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I have always had a passion for theatre. As a child I thrived in performing arts dedicating my time to performance studies
and theatrical experience. Through conflicting emotions of excitement and fear, the stage has left a lasting impression
embedded into my mind and body. There is something poetic about sitting in the velvet theatre seats awaiting the sound of
the orchestra tuning their instruments, an excitement generated from a recollection of experience under the spotlight. My
conscious remembrance of that space is an interpretation with a backbone of past experiences informing emotion in the
moment. Just as theatre draws past interpretations of excitement and anticipation in my own mind, similar interpretations
can be experienced by the human body in any given architectural space.
The body is a tool for experience. My undergraduate studies were dictated by the digital, my experience of engaging the
body in a tactile design process has been limited. It is this arbitrary motion of dragging a mouse across a screen that
separated my mind and body from feeling an embodied connection with the design process.
This thesis is an exploration into the body and movement as a driver for design, illustrating my passion for theatre through
a direct engagement of my body as a Perceptive Being.
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The Human Body has been expressed in the field of spatial design as an insight into a consideration of space through
understanding the occupant as a key driver for architectural space making. Past practice in this field have been heavily
focussed on the production of art installations, exhibitions and interior focussed outcomes, much less so at an architectural
scale. The intuition of the human body through reaction and response to interaction, along with a sensual understanding
of space creates the possibilities to design for the user. Understanding the body and its impact on space as a form of testing
parameters and limitations is an intimacy too often neglected in the architectural scale.
Primarily this thesis explores the ways in which the human body and its movement in space can challenge the way we
think about the built form at an architectural scale. It will produce a strategy formed by an interpretation of the body and
movement and its relationship to architecture as a primary focus. With this new way of generating a design outcome, this
thesis explores strengths and weaknesses of this strategy through an application into the field of theatre and performance
design.
The theatre as an application will set out an interpretation as to how the strategy can be applied to a specific region within
architecture. Outlining the importance of methodology in conveying the Architect’s mind through representation, this
thesis explores the art of hand drawing as a means of direct embodied response from the architect to the occupants for
space.
To determine the validity of this strategy this thesis defines how this way of designing can be interpreted to other fields
within architecture, to move forward in offering a body centred design strategy.

