observation being Lucid Dreams. 
Van Eeden described this type as

The Bride of Dreams . Frederik van Eeden
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Van Eeden’s own world, The Bride of 
Dreams, toys with this idea. I found 
the novel confusing and in some 
instances boring. This reiterates 
the age old conundrum, people 
telling others their dreams is boring.
The recycling of the dream through 
dialogue doesn’t invoke a strong 
emotive response and therefore 
the perception of the dream will 
differ between people. Its perception 
influenced by the person telling 
the story more so than the story 
itself. The ability to craft such 
intense dreams solely within the 
mind is exhilerating. Imagine if that 
boundless nature spilled over into 
reality.  How can this be done in 
such a way as to thrill the audience 
but also keep the intensity of the 
dreamworld. People’s perception 
is subject to change however, the 
overall impression can be guided 
through manipulating the dream.

In this novel, being lost within a 
dream is expected. It is impossible 
to tell when they begin, for how long 
they have been going or even if there 
was one to start with. The dreams 
are often remembered as strange 
yet do not feel strange whilst we are 
“in them.” By pioneering the term 
Lucid Dreaming, Van Eeden was 
able to form a foundation for future 
research, leading to the widely 
accepted definition later established 
by Stephen LaBerge. A dream is 
lucid when the dreamer is aware 
they are dreaming. With practice 
they will learn to take acute control 
over the dream (LaBerge, Stephen 
and Kheingold, Howard, n.d.).  The 
possibility of dreams being at the 
whim of an aware mind furthers 
the idea that dreams are manic 
creation, they can now become the 
stage for something that is infinite. 

Key notes
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The approach

To mimic the processes of Carl Jung 
and Frederik Van Eeden, I will record 
my dreams. The intention of this 
process is to explore the way dreams 
are used and perceived. Through 
my own visual manipulation, I will 
study my dreams and begin to 
unravel what they show me. This 
will culminate in a Book of Dreams 
that will form the foundation of an 
interior architecture intervention. 
Its personable approach will mean 
its perception will differ between 
people. However, its experimental 
tangibility will beg the question: 
Is this world real? 
The effect this will have on 
those experiencing the dream 
will encompass the senses, 
so intensely as to ensure that 
strangeness, a feeling they will 
be familiar with, carries through.  
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carl jung frederik van eeden

gentle pull

.memory

.drawing + modelling

.dreams

.personable

.lucid dreaming

.the bride of dreams
.archetypes

.the red book

believed dreams 
were a natural 
expression of 
imagination

painted and drew 
250 of his dreams 
between 1913 + 1916

culminated in 
“the red book.” a 
manuscript crafted 
between 1913 + 
1930

nine types of dreams, 
the most vivid being 
“lucid dreaming.” the 
ability to have some 
control over your 
dreams

wrote “the bride 
of dreams,” a 
novel illustrating 
his lucid dreams

recorded 500 of his 
dreams. 353 of these 
were decidedly lucid

interior architecture lens

psychoanalysis psychoanalysis
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Quite often I awaken from 
a dream to an ambiance 
that flavours the day. The 
following method exploits 
this;
gently.
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artist

memory

paint

sketch

title

text

translation

interpretation

representation
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Sketch
Text is translated to a sketch 
using pen. The sketch is both an 
interpretation of the text as well as 
any residual memory of the dream, 
done in as much detail as possible. 

Paint
At this point colour may be 
added using watercolour and/
or ink. Generally, I do dream 
in colour however, its intensity 
varies and because of this, if the 
specific colour(s) have not been 
recorded immediately through 
text, by the time I get to this 
stage they may have disappeared. 

Title
The piece is intuitively named at the 
very end of the process.

A vulnerable state
I have crafted a process with the 
intention of recording my dreams 
in considerable detail. As discussed 
previously, there is no superior time 
to record your dreams as each recall 
will differ. For consistency purposes I 
have decided to record my dreams at 
their inaugural recall - the moment I 
wake - as I view this instant as the 
dreams most truthful moment. 

Memory
Expressed first through text. 
A descriptive process, usually 
bullet pointed, to quickly grasp 
the memory of the dream before 
it vanishes. A helpful tool when 
revisiting the dream at a later date. 

Process :    The Artist
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My dreams are random in both 
composition and narrative, though 
the narrative is less clear as it 
does not appear linear. I often find 
myself jumping from room to room, 
never knowing how I get there. The 
overall activity or use of the space 
is generally distinct, a party, for 
instance. However, the composition 
has a strangeness to it, though not 
always. This is seen through the 
overlapping of memories. The yellow 
basilica represents two extremely 
different locations that I can identify. 
Liverpool Street Station, London and 
The Mesquita Cathedral, Cordoba. 
Both strikingly different from 
each other in reality, with different 
architecture, functions and users 
yet fused together in the dream with 
no distinct reason why. In spite of 
this, I never crossed the threshold 
from one space to the other, in this 
case, and many others, I always just 
appeared on the other side of the 
doorway. It is as though they have 
been set up as individual rooms, 
pressed up against each other. 

 It has been established that dreams 
are comprised of our memories. My 
dreams are filled with people I should 
recognise and places I apparently 
know, and I do feel as though 
these things are not strangers.
The familiarity I have with these 
dreams is constantly present 
however, somewhere along the line 
they have been lost in translation. 
Whether this is whilst I am dreaming, 
whilst I am drawing or both, I do 
not know. The people present in 
the dreams do not have faces, 
yet this familiarity still exists. I 
identify these people by recognising 
their features and if that fails, I 
assume they are an acquaintance, 
or a person seen in passing.

Insight
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If dreams flavour the 
day, can the day flavour 
dreams? How about 
films? Or novels? Theatre 
perhaps?
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Sketch
Text is translated to a sketch 
using pen. The sketch is both an 
interpretation of the text as well as 
any residual memory of the dream, 
done in as much detail as possible. 

Paint
At this point colour may be 
added using watercolour and/
or ink. Generally, I do dream 
in colour however, its intensity 
varies and because of this, if the 
specific colour(s) have not been 
recorded immediately through 
text, by the time I get to this 
stage they may have disappeared. 

Title
The piece is intuitively named at the 
very end of the process.

A structured state
In an attempt to illicit a somewhat 
predictable response, theatre 
was chosen for its performative 
aspect and association 
with drama and surrealism. 
Scripts related to the theatre of the 
absurd and the theatre of cruelty, 
will be read to ascertain, to what 
extent, dreams can be manipulated.

Script
The scripts of Eugene Ionesco’s 
Rhinoceros, The Lesson and The 
Chairs as well as Antonin Artaud’s 
The Theatre and its Double were 
read over the course of two 
weeks, just before going to sleep. 

Memory
Expressed first through text. 
A descriptive process, usually 
bullet pointed, to quickly grasp 
the memory of the dream before 
it vanishes. A helpful tool when 
revisiting the dream at a later date. 

Process - The Designer
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The general mood of the dreams 
resonates irony and dark humour. 
In contrast to the vibrancy of the 
environments, this forms a tenuous 
connection to the predominantly 
illogical logic present in The Theatre 
of the Absurd. Aside from this, the 
dreams remain diverse and lack 
a literal response to the reading. 
I would have thought my dreams 
would replicate the visual elements 
discussed within the texts to some 
extent, the response being more 
obvious and able to be perceived 
by other people. This was not the 
case, likely due to the text itself 
being just text. Dreams are detailed 
and primarily visual stories. Whilst 
I often note residual emotions 
transferring between reality and 
dreams, I think in order to influence 
them visually, the prompt must be 
overwhelmingly intense, enough to 
override the day to day emotions. 
Whilst this experiment did not 
work, I do think it has potential 
and could illicit a response when 
used within the right conditions.

The reading of the scripts and text 
before sleeping had little effect 
on my dreams. There is an abrupt 
connection between one of the 
dreams and The Theatre of the 
Absurd. The Lesson, the first script 
I read, emphasises a continuous 
murderous cycle executed between 
the teacher and the student. Strung 
up clearly demonstrates an affiliation 
with this however, the method differs. 
Nonetheless the absurdity resonates 
as the normalising of something 
that should be questioned. 
I was the one that hung the rope, 
and I felt happy about doing it.  
This calls into question any pent-
up emotion I may have had 
at the time, I still do not know 
who is hanging or its location.