7

PERCEPTIVE BEING

- CONTENTS -

8

Introduction						10
Perceptual Being					15

Application of Strategy to Theatre		

97

4.1

Site Analysis through Sensual Response				

102

4.2

Idea Generation through Intuition				

116

4.3

Concept Work through a Haptic Response			

135

1.1

Intuition							16

1.2

A Tactile Response to Intuition				

19

4.3.1

Wayfinding					136

1.3

Affect							32

4.3.2

Installation One					147

1.4

Sensual Response						36

4.3.3

Installation Two					159

1.5

A Haptic Response to Spatiality				

39

4.3.4

Installation Three					173

1.6

A Traditional Art Form					

40

1.7

Interaction as Performance					42

4.4

Develop Design through a Tactile Response			

191

Perceptual Being As Strategy			

45

Reflection						207

2.1

Perceptive Being as an Application to the Design Process		

48

5.1

Affect in Design Realization					

2.2

Case Studies						49

5.2

Conclusion						215

2.3

Strategy							55

211

Bibliography						217
A Testing Ground					57
Figure List						223
3.1

A Declining Industry					60

3.2

Architectural Heritage					63

3.3

Social Heritage						68

3.4

Precedent Studies						84
3.4.1

Theatre of Cruelty					

84

3.4.2

Presentation or Re-Presentation			

86

3.5

Methodology						91

3.6

Strategy Revision						93

9

PERCEPTIVE BEING

- INTRODUCTION -

10

The mind and body of the occupant is key to architectural space making and illustrates the possibilities of an embodied
design process to stimulate both the architect and occupant. This thesis will conduct research into the body and movement
to inform a new way of applying an embodied influence to the design process. A backbone of theory in the form of a
strategy for design, will then be applied to theatre as a testing ground. The validity of the strategy as a new way to approach
the traditional design process will be tested though this application into theatre.
Theatre relies upon the body and movement as its sole driver, exuding the qualities of spatial awareness. The tradition for
theatrical spaces neglects the performing body as a spatial driver and situates itself in the past, both in its architecture and
its representation of social interaction. Due to the new era of the digital age, the art of theatre as a presentational aspect is
declining. With the tendencies of cinematic production and representation of performance drawing preference in today’s
society, the theatre age is becoming increasingly obsolete. As the digital age becomes increasingly preferred, theatre is
drawing an aging population, a generation not persuaded by convenience but the presentational performance of an inperson interaction. The tendencies of theatres today draw a line between the spectator and performer. In order to revitalise
the performance industry into contemporary theatrics, the boundary separating these roles needs to be questioned.
Performance’s only life is in the present. Performance cannot be saved, recorded, documented, or otherwise participate
in the circulation of representations of representations: once it does so, it becomes something other than performance.
Peggy Phelan (Hannah)
Through following the body and movement driven design strategy, a design solution will be achieved to ultimately produce
a new way of looking at the future of theatre. Similarly this application will introduce the necessary critique of the strategy
to develop it into a more complex formula, introducing the importance of methodology as a mode of conveying the mind
of the designer.
Delving into the heart of theatre introduces a heritage which leads itself to a tradition of manual approach to representation.
Hand drawing captures the intuitive ideas of the designer from the mind through the hand onto the paper represented as
a direct translation of the thought process. A choice of medium in which to express an idea, varies in translation to the
viewer of the architects mind at work. From paint on large format paper for the quick expression on an interpretation,
the precision of an F grade pencil through to the confidence of an ink pen and the uncertainty of charcoal, each gesture
captures a deeper understanding of its objective.
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The body and movement, development of an embodied design strategy, theatre and the importance of methodology within
the structure of this thesis, produces a volume of work which critiques the design process in architecture and contributes a
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strategy for introducing an embodied execution in design.
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- CHAPTER ONE Perceptual Being
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1.1 Intuition
Intuition (n.)
Mid-15c., intuicioun, “insight, direct or immediate cognition, spiritual perception,”
originally theological, from Late Latin intuitionem (nominative intuitio) “a looking
at, consideration,” noun of action from past participle stem of Latin intueri “look at,
consider,” from in- “at,on” + tueri “to look at, watch over”

The human body is a complex organism with the capacity to internalise the surrounding environment and respond accordingly,
reacting with an intuition informed fundamentally from haptic and orientating experiences early in life. It has been argued that in
an experiential world our bodies are the centre of all built form. Our bodies and movements are in constant interaction with each
other, continuously refining the way we perceive an environment, building an intuition that supports the unconscious image of the
perceiving self.
Our own body is in the world as the heart is in the organism: it keeps the visible spectacle consistently alive, it breathes life into
it and sustains it inwardly, and with it forms a system. (Merleau-Ponty, 203)
The theories of August Schmarsow evaluate the understanding of bodily awareness and the notion of the body’s centre. He suggests
that the essence of architecture cannot be felt until one internalises the capacity of putting him or herself in the position of being the
centre of spatial logic. (Vieira de Aguiar, 3)
As soon as we have learned to experience ourselves and ourselves alone as the centre of space, whose coordinates intersect us,
we have found the precious kernel, the initial capital investment so to speak, on which architectural creation is based - even if
for the moment it seems no more impressive than a lucky penny. - Schmarsow (Vieira de Aguiar, 3)
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The complexity of the body as a responsive, intuitive being can only be understood through an investigation of the mind in response
to the built form. The body as a whole acts and interacts in a way that is cohesive in its reaction. This response can only be understood
through an insight into the factors of the body that influence our embodied state both tangible and intangible, through the mind and
through the senses.
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Fig.1 The Body as the centre of the City, the foundation for built form
Image by Christo Dagorov
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Fig.The body as the foundation/ structure of the city
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Image by Author

1.2 A Tactile Response to Intuition

It has been argued that architecture is a driver of bodily movements and that it furthermore performs the role of stimulating the
body’s intuitive reaction to it surroundings. Through our tactile sense, the intuition of the body becomes tangible as we explore
and interact with physical space. The hands as complicated organisms, capture the essence of motion as an intuitive response, every
motion of the hand in every one of its gestures carries itself through the element of thought. The simple gesture of reaching for a cup
of tea, renders the body in a sense of communication with the surrounding environment. Through the intuitive act of reaching for and
grasping a tea cup, “the skin reads the texture, weight, density and temperature of matter”, generating an enhanced understanding of
that motion linking the act to time and space, through an unconscious connection to tradition (Pallasmaa, B, 56).
“The skin acts as an interface, a permeable membrane, between our bodies and the world, our thoughts and our physical
existence. By brushing up against the world, we define ourselves to ourselves.” (Bieringa)
The theory of the body’s tactile interaction as a subconscious intuitive response to perception is a multi- disciplinary realm of
investigation. Product designer Shin Azumi evaluated the dialogue between the user and the object, giving the example of the tea cup
in terms of is physical connection to its user. “...you find a cup you like in a shop, you will buy it, and take it into your home. As you
begin to use it, you will hold it with your fingers, touch it with your palms, and place your lips against it. The way to enjoy the object
is unlimited. If you are satisfied, you may keep and use it until it is broken. It becomes a part of your life and you may even feel that it
becomes a part of your body” (Azumi). The object then becomes an existence that differentiates itself from a standard cup in a shop
window, becoming a part of the person, influencing the intuition of the user. Thus communicating a bold sensual experience that may
be passed on to further generations both physical and in the subconscious. Connecting through space and time.
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Juhani Pallasmaa’s work relates the notion of intuition through space and time in his description of the door handle as the handshake
of the building, “The tactile sense connects us with time and tradition: through impressions of touch we shake the hands of countless
generations.” (Pallasmaa, B, 56). This connection to past generations and the essential skills of making a living, stored in our haptic
memory, in muscular and tactile senses, archaic responses and reactions remembered by the body and the senses. Using the body as
“the dimensioning and proportioning system, learning skill through a sequence of movements refined by tradition and the instinct
of the human body as an intuitive being” (Pallasmaa, B, 60). Memory and association lend us to projecting our past lived experiences
into the tangible, whether the configuration of space or the simple tea cup on a shelf.
Monika M. Langer in her commentary on Maurice Merleau-Ponty’s theories, speaks of the kinaesthetic sensations, illustrating a
contrast between the moving of our own body and that of external objects, to clarify Langer gives the example of reaching for a book
on a shelf. In order to pick up the book the eye focuses on the object, reaches for it, grasps it, transferring the book from its former
position on the shelf to the desk. The focus here is on the object. To contrast, we have no need to locate our arm and hand to reach for
the book, our decision to reach is immediately implemented since our body is not an external object. (Langer 37-38)
Architecture does not only respond to the functional and conscious intellectual and social needs of today’s city-dweller; it must
also remember the primordial hunter and farmer concealed in the body. Our sensations of comfort, protection and home are
rooted in the primordial experinces of countless generations. -Pallasmaa (Pallasmaa, B, 60-61)
The tactile senses, generate a progression into the movement of the body, in an embodied interaction. Initiated by the sense of sight, a
movement generated from the perception of the eye through to the mind, the hands, and other limbs, result in an embodied response.
Langer affirms this notion through the example of a vase on a desk; “the way in which my eyes move in examining it already indicates
the manner in which my fingers can explore it; moreover, the former solicits the latter. In my fingers respond to this solicitation,
the rest of my body spontaneously re-arranges itself around this new task - for example, my torso moves forward and my right arm
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straightens out as it reaches across the desk.” (Langer, 49)
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Fig.3. A virtual touch; the capability of the eye to initiate movement
Image by Author
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Fig.4. "All the senses including vision can be regarded as extensions
of the sense of touch" - Juhani Pallasmaa
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Image by Author

Architecture in this sense, whether public or private needs to respond to the intuition of the human body, the needs of the human to
continually develop the ever increasing knowledge of the capabilities encased within the body. A sense of intrigue through a balance
between, distance, resistance and tension in relation to programme, function and comfort, is necessary to maintain spatial mystery
in order to ignite our imagination and emotions.
A bodily reaction is an inseparable aspect of the experience of architecture as a consequence of this implied action. A real 		
architectural experience is not simply a series of retinal images; a building is encountered - it is approached, confronted, 		
encountered, related to one’s body, moved about, utilised as a condition for other things, etc. (Pallasmaa, A, 46)
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Eadweard Muybridge