Insight
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Only once has there been noise 
(pillow punch). In that circumstance, 
the noise jolted me awake, much like 
feeling as though you are falling. 
Speaking is yet to occur, and I think 
this is due to the absence of faces 
and being unable to identify people. 
The consistent presence of colour 
within my dreams was surprising. 
As stated in my process, painting 
the dream would only occur if need 
be, this has turned out to be almost 
always the case. The concentration 
of colour will differ, in some instances 
it will be intense and the dream itself 
is remembered clearly. In others, 
it is rather dull. These dreams are 
those that I struggle to remember. 
When I record them, their focal 
image tends to blur immediately, 
by the time the colour is added, I 
must work solely what I have written 
down and any residual emotions. 
This is not the same for black and 
white dreams. This is because there 
is no colour to begin with. They tend 
to be emotionally dense dreams, 
not necessarily nightmares but a 
strong, complex atmosphere that 
resonates with the melancholic.

The process of recording my 
dreams works well however, I was 
not expecting such a variety. Both 
in content and spectrum of places 
and people etc. When I wake in 
the morning with the intention of 
recording a dream, there is usually 
more than just one image that 
encapsulates the dream. I often find 
there is an abundance of material 
that ranges from multiple snapshots 
of random scenes, to five or so 
seconds worth of ‘footage,’ often 
on repeat. I try to record as much 
of this as I can but unfortunately it 
starts to disappear as soon as I begin 
to focus on the most predominant 
instance. Therefore, this instance 
is the image I have recorded. It has 
also come to my attention that no 
two dreams are the same. If they 
are recurring, they tend to deviate in 
atmosphere but are still identifiable 
as a recurrent dream due to 
their focal point being the same.
At this point my dreams lack dialogue.

Observations
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Furthermore, this unbalanced act 
creates havoc that in reality would 
provoke serious consequences. 
Instead the response is nullified, 
a mere, ‘if we ignore it, it will go 
away.’ The architecture of the film 
also reflects a veiled surrealism. 
The architecture of the dream is 
separated into three levels, each 
depicting an environment designed 
by the dreamer, a form of lucid 
dreaming. The separation of the 
levels exudes a visceral control over 
the environment they are inhabiting. 
However, the subtle obscurities 
reveal feats of architectural design 
that could only ever be dreamt of. 
The illusion of the Penrose staircase 
for example. The viewer is confronted 
with a brash realisation that whilst 
this building and its events feel 
real, they are not. It denotes equal 
reactions of awe and confusion, 
a manic meditation that would 
intrigue and confuse the human 
response to architecture if it were 
to be viably incorporated into reality.

Christopher Nolan . Film
Inception toys with the elusive 
nature of reality, believing that 
the foremost difference between 
a dream and reality is how we 
perceive and respond to potential 
consequences. These risks are 
associated with the relationships 
and goings on we encounter, which 
ultimately begs the question, “is the 
inner world of dreams any less real or 
inhabitable than the outer world of 
reality?” (Stephan A. Diamond, 2010) 
Dreams often feel real.  Feelings and 
emotions exist just as strongly within 
a dream as they would in reality. This 
idea is reflected in the film through 
random invasions of weather and 
occurrences that we know should 
not ensue, yet little emphasis is 
given to them. The protagonists 
are aware these occurrences 
are irrational but ignore them.

Inception
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The play unhinges the balance 
between knowing reality from fantasy 
by expressing illogical characters 
as supposedly logical beings, even 
though they all eventually turn into 
a rhinoceros. This divide provokes 
a startling detachment from reality 
that is both intimate and confusing. 
The ineptitude of the characters 
decision making is relatable 
because the audience can easily see 
themselves as being lost in a world 
much bigger than them. The idea of 
being lost in a world is reminiscent 
of a dream. It is difficult to situate 
oneself within the dream as you 
are often unaware of where you 
are and how you got there. But this 
strangeness is discarded as you do 
not realise something was strange 
until you wake up. Rhinoceros is 
a dialogue led play, its absurdity 
thrives off the script, followed by 
costume and because of this, the 
theatrical display is enticing, you 
cannot just look away. The set design 
plays a supporting role. With dreams 
this is reversed, the bizarreness is 
primarily visual. How can the world 
of the dream be presented in such a 
way as to celebrate its strangeness 
in a purely visual matter?

Eugene Ionesco . Play
Arguably Ionesco’s most successful 
play, Rhinoceros teeters on the 
edge of irrational, a disposition of 
human conformity as part of the 
1950-1960’s Theatre of the Absurd. 
A movement built on questioning 
the nature of reality and illusion 
(Dickson, 2017). In response 
to fascism and relating to Carl 
Jung’s theories regarding human 
conflict with society. Rhinoceros 
itself reflects the main characters 
unhappiness at being lost, of living 
in a world so devoid of meaning 
it is almost as if he is dreaming. 
The play depicts this absence of 
control at the human scale, using 
the characters experiences more 
so than architecture to portray the 
lack of response and consequence 
that is seen when dreaming. The 
characters themselves are deficient 
in logic, their incorrect presumptions 
are irrationally rationalised, yet 
this absurdity is the dominating 
force driving the universe 
(“Rhinoceros Main Ideas,” 2019).

Rhinoceros 
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Van Gogh’s works were chaotic and 
emotional, establishing themselves 
as poetic manuscripts depicting his 
inner world. The experience itself 
is immersive, toying with how the 
light and shadow contrasts the bold 
richness of the colours he used. 
Accompanied by music, viewers are 
transported into the heart of his 
paintings and given a tour of his 
psyche. This technique, of breathing 
life into paintings, consequently, 
creates an encompassing 
environment that is unrelenting in 
its vitality. The exhibit was obviously 
intended for the Atelier des Lumières, 
but the idea of creating something 
purely visual that occupies a space 
so completely, yet does not require 
a physical construction, is a unique 
kind of theatre. Applied to a dream, 
the world created would weave 
reality with the dream seamlessly, 
creating an unexpected realism.

Gianfranco Lannuzzi, Renato 
Gatto, Massimiliano Siccardi, 
Luca Longobardi. Exhibit.
Within Atelier des Lumières sits a 
digital exhibit of Vincent van Gogh’s 
life. Portrayed through moving 
digital images, Starry Night displays 
some of Van Gogh’s numerous works, 
depicting the radical evolution of his 
paintings through projections on 
every surface. The exhibit aims to 
highlight the painters “expressive 
and powerful brush strokes, 
illuminated by the bold colours of 
his unique paintings,” (Lannuzzi, 
Gatto, Siccardi, Longobardi, 2019).

Starry Night
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It is an interesting 
concept, to give a dream 
context as they lack clear 
patterns and logic.   The 
dreams I am sharing need 
be grounded. For when 
exposed as reality we will 
all share the dream.
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The beauty of the dream is its 
peculiarities and there is charm in 
how these are presented. Theatre 
is better suited to this. Not just in 
the theatrical performances but 
the buildings themselves. The live 
performance offers an immersive 
experience with the theatres’ stage 
pieces adapting and adjusting to 
each performance need. The building 
itself is somewhat ephemeral. Each 
theatre has its own style, but they 
all follow the same rules, both front 
of house, on stage and backstage. 
The concept of a designed set 
piece derived from a dream will 
establish the catharsis missing from 
the flat drawing. By bringing the 
dream alive in a form that thrives 
off movement and collaboration, 
it will start to influence its own 
world, encompassing the audience 
and allowing them to not just 
view a drawing but experience it.

Dreams need context. They are 
currently very much my dreams 
therefore, the story and meaning I 
know they possess is vastly different 
than what others are seeing when 
they view these drawings. Due to 
its performative aspect, theatre 
was chosen as the vessel. There 
was some consideration given to 
film however, a film is controlled 
and flawless. Editing creates an 
infallible display that eliminates 
impurities. There is also a degree 
of separation when viewing images 
on a screen, you cannot reach out 
and touch the objects your see

The business of plays
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What is and what is not 
perceived is in the eye 
of the beholder. Once 
the story is tethered to 
reality all we can do is 
coerce a response. We 
must share the dream 
however, not all of us are 
asleep.
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The established theatre techniques 
coupled with physical modelling and 
sketching will expand the existing 
process. The first step towards 
this is to “make.” The intention of 
this is to bring the dream to life, 
to give it standing in reality. Its 
aim is to extrude elements of the 
dream simply and quickly. This will 
emphasise the key components 
that will be incorporated 
into the scenic design later. 