The photographic studies of Eadweard Muybridge were ground breaking in the early stages of studies into the human body. Though
primarily interested in the movement of animals and humans alike, Muybridge put into pictorial form the dynamism of the body,
through the medium of photography. The act of simplifying a movement through a series of still shots, focuses on the complexity
of the movement, missed by the untrained eye. The use of four different angles to reflect upon the body in action, during everyday
motion, creates an understanding of the movement of the body as three dimensional, rather than one single linear motion. The
photographs draw a comparison to the theories of Pallasmaa understanding the simple gesture as a reaction to a thought. The image
of the hand turning the baseball to what would be the eye of the viewer signifies a contemplation and thought process in observation,
situated in the subconscious. (Eadweard Muybridge)

In a photography study by the author of the act of drinking from a tea cup, the body is represented as the sole focus of the exploration,
capturing the body in a state of awareness during intuitive movements. Similarly to the photographic works of Muybridge the
movement of the body is photographed from multiple angles, understanding the body’s movement as three-dimensional. Each
angle of perception shows the instinctive response of the body during this motion as a series of still images, capturing each stage
inclusive of both the physical movement and signals of the subconscious thought process. The photographic series taken from a
higher perspective leads a hierarchy of focus on the object of contemplation before the contemplative body, illustrating a view into the
subconscious of the occupant. The profile perspective series however tends to focus the eye on the movement of the body as a whole
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rather than the intuitive movement as a series of details.
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Fig.5. Hand Drawing a circle, Animal Locomotion
Eadweard Muybridge

Fig.6. Baseball Pick-up
Eadweard Muybridge
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The response to the same tea cup as a photographic study of movement when
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situated in a designed environment, begins to draw the focus of the eye to moments
within the surrounding environment. Situated in an environment designed
specifically for the act of drinking, the body and its intuitive response to the
teacup becomes a secondary focus in an environment full of visual distractions.
The space for drinking is simultaneously designed for human interaction, when
this interaction occurs the body is shown in photography to become less aware
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of the act of drinking itself but using the tea cup as a prop for social engagement.

Fig.7. The body’s intuitive movement as the focus.

Fig.8. The body in a designed space specifically for the action of drinking.

Fig.9. Instinctive response to human interaction.
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Fig.10. The Intuition of the Body
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Image by Author
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Olafur Eliasson – Self-loop

The work of Eliasson explores the movement of the body as a primary form of interaction with space. His project ‘Self-loop’ allows
the viewer to rediscover his/herself, framing for the viewer her own position as an actor within the museum. Illustrating the body’s
awareness in space. “The mirrors’ arrangement positions the face of the second mirror in the reflection of the first, the face of the third
in the reflection of the second, and the vantage point itself within the reflection of the third and ‘farthest’ mirror”. In this situation
the mirrors act as an interruption of the visual perception of space, but focuses the occupant’s attention of their own bodily existence
within that space, through ‘borrowing’ view. (Eliasson)

Fig.11.
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As a response to the work of Olafur Eliasson in ‘Self Loop’ this installation by the author shows the connection of focussing the
occupant’s attention of her own bodily existence in space. The hanging photographs of the occupant allow the occupant to perceive
herself engaging in an activity through the stream of conscious. Just as the mirror in Eliasson’s installation worked as an interruption
of the visual perception of space, the suspended photographs add an interactive quality which focuses the occupant’s attention on
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the act of engagement.
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Fig.12.

We cannot observe our body as we can an object, because even a three-way mirror does not enable us to keep
our body fixed while changing our point of view. Moreover, we cannot perceive our body perceiving; we can
touch with one hand the other while the latter touches something else, but the activity of touching cannot itself
be touched. (Langer, 37)
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1.3 Affect
It is difficult to discuss the body’s relationship to space and its intuitive reactions to an environment without introducing the theory
of affect. Human feeling like intuition is generated and checked against past experiences, developing a repertoire of sensations in the
subconscious in which to draw upon in a moment of feeling interpretation, projecting this feeling as a display of emotion in which
to be perceived by others.
In the context of the body’s awareness and our ability to perceive and feel moments within architectural spaces. The concept of affect
within architecture comes to view. As Eric Shouse depicts; affects are prepersonal, a detachment from the personal, biographical
and social representations of feelings and emotions. “Affect is the body’s way of preparing itself for action in a given circumstance by
adding a quantitative dimension of intensity to the quality of an experience” (Shouse). Architecture in this sense needs to respond
to the body through movement and observation to amplify our awareness of our biological state and trigger a change in our state of
consciousness, producing a non-conscious experience of intensity that is affect. These affective moments through our subconscious
are “aroused easily by factors over which the individual has little control” (Shouse).
Affect plays an important role in determining the relationship between the body and the environment, therefore being central to an
architecture that responds to the movement of the body as an intuitive, perceptive being. When architectural space becomes operated
by affect, the concept of Wearable Space developed by Mark B. N. Hansen becomes applicable, as the production of hypersensitive
space as a bodily experience. (Hansen) “The body is born into architecture and is from then on inextricable from it”. An architectural
body, described by Hansen as the body and its surroundings collaboratively, initiates the notion of architectural encounters, not
a representation of the body but the intuitive bodily response to experience through impulse and movement. The body in action,
central to the living of life, no matter how fleeting or prolonged in experience. (Hansen)
Space through affect is “both intimately correlated with sensory capacities of the body and yet infinitely flexible and convertible

PERCEPTIVE BEING

through these same capacities” (Hansen). Through the centralisation of affect, architectural space becomes experienced as an
embodied inhabitation. The intensity of affect could prompt architecture to explore the capabilities of space as a communication
between body and environment.
Peter Eisenman defines affect in architecture as “the conscious subjective aspect of an emotion considered apart from bodily changes.
Affect in architecture is simply the sensate response to a physical environment” (The Affects of Singularity). “A visit to the Berlin
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Memorial is an individual and intimate experience. The project is not ruled by internal syntactic codes, but rather is fed by the

interaction between visitor and time” (Corbo, 95). Eisenman in an interview with Iman Ansari speaks of his work on the Holocaust
Memorial in response to an affective architecture;
I believe that the reality of my work makes you feel something – especially the later work, which becomes affective when you
are in the space … When you walk in the field of pillars you experience something very different from an ordinary urban
space – it has nothing to do with the holocaust; it has nothing to do with the program, but the space is different, the sound is
different, the materiality is different, and so the affective experience is. It’s not like walking in Central Park. Being in my spaces
is not like going on a Sunday outing. It requires a certain amount of energy, concentration, and participation. It demands the
participation. (Eisenman, A)