Junk model
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The “Yellow Basilica” was chosen 
because it resonates with me - I 
can identify its architecture, even 
though it looks nothing like the 
real location, but its eccentricities 
also intrigue others. Of all the 
dreams this is one that is constantly 
pointed out. Its detailed aesthetic 
encourages depth and charisma.
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On one hand, this interpretation 
is clean and reminiscent of the 
simplicity shown in the architecture 
of the dream. On the other, I feel it 
is overpowered by the cathedral, 
in how the hexagons divulge 
attention. This space within the 
dream was a flurry of movement, 
its atmosphere empowered by 
people rather than its architecture. 
It was my intention for this model 
to merge both aspects of the dream 
together, to marry two very different 
geometries. However, with one side 
being much stronger, visually, than 
the other, the lesser side has lost all 
presence and is unrecognisable in 
its three-dimensional interpretation. 
This is partly due to the model 
being an abstract portrayal, an 
experiment. Because it has been 
so overwhelmed, I think it best to 
celebrate the dreams’ two different 
architectures in their own right and 
keep that single threshold between 
the two sides as a blunt contest to 
the strange pathways dreams create. 

The model succeeds in expressing 
the atmosphere of the dream. It 
tests the immaculate presence of 
the huge vaulted arches and by 
extruding the staircases and adding 
them to the hierarchy of the arches, 
I am left with a chaotic and complex 
maze, a reflection on the intensity 
of the dream. The arches and the 
staircases defined the spaces within 
in the dream. Because of this it 
makes sense to accentuate the 
staircases, now in three dimensions, 
as significant thresholds. 
The left side of the model, 
representing the station, feels less 
derived from the drawing and more 
of a hesitant allocation of simple 
geometry and materials. The frame 
of the building has been referenced 
albeit subtle, using cardboard. 

Observations
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A leap from the previous stage 
is needed. Following on with the 
process, extraction experiments 
with theatre techniques to create 
depth and influence sightlines in an 
attempt to design a world which has 
a mind of its own. Something less 
abstract than the previous model. 
The vibrant yellow will be kept, but 
the goal with these iterations is to 
push the dream to its extreme. To 
dramatise it further by extruding 
and distorting some of its key 
elements, arches and staircases so 
it starts to become a viable set. The 
dream needs to remain recognisable 
and the model should thrive on 
its own disconnect, creating two 
contrasting halves of a hole. For this 
set concept, the dream is the script, 
a visual dialogue rather than verbal. 

Extract
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Elevation. 
•An attempt at creating depth 
through layer pieces.
 
•Potential to laser cut.
 
•Will create a stage set that looks as 
though its perspective has created 
space but is actually flat? The illu-
sion will be present enough to con-
vince the audience. 
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Perspective view. 
•Over lapping arches.

•Stairs and platforms for performers 
to use. Performers will be able to 
walk through but need to stop at a 
designated place otherwise it will 
distort the perspective and scale. 
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Section
•Two sides back to back. 

•Need to consider what type of 
theatre to use. Would not work for a 
proscenium arch, or small space. 

•Very large. Would take up too much 
space, logistical nightmare. 

•Central space allows for performers 
to hide. 

•Simple timber stud walls. 
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Plan. 
•Audience in the middle maybe? 
Through the looking glass. 

•Not a traditional theatre setting. 
Could be outdoors? How would the 
perspective work? 

•May have to invert the spaces. 

•Audience around the circumfer-
ence, performers in the middle. All 
crew would have to be stored in the 
middle, hidden from view.  

•Interesting and complex.

•Has lost that side by side experi-
ence of the dream (explore further). 
Arches are not as intense either. 
More emphasis has been put on the 
station side - is larger as it is easier 
for performers to orientate them-
selves and use the space.
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The issue with this is that the 
drawings rely on perspective and 
illusion to create depth. To effectively 
create this as a set to walk through, 
would mean it would be huge in size. 
Therefore, how can we make this 
set suitable for use? The illusion 
creating the depth is what gives 
the set its intensity. Its asymmetric 
qualities give it a story like quality. If 
this were to be a building that exists 
in reality, the likelihood of it being 
functional is slim. As its function 
will be theatrical, the requirements 
for success have changed. The 
story like, quirk provides the dream 
turned set with a visually driven 
narrative. This concept must 
continue through to the next stage, 
without losing its functional viability.

This series of drawings is intense. 
I experimented with orientation 
and composition to push each 
element to its extreme and expand 
the perspective of the drawings. 
This means each half of the 
dream has become its own space. 
The iterations depict a set that 
does not conform to traditional 
theatre buildings, consequently, 
black box theatre has been chosen, 
where the stage and audience 
placement is adaptable. As this will 
give the eventual set more freedom.

Summary
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The biggest problem effecting 
the tangibility of this set is its size. 
The question is how its qualities 
can be kept but its size decreased. 
The first option would be to have 
a rendered version of the drawing 
as a backdrop on stage. This would 
keep the illusion of the perspective 
but would not be interactive. I would 
like this set to be interactive, to be 
physically used in some way, as that 
will instil a visceral narrative with 
the user. The second option is to 
create something that is halfway 
between a fully functional set and 
a backdrop. This will shrink the set 
in size and mean it would be an 
interactive part of a performance.

Theatre of Dreams 
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Laser cut mdf. 3mm depth.
yellow. metallic gold
black edges. 
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laser cut mdf. 3mm depth
solid matte black.
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The cathedral has that air of mystery. 
Completely black, its matte finish 
distorts the perspective somewhat 
because the light is absorbed. 
Though this was not the intention, 
I think it aids in establishing an 
impossible architecture. Many of 
its arches could not exist in reality 
and its maze-like composition would 
make orienting yourself difficult. 
Nevertheless, this all reflects the 
fundamentals of a dream. They are 
meant to be impossibly random. 
The outcome of this process was 
to test the idea of using a dream as 
an instigator, to create a tangible 
reflection of said dream. This has 
been successful in that it reflects 
the dream. The ambiguity of the 
dream comes through though a 
stronger sensory aspect could be 
developed. The functional aspects 
of a set and the association with 
black box theatre made it difficult 
to realise this as a final design. 
The final model does not consider 
an encompassing audience.

The modelled set uses contours 
to give the perspective and depth 
shown in the drawings. This 
successfully shrunk the set to a viable 
size, however, brings into question 
its ability to be interacted with. It 
is important that the performers, 
and the audience connect with it 
viscerally, and experience a “walk 
through a dream.” This is vital to how 
the dream is perceived, as perception 
differs between individuals. To have 
that ability to interact with the set, 
to form your own narrative, would 
have made for a more profound 
experience. Nonetheless, the 
model projects the overall form 
of the dream, in keeping with the 
illusion of these two grand spaces 
being begrudgingly tied together. 
The two conflicting architectures 
are clearly demonstrated. The 
station has an eloquence to its 
simplicity. It is vibrant, golden and 
full of life, much like the dream. 
Its edges hint at what is next door.

Theatre of Dreams
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How can the architecture 
within dreams manifest 
into tangible interior 
architecture?
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architecture

brief predesign concept design developed design detailed design technical drawing

structured translation

pragmatic. logical narrative

art

exploration concept composition developed composition representation completion

subjective symbolism

vulnerability. story
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However, set design as a programme 
may not enable the tangibility sought 
in this particular research. This is 
due to the fact that its symbolic 
nature means its perception is 
entirely subject to personal opinion. 
With this comes a vulnerability such 
as with using personal dreams. 
In trying to adhere my dreams to 
a set that will be interpreted by 
others, that vulnerability is the main 
focus whether it fulfils a specified 
structural brief (other than to be 
functional), is irrelevant. Ultimately, 
the process I have created must be 
adapted to incorporate a stronger 
relation to architecture (in the 
form of a pre-existing structure), 
in order to answer my research 
question to the best of my ability. It 
must incorporate a detailed design 
development that is more logical 
and pays greater attention to the 
functionality of a building, without 
losing the charisma of dreams. 
 

Do the design outputs that are 
proposed, land in the realm of 
art or architecture? The process 
developed to date starts from 
recording dreams to developing 
preliminary set designs could be 
seen as a valid and coherent way 
to respond to my intended research 
question. The results have veered 
to outputs of a more artistic nature 
than an architectural one. I do not 
view this as a negative outcome 
to the trial of the process. Its 
development made sense while the 
thesis initially looked at manifesting 
tangible interior architecture.

Art or Architecture?
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Just keep dreaming.
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phase three

Wellington Opera House 315
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Fibrous plaster mouldings decorate 
the interior, its symbolic motif is 
derived from its very first owner, J.C 
Williams Ltd., a travelling company 
from England. This motif is mostly 
used on the ceiling, consisting of 
bands of Eucalyptus surrounded by 
New Zealand wildflowers, enclosing 
a cluster of English roses (Wellington 
city heritage, 2015). The plasterwork 
is said to represent the countries 
J.C Williams operated in. The lavish 
interior has recently been repainted, 
the front of house is white and gold, 
the auditorium a deep crimson 
with dark gold embellishment and 
backstage is simply black, white 
and raw materials. The building 
has undergone a hand full of 
renovations, as it has passed through 
the hands of different owners. It is 
currently part of the St James’s 
trust. Its biggest refurbishment was 
in 1992, which greatly increased 
the size of the orchestra pit. Along 
with its interior, the Opera House 
is known for its endless haunts.

William Pitt + Albert Liddy. 1914
The building’s structure is a system 
of load bearing brick masonry on 
concrete piles and foundations. 
Its façade is asymmetrical, and 
a restrained representation of 
Edwardian Classicism accentuated 
vertically through the columns 
(Wellington city heritage, 2015). 
Modelled on 1880s London theatres, 
the Wellington Opera House is a 
three-tier auditorium with a dome 
ceiling. The stage is square and at 
the time of construction, was the 
biggest of its kind in Australasia 
(400m2) (NW group, 02/19), its fly 
tower reaches roughly 22m in height 
(Wellington city heritage, 2015). 
There is capacity for 1380 people 
within the auditorium; each seat 
offers a direct sightline to the stage 
(NW group, 02/19).The Opera House 
is infamous for its decorative value, 
with a category one classification 
provided from the Historic Places 
Trust (Wellington city heritage, 2015).

Wellington Opera House
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Albert Liddy was incredibly stressed 
about having to pay the other 
architect, William Pitt, who was the 
lead architect, his brother in law 
and based in Melbourne. This stress 
led to suicide. It was rumoured he 
hung himself backstage however, 
coroners’ reports show he shot 
himself out back in the shed 
(Duncan McKinlay, 2007).The Opera 
House was selected to keep the site 
within the realm of theatre, to bring 
continuity in the research on this 
specific domain. The situating of 
the dream within the site is to give 
it a wider context. An architecture 
that it can become a part of. Due 
to its heritage value there are two 
approaches to the use of the theatre 
as the site, that can be taken. One is 
to renovate the existing building; this 
would mean altering the floor plan 
in response to a dream. The other 
option is to preserve the existing 
interior, using the dream to design 
interventions throughout the spaces.

There has been the odd sighting 
of moving seats and doors, people 
running across the gods level (highest 
tier). One of the usherettes was even 
noted having a heated conversation 
with the wall. Apparently two men 
wanted to register a complaint and 
stormed out of the building after 
the usherette said she was too 
busy to handle it right now and to 
come back later. No one saw these 
men but her (Duncan McKinlay, 
2007). Most notably, it is said to be 
haunted by its supervising architect. 

..
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Theatre is a visual 
narrative driven by 
dialogue. Dreams lack 
this compulsion. That 
is not to say they have 
no speech, but they are 
predominantly visual.  
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Furthermore, the narrative could 
also influence how the theatre is 
used. The intention is to preserve the 
Opera House and its current function, 
while these new interventions would 
be used to enhance the space when a 
stage performance is not happening. 
The interventions are therefore a 
performance in their own right. There 
are two ways this could be achieved. 
As a journey, the storyline will have 
to be developed into something less 
general, so that the dreams flow 
seamlessly throughout the space. 
Coordinating a journey wherein 
the audience will start with one 
dream and follow a predetermined 
path through the theatre, following 
a sequenced journey. The second 
option is to disregard the storyline 
and deposit the dreams within the 
space as moments. Interventions 
that can be viewed as standalone 
installations, varying in intensity, 
that focus solely on reflecting 
each dream as its own world.

To provide a narrative that included 
multiple dreams, a loose storyline 
was created. The text and dreams 
were added to the sequence 
simultaneously and intuitively, 
so whilst the visual aspect of the 
images may or may not relate, they 
do, to some extent, relate to the text. 
The intention of this narrative was to 
form a series of events that could be 
dispersed through the Opera House 
as interventions. Previously, when 
focusing on set design, the site 
was simply a stage and the focus 
limited to one dream, by expanding 
the scope multiple dreams can be 
situated throughout the theatre, 
making use of the different spaces, 
and providing many stories. Once the 
storyline was established, the dreams 
were classified by intensity. The 
more intense the dream, the greater 
the intensity of the intervention. 

Storyline
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The dreams within the storyline 
have been situated within the 
theatre, as I can attribute a 
visceral connection between the 
dream and its location within the 
theatre. Others have been placed 
intuitively. The dreams have been 
located throughout the theatre 
in its entirety. The most intense 
dreams have either been placed 
in places with high thoroughfare 
or vantage, others are hidden in 
locations where the audience would 
rarely go. It was important to have 
a variety to truly test how a dream 
can be used to influence the existing 
interior architecture of the theatre.

Placement
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Facade

Pillow punch
Vibrant and chaotic - like a cloud.
Disperses into atmosphere

Sleeping beauty
Warm and unassuming, almost 
forgotten. Much like the balcony that 
is no longer used.

Station - Yellow Basilica
Intense perspective, leads the eye 
into space. Will draw people to the 
door.
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Vestibule

Cathedral - Yellow Basilica
High ceilings emphasise space. 
A grand threshold between the 
vesitbule and the auditorium.

Shadow
Hides. Evasive. Here for a short time. 
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Auditorium

Teeth
Framing a cavity. Intense.

Maccas
Intense activity. Looking around, a 
view of the entire auditorium. 



34
8

Auditorium dome

Dynamic;Vertical
Up in the sky. Out of this world. A 
reference to the dome that was 
meant to open to the heavens.
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Stage

Wailing Woman
Operatic. Frightening. Haunted 
theatre.
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Backstage

Double vision
A wallflower. Unassuming. Backstage 
eyes see everything. 

Tentacle
Parasitic. Dramatic. In a dressing 
room that sees many characters. 
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Paint room
Gentle canoe
Rustic timber. DIY. VIbrant colours. 

Woman in Window
Art in opera house lane - thrive off of 
existing installation. 
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The preservation of the interior is 
now the focus and as each dream 
has its own story, honouring 
them as isolated additions is 
better suited to the testing of the 
process. The theatre is a place for 
performance and each dream will 
be its own show. Three dreams 
have been chosen to take forward: 
Tentacle
Dynamic;Vertical
Yellow Basilica
These were three of the most 
intense dreams I experienced over 
the course of nine months. They are 
diverse in their composition and I feel 
they will provoke a varied response 
both in how I interpret them into 
interventions, but also in how they 
are perceived by the audience.

Depicting each dream as a moment 
in theatre, rather than a journey, 
will celebrate the individuality of 
the dream. It will also establish 
the design development as a 
preservation of the theatre, rather 
than a renovation. The existing 
interior will be preserved and will 
not be changed unless necessary. As 
part of a journey, the dreams need 
to forge new connections between 
each other. Writing a narrative and 
utilising the Opera House as the site 
would accomplish this. However, it 
would also potentially complicate 
an already highly subjective task. 

Where will they go?
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Tentacle 362

404

Tangible

Dynamic;Vertical 445
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Living the dream.
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 It currently resides in the stalls, 
with the intention of it becoming a 
motif as some sort of embroidery 
or print that enhances the fabric of 
the existing seating. I don’t have a 
justifiable reason for combining a 
tentacle with theatre. I do, however, 
want to challenge this. I feel that 
using this dream as the instigator 
for an intervention, within a space 
where there are few, if any, parallels, 
would be a true test as to whether 
using dreams is a viable design 
process for interior architecture. 
My intention is not to make it mean 
something to the space, it is to 
use it to create something within 
the space that will enhance the 
theatricality of the existing interior.

The hovering tentacle reflects 
the arbitrary nature of dreams. I 
cannot recall the memory this is 
based on, yet the dream was part of 
the only recurrent dream I had. To 
me this signifies some semblance 
of importance, at least at the time 
it was dreamt. Its colouring is 
speculative, the pale orange may be 
referring to the sand, but one would 
think blue or green to signify water 
would make more sense. However, 
this is a dream, its strangeness is 
to be celebrated. I would like this 
intervention to hide in plain sight.