Fig.13.
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Affect as the centre of architectural exploration can provide the means of generating an architecture of space making, focussed on
the experience of the body in a given environment. An affective environment can prompt the body into action through the means of
our subconscious recollection of space. Accelerating our feelings and emotions into an intensified scale as affect, by challenging our
perceptions of a common architectural experience and our understanding of spatial qualities of an ordinary architecture, the built
form can begin to enhance the embodied relationship with space.
An affective architectural experience captures the intensity of the body’s reaction through a collaboration of senses.– A building
generated through introducing a bodily experience, capturing a response of the senses through affect, is Diller + Scofidio’s Blur
Building. Capturing moments of affect through the representation of obscurity and enhanced bodily reactions to spatial situations
generates a building not governed by form and formalities but by an embodied experience.
This encounter of bodily affectivity and interstitial spacing is far more immediate, something that can be experienced explicitly
within the confines of the bodily inhabitation of the blur; indeed, in the Blur Building, space becomes wearable not as
some abstract correlate of a distinct figural liberation of the interstitial, but rather as the very condition for effectuating the
interpenetration of architecture. (Hansen)
The experience within the Blur Building is one that heightens the senses of the occupants of space. A combination of the thick white
fog and the sensory enhanced “braincoat” stimulate the body’s awareness of space, tapping into the subconscious of the body to
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produce an affective experience. The “braincoat” acts as an initiator of a bodily interaction with both space and other occupants,
generated from a questionnaire at the entry of the blur the coats signify a degree of attraction and repulsion, as an indication of the
interactive possibilities of the occupants through unregulated movement.
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Fig.14.
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1.4 A Sensual Response
Olafur Eliasson – Your Embodied Garden
Your embodied Garden illustrates the Chinese garden as a model for physical movement. The performer introduces the concept of
the body being a result of the garden not the other way around. The performer evaluated the space “‘becoming’ a garden, a tree, or a
rock, but also becoming a user of the garden, of its conditions… As an interconnected body we read the garden landscape by moving
through it”. (TED Talks)
Space pursues them, encircles them, digests them in a gigantic phagocytosis. It ends by replacing them. Then the body separates
itself from thought, the individual breaks the boundary of his skin and occupies the other side of his senses... He feels himself
becoming space, dark space where things cannot be put. He is similar, not similar to something, but just similar. (Shelor)
The illustration of the Japanese garden captures a response to the senses. A designed multisensory experience, allowing the body
to become one with the surroundings encapsulating an embodied understanding, encouraging our perception of body centre
through stimulating the five senses. “A walk through a forest or a Japanese garden is invigorating and healing because of the essential
interaction of all sense modalities reinforcing each other; our sense of reality is thus strengthened and articulated. (Pallasmaa, A, 42)
Similarly the Japanese Tea Ceremony, produces an enhanced understanding of the body in space, an awareness often neglected in
activities of the contemporary body;
…quiet reigns with nothing to break the silence save the note of the boiling water in the iron kettle. The kettle sings well, for
pieces of iron are so arranged in the bottom as to produce a peculiar melody in which one may hear the echoes of a cataract
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muffled by clouds, of a distant sea breaking among the rocks, a rainstorm sweeping through a bamboo forest, or of the soughing
of pines on some faraway hill. (Pallasmaa, A, 42)
“As subjects, we sense the world in all its richness: we touch, smell, hear and taste it” (Franck, 31). A sensual response to the body
through architecture stimulates our usually unconscious awareness of the dimensions of space into the conscious through interaction
into a fusion of the senses. Instead of mere vision, the eye wants to collaborate with the other senses, portrayed as an extension of the
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sense of touch, the senses define our relationship between the skin and the environment. (Pallasmaa, B)

Fig.15.