Tentacle
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The expression of a motif 
throughout the auditorium of the 
theatre could be expanded further 
to look at other fabrics, such 
as the stage curtain, or even as 
plaster moulds, carved timber or 
wallpaper. the composition of the 
motif needs to be addressed as a 
pattern, either as an isolated image, 
or a dense pattern that repeats. 
Options for this could include 
mirroring or staggering the image.  

Theatre
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The intriguing aspect of the dream 
is the singular tentacle emerging 
from a blackish fog. When creating 
the motif, the emphasis will be 
put on this area, supplemented 
potentially by the rocks seen at 
the bottom of the original image. 
Whilst some alterations are needed 
to establish harmony between 
the motif and the existing interior 
decoration, such as the gold plaster 
mouldings, I am wondering now 
whether altering the representation 
of the dream drastically will 
defeat the purpose of using it.
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The current surfaces within the 
theatre are rendered and painted. 
This simple finish is coupled with 
decorative plaster mouldings in 
the front of house areas and the 
auditorium. This heritage can’t be 
overshadowed by a tentacle, rather 
the tentacle needs to enhance its 
preservation. The idea of the motif 
must be something that can be 
incorporated throughout each of 
the three main areas. The pattern 
doesn’t necessarily have to repeat 
itself exactly, the patterns may be 
different to fit with each space. 
The motifs application to the 
spaces will be strengthened by its 
connection to them. For example, 
something fine and delicate for 
the front of house area versus 
something bold in the green room.

Motif
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The transformation from dream 
to motif has been done using Lino 
cut stamps. This experimentation 
allowed for multiple configurations 
of key components of the dream. 
These were then photoshopped to 
create a paper suitable for wallpaper. 

Hand Printing
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Wallpaper

Flock
Has a velvet, fuzzy like texture. 
Good for use in luxury areas with 
low traffic flow. Can be difficult 
to clean and is very expensive.
 
Vinyl 
A layer of paper coated in 
vinyl making it extremely 
durable and easy to maintain.

Foil
A polished foil finish to the entire 
paper gives a shiny metallic effect 
to the paper. Does emphasise 
defects therefore, the wall needs to 
be repaired if necessary and lined 
with lining paper before application.
 
Fabric 
Can be applied directly to the wall 
or lining paper. Wallpaper takes 
on the texture of the fabric used.

Traditionally wallpaper is between 
500-600mm in width, and 10m long. 
Each piece is cut to fit the wall it 
is being applied to. Each length is 
aligned vertically with the next to 
create a seamless, repeating pattern. 
The intension of the wallpaper is 
to provide the theatre with a motif 
that is tactile, the textural nature 
will be achieved based on the type of 
wallpaper used. 
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The paper is to be handprinted 
rather than digitally. This is in 
keeping with the authentic feel of 
the building. This does not limit the 
type of paper used because it doesn’t 
need to be put through a printer and 
will retain a bespoke quality. Whilst 
flock wallpaper is brilliant for a 
luxurious feel, this would acclimatise 
the paper to the existing front of 
house application, it is heavy and 
prone to marking. Its texture is also 
established through the pattern. 
As the pattern will be handprinted, 
the velvet texture will be lost. Vinyl, 
Foil and Fabric are all viable options 
however, I think the combination of 
foil and fabric, location dependant, 
will work best. The fabric will provide 
the spaces with texture and can be 
printed on, the foil will enhance the 
paper both texturally and visually, 
however, will be used specifically on 
the motif and not as the base. 

..
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Each faction of the building abides 
by its own colour coordination laws. 
The front of house is gold and white. 
The auditorium and backstage are 
red and black. The dressing rooms 
and corridors are simply white. It is 
important for the motif to augment 
this scheme, especially within the 
main, public areas as these areas 
already have a decorative finish. 
Because of its intense red and fu-
ture intervention, the motif has been 
removed from the auditorium.Its walls 
are brick and that texture can be seen 
however; its stark white paint flattens 
the perception of the surface. The 
green room sees too many but not one 
stands out. The motif can accomplish 
all three objectives, its print on a 
wallpaper brings the character to 
life as something tangible and its 
application throughout the entirety of 
the theatre is a consistent reminder 
of a presence that is perceived 
differently but unifies the interior.  

Wallpaper
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Primed Cotton blend

Lining paper

It is important for the fabric 
chosen to be versatile. It is being 
used for its texture and therefore 
should not distract from the motif. 
Linen and cotton were looked at 
for their simplicity. They are both 
unassuming in their appearance but 
would instantly be recognised for 
their soft touch. Because it is light in 
weight, linen has been chosen. It will 
be backed lining paper (wallpaper 
base) and applied to the front of 
house areas. The linen will be an off 
white to match the existing colour 
scheme and the motif will be a foiled 
gold print. The dressing rooms and 
green room areas do not have the 
same luxurious feel as the front of 
house areas. This is something that 
should be kept the wallpaper is being 
applied to strengthen the identity of 
the spaces rather than change them. 
Linen would not suit these areas. For 
this reason, a vinyl backed paper will 
be used for these areas. The paper 
itself has a soft, suede-like finish 
and its durability will work well in 
the high traffic areas. The motif 
will be coloured to suit the spaces.

Application
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Linen

Cotton
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The tentacle is parasitic in 
nature, it sprawls anywhere and 
everywhere. Its intervention can 
be seen throughout the building, 
politely intruding on the existing 
finishes of the building. I think 
this aversion to camouflage works 
to its benefit. Its acclimation to 
each space varies in transparency 
depending on its location and 
furthermore, it’s unavoidable. 
An absolute presence that may 
startle yet intrigue the audience 
with its superficial experience. 
The fact that it is a tentacle is 
intended to provoke questions. 
It is a bizarre occurrence in an 
otherwise decorative architecture. 

Summary
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At first the tentacle intended to 
invade the green room, a large 
mural on the wall. Random but 
undoubtably cool to establish itself 
amongst the posters plastered 
over the walls. It contradicted 
the theatres architecture but fit 
seamlessly into a space meant 
for traffic and conversation. 

The green room

Notably, I didn’t want the authenticy 
of the green room to be compromised, 
the preservation of its atmosphere 
and therefore its existing fixtures, 
furniture and posters was important. 
The addition of the motif as a mural, 
as an isolated image failed because 
its presence was almost lost. The 
single image could not stand up 
to the abundance of personality 
already existing in the green room. 
Due to this the isolated motif was 
exchanged for a busier pattern. 
Because of its coverage, this new 
pattern peaks out from behind the 
posters in a way that is invasive yet 
subtle. A contradiction yes, but this 
means the audience can clearly see 
both the motif and posters, looking 
at both or one at a time, establishing 
a balance within the environment.
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The dressing rooms are prone to 
sporadic activity, with performers 
and costumes constantly coming and 
going. The intent for these spaces 
was for the print to be experiential 
and spontaneous. Changing its 
colour to test its chameleon qualities 
and reflect the array of characters 
these rooms see. Its application is to 
be seen but not distract. Its presence 
to feel as though a picture was hung 
on the wall, a mural that doesn’t hide 
the existing brick, more so exposing 
the existing walls. A partially 
stripped back affect is experienced 
throughout the entire dressing 
room areas and their accompanying 
hallways.

The dressing rooms
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Its application to the vestibule 
and crush space hides in plain 
sight. The gold foil embellishes the 
walls, in contrast with the marble 
pillars and flamboyant floorings 
seen in the front of house public 
areas. From a distance, it seems 
as though it was an intentional 
decoration from 1912. Its richness 
develops as the audience gets 
closer, a textural opulence that adds 
another dimension to the decorative 
interior through the soft texture of 
the fabric. This adds further warmth 
to the areas. The strangeness of the 
image becomes clearer because of 
its permanent application. What is 
initially perceived as bizarre, why is 
there an octopus in the vestibule?, 
will provoke conversation however, 
because it has been incorporated in 
a way that will enrich the audiences 
experience, through its touch and 
look, the audience will move on, 
having rationalised its presence as 
integral to the design. 

Front of house



401



40
2



403



40
4



405

As the relief model draws you in, 
I thought the main doors to be 
suitable locations to express the 
complexity of both halves of the 
dream having a singular threshold 
that was never used. The intention is 
to utilise these main thoroughfares 
as theatre experiences in and of 
themselves. Each door needs to be 
intense, revitalising the entrance 
to the opera house and giving the 
locations a contemporary feel. They 
must enhance the space, but also 
overwhelm to some extent, such 
is the dream. However, rationalise 
the experience as reality. That 
ambiguity must present stronger 
than the in previous relief models.

Considering the foundation for a 
set has already been designed, the 
yellow basilica could be explored in 
a different fashion. It was decided 
that as, a set, the concept lacked 
practicality, but excelled at reflecting 
the visual dream. It’s “strangeness” 
also needed improvement. For 
these reasons I have decided to 
develop this model further, but for 
a different purpose. Rather than 
being a set used on stage, it has 
been placed at the front doors 
establishing two thresholds, one 
that enters the vestibule and the 
other that enters the auditorium. 

Yellow Basilica
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The initial exploration of the 
station relief model (yellow) 
started with a door handle and 
tried to evolve from there. The 
resulting design was inconclusive. 
In comparison the developmental 
sketches of the cathedral relief 
model (black), I feel I have resulted 
in a concept that has potential as 
a stage to be experienced by the 
audience. Something that enhances 
the space not only as a doorway, 
but as an experience that leads the 
audience from the vestibule to the 
auditorium. The separation of the 
halves of the dream was intentional 
and exemplifies the dislocation of 
the dream and its central threshold. 

The station
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The original relief model, inspired 
by set design, has been repurposed 
as a door. They will be situated on 
the ground floor as the entrances 
to the auditorium. As shown in 
images ** and*, the new model 
emphasises the proportions it will 
have. The model is laser cut mdf 
at 1:10 scale. Its height of 2700mm 
and width of 2400mm make for a 
grand entrance to the auditorium. 
The threshold between the front of 
house and auditorium is something 
to emphasise and the scale of the 
door will evoke an encompassing 
experience that the audience will 
immerse in, as they move through 
the threshold. It is also 1000mm 
deep. This, I think, is too much and 
whilst the heaviness of the door 
is a factor that will emphasise the 
experience of the dream further, the 
protrusion of the door may become 
a hazard to people’s shins and its 
weight in an emergency situation.

The separation of the halves of 
the dream was intentional and 
exemplifies the dislocation of the 
dream and its central threshold. 
However, it has also favoured the 
cathedral side of the dream. This 
side simply has more character 
than the other. This has led to 
an underdeveloped station and 
therefore a rather mundane 
entrance. Whilst this may not be 
considered a negative thing, the 
door still functions, leads people 
into the building, and reflects the 
asymmetry of the facade, it may 
have been beneficial to re-examine 
the original drawing to explore 
different ways the station could have 
been developed. However, due to the 
cathedral having greater potential 
as a successful intervention I 
chose to take just this side further 
and finish its development.  

The cathedral
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The black has been idolised 
within the relief of the door and 
tunnel. This is a reference to the 
drawing of the dream, but it also 
epitomises shadow as a necessary 
mystery. The cathedral I believe this 
dream references, The Mezquita 
Cathedral, has skylights scattered 
throughout the building, illuminating 
certain areas whilst keeping others 
completely in shade - a connection 
between the humble earth and 
the greater powers that be. By 
controlling the light source and 
keeping it minimal, the illusion that 
allows the dream to be perceived as 
reality, the forced perspective of the 
relief, establishes itself as a moment 
manipulated by something unseen. 
A separate power enhancing the 
performance of walking through 
this threshold and emerging into 
the drastically different auditorium.

The Mezquita De Cordoba
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In reference to Adolphe Appia, 
shade is as important as light. It 
establishes a connection between the 
performers, the scenery and depth. 
The lighting of the tunnel needs to 
be subtle and guide the audience 
through their own stage. They are 
encouraged to sit, to reach out and 
touch the walls, to push against a 
giant, heavy door and experience 
the space as a different universe. 
The use of LED strip lighting and 
spotlights illuminate the darkness, 
creating shadows and perspectives 
that provoke a reaction from the 
audience as they pass through. The 
tunnel doesn’t reflect reality, it is 
a break from it. A peak inside of a 
dream disguised as architecture.  

Light
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The push of the door is heavy, adding 
to the experience of disturbing 
the threshold. The immersive 
nature of the threshold relies on 
directional lighting and perspective. 
The environment this creates is 
akin to German expressionism. It 
is not a reflection of reality; it isn’t 
intended to be. Its exaggerated 
features respond to the dream and 
the perception of what is and is not 
real. There are some aspects of the 
tunnel that simply wouldn’t work 
at a 1:1 scale as part of a buildings 
structure. However, because 
the strangeness and intangible 
architecture is emphasised by light 
and shadow, the context of the space 
no longer reads as reality. It is now 
a different realm, an experiential 
universe that delivers the audience 
from the ornate, traditional vestibule 
into the crimson auditorium.

The final experience reflects 
impossible thresholds. An intense 
threshold that bridges the vestibule 
with the auditorium. From the golden 
vestibule you enter the mystery 
of black shadows and pockets of 
light. It is only as you enter that you 
realise the complexity of the space. 
Staircases leading to nowhere, 
vaulted ceilings, hidden domes and 
impossibly crafted archways. This 
tunnel leads to an asymmetrical 
door. One that draws you further 
into the space, such is the illusion. 

Summary 
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This dream is dystopian, a potential 
future. It is set up in the sky, 
hovering over the city at a scale that 
is intoxicating. Its attraction is the 
attention to light and colour. In order 
to truly test how my dreams are 
perceived, I have decided abstraction 
of this dream as something less 
dogmatic will create something that 
illuminates the theatre. An effect 
that is powerful and intense, that 
floats above the audience. Because 
the theatre is incredibly ornate and 
the preservation of its heritage 
is a main focus, the intention is 
for this to be an installation that 
emphasise’s space through colour, 
light and projections. Its physicality 
will be transparent, hidden in plain 
sight within the auditorium dome. 
Something that will bathe the 
audience and radiate an ambience 
that will set the tone for the evening.

Dynamic; Vertical
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The overhead LED illuminates 
the encompassing surroundings. 
Reflecting harshly through the 
convex of the acrylic and delicately 
through the concave. The positioning 
of the light and colour is enveloping 
the acrylic fixture in such a way as 
to hint at mise en scene, the fixture 
being one component, the coloured 
light another. I find the coloured light 
to be reverent, with the power to 
fluctuate atmosphere, overpowering 
the acrylic. This is not a negative 
occurrence. To create something that 
is responding to the intensity of the 
sunset of the dream, the light must 
be at the forefront for the dream to 
establish itself as a performance. 

Colour and light
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Colouring the acrylic (with ink) 
rather than the light source is less 
effective in the sense that the acrylic 
fixture is the focus rather than the 
light. The acrylic has become this 
floating being and does not establish 
itself as a performance, rather, a 
piece of art that is fixed to the ceiling. 

..
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The initial concept was to create 
something that crawled along 
the ceiling that spread the light 
throughout the entire auditorium. 
The bent acrylic model was designed 
as a tile that could be repeated 
across the ceiling, each tile having 
its own light. However, this presented 
a few problems. It was too imposing, 
compromising the heritage of the 
building and the composition of 
the acrylic tiles wasn’t dynamic 
enough to produce the theatrical 
intensity I wanted. Their orientation 
and material meant they were lost 
amongst the light. For this fixture to 
work in the space it needs to have 
a strong identity and can’t solely 
rely on the light. This then called 
for the fixture to be suspended 
from directly from the dome. 

Composition 
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Consider the auditorium as a stage. 
The fixture hangs from the dome, 
its physical presence gentle and 
unassuming. The coloured light 
then adds a further element, one 
that is manipulated to fill the space, 
vertically. Lastly the audience sits on 
the horizontal plane, perpendicular 
to the performance of the dream, 
but sitting amongst it. The light 
sources and the direction they come 
from must have the ability to adapt. 
With the performance emanating 
from the coloured light, I think the 
dynamic between the light, the 
auditorium and the audience need 
to be expressed through multiple 
intensities. The ability to control the 
intensity, colour and manipulation 
will establish a new perspective. 
In this case the perception of the 
dream is being guided towards an 
ethereal gentle ambience, that 
can encompass the auditorium.

..

The model is too fluid. Its waves 
need to be sharper and intentional. 
Not acute but a stronger silhouette 
will produce a charming, cascade 
effect throughout the auditorium. 
A balance between geometric and 
ethereal. It needs to stand out and 
be distracting only when in use, 
reseeding when not lit but not 
hiding either. A light feature that’s 
performance can be adapted.
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The composition of the acrylic has 
changed, opting for a vertical feel 
similar to a chandelier. Made up of 
individual pieces, made from both 
clear and frosted acrylic and metal, 
the fixture exudes an elegance akin 
to a sunset. Each piece, suspended 
on wire, reflects the directional light 
from the steel frame they hang from 
and the dispersed light emanating 
from the frosted acrylic pieces. 