Good architecture offers shapes and surfaces moulded for the pleasurable touch of the eye.’ Contour and profile (modenature)
are the touchstone of the architect,’ as Le Corbusier put it, revealing a tactile ingredient in his otherwise ocular understanding
of architecture. (Pallasmaa, B, 44)
Architecture acts primarily through the sense of vision, though can only be heightened through the other senses. “Buildings do
not react to our gaze, but they do return our sounds back to our ears” (Pallasmaa, B, 49). Acoustics in architecture have the ability
to generate an awareness of our bodily existence, through a sense of connection and solidarity as a medium for measuring space.
Grasping the acoustic volume of space the body begins an understanding of spatiality. Pallasmaa in ‘The Eyes of the Skin’ gives the
example of a shopping mall, whose programmed music “eliminates the possibility of grasping the acoustic volume of space. Our ears
have been blinded” (51). An architectural space detached from the distractions of implied audio, silences all external noise, focussing
our attention on, experiencing our affinity with the space.
It is natural for the body to move what is written in our conscious awareness of space in retinal imagery, to the subconscious, a
forgotten image in our memory which can be awakened by our sense of smell. “The nose makes the eyes remember. ‘Memory and
imagination remain associated’” (Pallasmaa, B 54). The question of the sense of smell can give an extension of the sense of space,
which can either prompt the body to imagine its spatial qualities through past experiences, or repulse the body. An abandoned
house is linked to connotations of repulsion, “always having that same hollow smell: is it because the particular smell is stimulated
by emptiness observed by the eye?” (Pallasmaa, B, 54). Similarly, certain colours and textures have been linked to triggering the oral
sensations of taste. “A delicately coloured polished stone surface is subliminally sensed by the tongue”. Bringing an intimacy of the
body in architecture.
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“All the senses human beings have at their disposal are required to fully comprehend the nature of a particular place” (Malnar, 3)
There is a potential within architecture to explore the senses from the inside out. As Karen A. Franck in Architecture from the Inside
Out Speaks of the domination of the interior in architecture for the senses; “This is the difference between claiming an exterior and
dominating position, with seeing as the single sense, and occupying an interior, intimate space that cannot be understood with a
single look” (Franck, 21). We therefore have to ask the question whether the exteriority of Architecture combined with its interior can
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stimulate a multi-sensory bodily experience.
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1.5 A Haptic Response to Spatiality
Many theorists have discussed the topic of haptic response to space, one of the most relevant theories in designing for body and
movement at an architectural scale. Space is directly associated with the movement of the body. The conception of Architecture to
be recognised as Spatial Art initiated by Schmarsow, emphasises the body’s movement through space, both physically and imagined
with its ability to recognise spatial form as a trigger of movement through static spatial form. Spatiality in this sense combines both
the concepts of space and movement, concerned primarily with the properties of the void, in which can be inhabited by the body as
an interaction between geometry and topology. Thus to be recognised throughout the scales, from the intimate domestic interior to
the urban interior as a platform for embodied interaction.
Spatiality has a dynamic; the form of space and the movement of the body interact and modify each other. So spatiality is not
neutral; it may either help or prevent the proper performance of the body. (Vieira de Aguiar, 2)
The dynamic of movement in architectural space, is represented in the architectural plan, to quantify human and spatial relationships.
Le Corbusier depicted that the plan “contains an enormous quantity of ideas and the impulse of an intention”. The plan primarily
works through the relationship and configuration of architectural elements, these architectural elements are employed to dictate the
way we inhabit space, to first divide and then selectively re-unite inhabited space. In this instance traditionally the body acts to inhabit
space governed by the architectural envelope. Here the architecture of elements such as walls, doors and stairs, either prompt the
body into movement or restrict movement through physical obstacles that govern the nature of the inhabitation. There is a certain
alienation of the body as a generator of space in this way of approaching architectural design, as with S. Gartner’s words, there is an
“absence of embodied experience from almost all contemporary theories of meaning in architecture… The body, if it figures into
architectural theory at all, is often reduced to and aggregate of needs and constraints which are to be accommodated by methods of
design grounded in behavioural and ergonomic analysis.” (Vieira de Aguiar, 21)
An embodied inhabitation in architecture is directly related to the space and its use. Bernard Tschumi, in his theory on the architectural
paradox of the presence in architecture of space and its use, generated the theory of the event. The event, described by Tschumi as “a
tool capable of turning the program into a spatial performance that is described in the movement of the bodies” (Vieira de Aguiar,
17) In this description of the architectural paradox, Tschumi likens the concept to the structure, permanence, reason and geometry
of the pyramid, in contrast to the chaos, transformation, intuition and topology of the labyrinth. The architectural plan therefore as
the configuration of space, is in itself simultaneously pyramid and labyrinth. (Vieira de Aguiar)
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Each door implies the movement of someone crossing its frame. Each corridor implies the progression of movement that blocks
it. Each architectural space implies (and desires) the intruding presence that will inhabit it – Bernard Tschumi (Vieira de
Aguiar, 17)
As we inhabit space our presence both immediately and through time is inscribed in the spatial boundaries. As we move through
pattern in time, the body inserts itself into the architecture as a generator of change. Manipulation of the spatial envelope through
impressions on the fabric of space generate an understanding of space responding to the body, a communication between the two
entities. “The movement of the body would affect the space, transforming it, and in turn the transformation of the space would affect
the possibilities for movement of the body. Affecting and being affected in a continuous loop of exchange” (Perez De Vega, 402-403).
The role of the body is not only to move within space but to generate space through movement.

1.6 A Traditional Art Form
Heather Hansen – Action Drawing
Heather Hansen in Emptied Gestures, uses action drawing as a foundation for using the body to produce space. By using the full
extent of the body’s capabilities, she creates boundaries through movement, establishing a direct contact between body and space.

PERCEPTIVE BEING

The encounter of any work of art implies a bodily interaction (Pallasmaa, B, 66).
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Fig.16.
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1.7 Interaction as Performance
Anna Huber – Performances Choreographed for specific Architectural Spaces
The performances of Anna Huber address space in way of experience through bodily motion. Huber asserts herself as a conveyer
of space, interacting with the neglected spaces of Architecture such as corners and crevices unconsciously ignored by the occupant.
Huber creates a new way of thinking of the body form within an architecture form, challenging the traditional way of perceiving
space. By inhabiting new architecture Huber challenges the architect of that space, designed for a certain purpose, she creates new
meaning and situations in which the occupants can move more dynamically with a sensual embodied reaction to architectural form.
(Whangapirita, 14)

Fig.17.