Summary

The light travels through the acrylic 
and reflects off the coloured metal. 
The use of coloured metal also 
considers the intensity of the light 
effect produced. It amplifies the 
coloured spotlights but also has 
the ethereal effect when not lit and 
consequently, the fixture doesn’t rely 
on light, effecting the auditorium 
differently throughout the day and 
night. The abstraction of the dream 
into a less strict interpretation has 
created a light feature that has 
a presence but is also not trying 
too hard to be anything. A simple, 
elegant installation that brings 
an atmosphere back to the dome.
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How can the architecture 
within dreams manifest 
into tangible Interior 
Architecture?
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There is little control over what is 
dreamt. Lucid dreaming, the act of 
being aware that you are sleeping 
and therefore being able to control 
some aspects of the dream, can be 
learnt. However, this process needs 
to be practiced intentionally and 
consistently. Not all dreams are 
created equal, they vary in intensity 
and length therefore, finding and 
developing the architecture within 
dreams is difficult. As a result, it was 
decided that the dreams developed 
would be based off intensity and 
attention to detail. This meant 
that the relationship between 
the dream and its perception in 
reality would become clearer as 
there is more dream to work with.  

Limitations on reflection

Dreams, and the act of dreaming, 
are subjects of research by many 
different factions of science. The 
diversity of angles leads to different 
perspectives. This thesis views 
dreams from a psychoanalysis 
perspective rather than neurological 
lens. Dream interpretation was 
considered as a start point. This 
field was somewhat dismissed 
because of its vastness and the 
influence of many domains such as 
religion and culture on it. Dream 
interpretation remains subjective 
to the individual in its interpretation 
and understanding. For clarity 
of exploration in this research 
the field of dream interpretation 
was narrowed down to Carl Jung 
and Frederik van Eeden’s works 
with the intent of using their 
meanderings to evolve dreams 
from an interior architecture view.
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The two case studies I explored in 
this research are Jung’s The Red 
Book and Van Eeden’s The Bride 
of Dreams. These were selected 
because of the physical and creative 
output generated from dreams. 
These case studies were loosely 
used as a foundation for a process 
that would be used in this thesis 
to record dreams. The personal 
processes of Jung and Van Eeden 
were not followed closely because of 
their prospective outcomes, directed 
for psychoanalytical purposes, not 
intended for the development of an 
interior architecture. This researcher 
ensured that only the two case 
studies developed by Jung and Van 
Eeden were used to ensure focus 
within the scope and limitations.   

..
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Dreams are perceived in different 
ways. Meaning is sometimes 
attributed to the intense and 
peculiar. Used as a method of self-
discovery, dreams can be interpreted 
in a variety of ways based on culture, 
religion and spirituality. By contrast, 
the less memorable are inadvertently 
forgotten, often misconceived 
as being unimportant, or never 
existing at all. By endeavouring 
to manifest dreams into reality, 
an unbalancing act between two 
vastly complex states. I hope 
that this research will enrich the 
conversation on perception of reality.  

Reflection

My dreams have shown me how 
dynamic the sleeping mind is. Each 
night we create worlds entirely 
dependent on memories. The 
conjured hallucinations become so 
visceral they nullify reality and all of 
sudden the physical world we occupy, 
is not real. The point of this thesis 
is to exploit those dream worlds. 
To give the superficial graphic 
of the dream a purpose beyond 
psychological analysis. People use 
the notion of dreams as a shroud 
for apathy. “I dream of doing this,” 
“only in your wildest dreams.” It is 
rarely associated with an objective 
purpose. Because of its ambiguity, 
this thesis has broadened this 
perspective by applying the dream 
and its attributes to a creative output, 
in this case, interior architecture.
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The process I have crafted is 
essential for manifesting the dream. 
With the act of remembering the 
dream being difficult enough, it 
was important to have a method 
of communicating the dream. The 
process began with text. I found 
this to be the quickest manner of 
recording what I could remember 
from the dream. It gave the dream 
a loose context, something I found 
they often lacked because I could 
not identify the memories used in 
their creation. The act of writing 
down what was seen and felt allowed 
me to focus and grasp the strongest 
impression of the dream. Which then 
made the translation from the dream 
existing in my mind to existing on 
paper more coherent and less frantic. 

..

The step by step process succeeded 
because it was used consistently and 
frequently. Each step was fulfilled in 
order, not one ever being missed. As 
a result, the recorded dreams are 
clearly depicted as sketches and 
paintings. In saying this, the dreams 
produced were extremely random. It 
was difficult to group them together 
in categories. Furthermore, the 
viewers perception is bound to 
personal interpretation. Whilst I 
do not think this is an issue, when 
exploring the dream as a tool for 
creating architecture, especially 
if that dream does not contain 
any architecture, some context is 
needed to ground the dream within 
reality and this reality needs to be 
perceptible and controlled in some 
way so that we all share the dream.
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At this point, relating the dreams to 
theatre made sense and therefore, 
I decided to investigate this using 
scripts from the Theatre of the 
Absurd and Theatre of Cruelty, with 
the notion that they would influence 
my dreams. Making them less 
random and giving them a purpose 
that was relatable to interior 
architecture. Unfortunately, this 
did not work. I believe this was due 
to the text lacking overwhelming 
intensity. When thought about, the 
manic creation within dreams must 
take a considerable amount of 
imagination in order to be produced 
to the point where it is conceived as 
real. The dream is predominantly 
visual, when the scripts read 
were not. Herein lies the problem.

....

The experiment between The Artist 
and The Designer would have 
perhaps been improved if the scripts 
were supplementary to a visual 
influence such as the recording 
of a play. As previously discussed, 
dreams are strongly influenced by 
the memory of visual experiences. I 
began expanding the process using 
a dream I found resonated with me, 
the Yellow Basilica. The expansion 
involved modelling the dream. 
Evolving the two-dimensional 
rendition of a three-dimensional 
space into an abstracted version. 
I found this to be useful, crafting 
something theoretical, as it allowed 
me to manipulate the spaces and 
experiment with how they may be 
perceived tangibly through touch. 
However, whilst the ambiguous 
model helped me ground the dream, 
it was hesitant and too simplified. The 
geometries only hint at the dream, 
rather than reflect them. I had hoped 
creating something physical would 
ground the dream, but the model 
still lacked direction. It was a useful 
experiment though; not essential.



50
0

DN
DN

Au
to

de
sk

R
ev
itdrawn

with

Project:

Sheet:

Address:

No:

Notes:

Client:

Drawn By:

Issue Date:

Reduced 
Scales: Scale:

1:100 - x 1.50 
1:50   - x 0.75

This drawing is the copyright of 
ABC Limited.

Your Company Name
Your Company Address Here

1 : 200

Project Name

A109

Unnamed

Project
Number

Enter address here

Owner

Author
11/14/19

Revision Schedule

Ref. Description Date

Level two

1000mm

stalls

gods level

upper stage

fly towers

dressing 
rooms

G

G

N



501

By actively applying theatre 
principles I was able to direct the 
development of the dream towards 
set design. Employing techniques 
that involve perspective and illusion, 
I was able to envision the dream as an 
interactive stage, experimenting with 
how the performers and audience 
would interact with the dream. This 
brought about issues with scale. 
The resulting set was too large and 
was not practical or adaptable to a 
specific type of theatre. With this 
in mind, the final model reflected a 
condensed perspective constructed 
using contours. To some extent, this 
established a perspective that would 
be believable on stage – if used 
in the back ground, the audience 
would perceive the perspective 
as scenery however, it was not 
convincing because I do not think 
the use of contours was effective 
in establishing an interactive 
set, one that could be walked 
through. As this was an objective,

....

I think the model failed in this 
respect. It does succeed in projecting 
the overall forms of the dream. I 
think I moved through this stage too 
quickly. The chapters Extract and 
make .II  would have both benefitted 
from further development and 
experimentation.  I was intent on 
building a model and this ultimately 
shaped the outcome of the set as I 
became more concerned with it being 
achievable rather than resembling 
and employing set design techniques 
to greater consideration. As an 
extension of the process, chapters 
make, extract and make .II helped 
to visualise the dream as something 
tangible. The act of making, drawing 
and then making again, meant that 
each stage gave a new perspective 
and pointed out different issues. 
From here it was apparent that the 
context surrounding the translation 
of the dream to a set was too 
ambiguous as everything produced 
to this point was a reflection of the 
dream and not an embodiment. A 
piece of art and not being realised as 
a tangible manifestation of interior 
architecture.
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The site was applied to combat this. 
I was hesitant to apply a site as I 
did not want the dream to conform 
to the space. However, it became 
apparent that one was needed to 
ground the dream. By applying an 
existing reality, the design would 
become influenced by physical 
architecture and not just principles. 
The Wellington Opera House was 
chosen because I wanted to stay 
within the realm of theatre. I thought 
this was important for consistency 
and because I wanted to progress 
on the previous works I had created. 
Both the dreams and the theatres’ 
interior architecture are detailed 
and experiential. By harnessing the 
larger scale of the entire theatre, 
I would be able to experiment with 
multiple dreams in multiple locations 
that would extort the process even 
further. The theatre’s heritage 
listing meant that anything I do with 
the space needed to consider this. 
The challenge this presented was 
how to viably incorporate a tangible 
interior architecture into the space, 
without destroying the heritage.

..

The establishment of the storyline 
was intended to accommodate for 
this as it singled out dreams and 
established a series of moments 
that would be specific to certain 
places of the theatre. At the time 
this aided in narrowing down the 
field and allowing me to pick out 
three intense dreams that could 
then be developed. However, the 
storyline was very general and does 
not apply directly to the theatre. For 
this reason, there really is no point 
in creating the story. It would have 
been more effective if it had been 
influenced by the Opera House and 
its many ghost stories. The choosing 
of three dreams was beneficial 
to the process, though I do think 
there were dreams outside of the 
storyline that would have been 
better suited to incorporate into the 
theatre. Nonetheless, three dreams 
thrive off their differences. This 
allowed each dream to be applied 
in a different medium that spans 
both art and interior architecture. 
It allowed me to explore the 
uncommon ways these dreams 
would be perceived by the audience. 
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Through atmosphere, mimicry 
and interaction, each developed 
dream became a different reflection 
of perception, convincing the 
audience to believe the dream as 
reality. I think the biggest issue 
when using dreams as an instigator 
of a design process for interior 
architecture in the future is that 
the dreams need to be directed. The 
Wellington Opera House’s inclusion 
in the process grounded the dream 
and made any development of the 
dream within the space feel real. 
The employment of this earlier 
would have improved the dreams 
integration into reality. I struggled 
to incorporate the dreams into the 
theatre in a way that celebrated the 
heritage and was not too invasive.
Furthermore, the history and the 
heritage of the building could have 
been a greater influence in how the 
dreams intervened with the space, 
effectively establishing them as part 
of the space rather than extensions. 

....

There is an attempt to perceive the 
dreams as belonging within the 
theatre, notably the wallpaper was 
made to keep the peculiar aspect of 
the dream but also hide in plain site 
by emphasising the existing interior 
design.  I believe the process I have 
used is an interesting approach to 
interior architecture. I believe it 
has succeeded in manifesting the 
dream into something tangible that 
is expressed both artistically and 
architecturally. I remained with the 
original approach of recording my 
random dreams however, I think the 
process and the outcome would be 
improved by incorporating visual 
information as well as text of the 
specific site, over a period of time, 
to challenge the dreams to respond 
to the new memories. This would, 
in theory, establish an outcome 
that relates to the site in greater 
context. Establishing dreams that 
create designs only for that site. This 
theory could be further analysed 
by using this process to design 
something in an entirely different 
realm, an airport for example.



50
4



505

phase three

Conclusion 506



50
6

Dreams are predominantly visual. 
Based off memory, their purpose may 
be to consolidate these memories 
through replaying them whilst we are 
sleeping. They disregard the obvious 
narrative and result in a storyline 
that is irrationally compelling and 
random. Filled with places, people 
and activities we should recognise 
but do not always. The absence of 
recollection is what gives dreams 
their obscurity and by actively trying 
to remember the dream, a connection 
between dreams and reality can 
be established. This connection is 
strongest when experienced visually 
through artistic mediums such as 
sketching and is supplemented by an 
emotive presence that often lingers. 
The process created to capture 
the dreams has been successful in 
instigating a design process that 
has manifested the architecture 
within dreams into tangible interior 
architecture. The design process is 
not limited to the architecture within 
dreams, rather any dream can be 
used to create interior architecture. 

Conclusion

Dreams are inherently theatrical. 
Moments of theatre that are their 
own pivotal performances in space 
and time. These moments have 
materialised within the Wellington 
Opera House as tangible, interior 
architecture interventions. The 
strange and performative nature 
of dreams means they thrive off 
absurdity and drama. The audience 
has become the performer and is 
asked to take the authors dream 
and develop their own narrative. 
This guideline is clearly defined 
yet evasive, a contradiction that 
succeeds in theatre and stage design 
through the challenge of perception. 
The use of theatre techniques and 
styles has provided a context that 
escorts the development of the 
dream, allowing the outcome to 
convincingly embody the dream. 
The intensity graduates through the 
Opera House as scaled interventions. 
Orchestrated to harmonise the 
theatre and the dream through its 
extrusion as a reality. Each tangible 
fixture encompasses the audience 
through texture, light and presence.
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The audience believes in the 
reality of the dream because they 
are aware of the detail of the dream 
(which often presents as strange), 
rationalising its presence as interior 
architecture. Encouraged by the 
strange and diverse development 
of the dream, the audience is 
able to view interior architecture 
interventions that preserve the 
existing heritage of the Wellington 
Opera House. As stressed by Carl 
Jung and Frederik van Eeden, 
dreams have greater influence 
over the individual who has dreamt 
them. More so than those who are 
listening to the story. To manifest 
a dream tangibly within interior 
architecture, its perception must 
be moulded so that the audience is 
guided through the experience, by a 
sensory connection. This connection 
is so enthralling it establishes itself 
as a performance that emphasises 
the dream as a peculiar world, so 
that the audience shares the dream. 

..
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Further work was completed for 
Gentle Pull, between 18 October 
2019 and 10 December 2019. The 
work completed enhanced two of 
the three design outcomes reached 
in Gentle Pull, through exemplifying 
the atmospheres proposed, but 
not shown in enough detail, in the 
thesis submitted 18 October 2019. 
As physical models, the design 
outcomes became tangible and 
where photographed to  show 
the desired atmospheres that 
showcased the multiple sensory 
facets contributing to Interior 
Architecture. A physical model was 
contructed for two design outcomes. 

Yellow Basillica.
1:20 scale model. 

Dynamic; Vertical.
1:2x3 scale models. 

Executive summary
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Objective.

The objective of this addendum 
is to showcase the work added 
to this Gentle Pull, for the visual 
presentation that took place 10 
December 2019. It also addresses a 
change in the sub-headingfor Gentle 
Pull. This was altered when preparing 
the thesis for its final submission. 

Approach.

The content addressed in this 
addendum has been physically 
modelled using a laser cutter and 
then photographed. In the case 
of Collage I + II, the image is a 
photoshopped collage of photos 
taken of the models. All images and 
photographes are the authors own 
work. 

Introduction
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Main alterations

Sub-heading.

The sub-heading was changed from 
What if the architecture within our 
dreams became real? To How can 
the architecture within our dreams 
become real? This was changed to 
better reflect the design process, 
initiated by dreams, that lead to 
the three tangible outcomes that 
answered the research question. 

Collage I + II.

Image inserted on pages II-III and 
516-517. The collage consists of 
all three outcomes produced in 
Gentle Pull, layered and enhanced 
using photoshop. Its intention is to 
hint at what is to come, as well as 
summarise the thesis. 
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Yellow Basillica. 

Images inserted on pages 438-439, 
440-441 and 442-443. The images 
are of a physical model crafted 
specifically for the December 10th 
presentation. 

a multi-sensory extravaganza. laser cut mdf, spray 
paint, seed lights. (440-441).

(438-439).

(442-443).
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Visual presentation.

Image is inserted on pages 514-515 
and shows the display created for 
the 10 December 2019 presentation. 

visual presentation. 10 December 2020
(514-515)

Dynamic;Vertical. 

Images are inserted on pages 480-
481 and 482-483. The images are of 
a physical model crafted specifically 
for the December 10th presentation. 

experience the atmosphere. clear, frosted + coloured 
transparent acrylic. coloured light. (480-481)

(482-483)
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