HALL03 – Interactive Theatre Set – TAAT

PERCEPTIVE BEING

HALL03 and interactive theatre set by TAAT (Theatre as Architecture, Architecture as Theatre) originally produced for Biënnale
Interieur 2014, in Kortrijk, Belgium, challenges the relationship between audience and performer through spatial configuration.
This theatre set design has a quality of a labyrinth constructed of slatted and solid timber, designed to create an environment for two
strangers to act out an improvised performance. Here the spectator becomes the performer, weaving their way through a sequence of
19 connected spaces of different spatial configuration. This is a two way relationship, the spectators become part of the performance,
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however still perform a role of observation throughout the architecture. (TAAT)

The ephemeral nature of performance always asserts itself in the present, making it “more real than the normal stream
of consciousness. This is also what can make it so disturbing. (Brook, 111)
TAAT work with a theatre form called DIY theatre which “puts the spectator and participant central in the theatrical
experience,” using “architecture as a tool to create powerful ‘here and now’ experiences in which we try to tickle a higher
sense of spatial awareness with our participants.” (TAAT)
Throughout the performance the voluntary actor, picks a route through the space that involves a combination of short flights
of stairs, passageways, sliding and trap doors and elevated platforms, encouraging movement through the space, with the
gaps in the structure allowing the participants to interact or view one another. Treating each interaction and change in the
spatial configuration of the space as a scene on a choreographed play, the participants get to witness the performance whilst
being an actor in the overall choreography. (TAAT)

Fig.18.
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- CHAPTER TWO Perceptual Being As Strategy

45

PERCEPTIVE BEING

Fig.19. Peter Zumthor at Work
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Photography by Atelier Peter Zumthor & Partner

Research into body and movement led to establishing five areas of application in which the mind and body is in full awareness of
their occupancy in space, characterised as an ‘embodied response’. These areas of the embodied response now need to be at the
forefront of establishing a strategy dictated by body and movement.
In order to generate a strategy from this research it is first essential to turn a theoretical backbone into a form of application in the
design process. Methodology provides a way in which each of these categories for an embodied response are best represented in
a tangible application, illustrating how an embodied response of the designer can be replicated into a design that translates to an
embodied response of the occupant.
Following an application of theory, an interpretation by the author of the design process of architects that utilise body and movement
research in their own work will illustrate exemplars of how this theory can be put into practice. Ultimately this process will result in
a strategy that encapsulates body and movement into an application of the design process.
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2.1 Perceptive Being as an Application to the Design Process

METHOD FOR PERCEPTIVE BEING
PHOTO MANIPULATION

TACTILE RESPONSE

MODELLING

AFFECT

SENSUAL RESPONSE

PERCEPTIVE BEING

HAPTIC RESPONSE

Fig.20.
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PHOTOGRAPHY

EXPERIENTIAL DOCUMENTATION

DRAWING

Photo Manipulation
The manipulation of photos to
emphasize key features of a
spatial situation.

Modelling
Physical modelling.

PROGRAMMING MOVEMENT

INTUITION

Photography
Documentation of the body’s
inhabitation, and spatial
characteristics.

Experiential Documentation
Embodied interaction with the
site and spatial considerations
through documentation of a
spatial experience.

Drawing
Quick fire idea generation and
interpretation of theories,
leading to programmatic
movement circulation
diagrams.

BERNARD TSCHUMI

DILLER, SCOFIDIO + RENFRO

PETER ZUMTHOR

2.2 Case Studies

ATMOSPHERIC
INITIAL IDEAS/ SPATIAL CONFIGURATIONS

SITE ANALYSIS

SITE ANALYSIS
INTUITION

Bernard Tschumi

A SENSORY RESPONSE OF MATERIAL
TACTILE RESPONSE

PROGRAM

Out of the five aspects of The Perceptive Being in relation to architecture, the design process of Bernard Tschumi follows hierarchy
within the use of space with a haptic response to spatiality, whereas in his perception can TACTILE
only beRESPONSE
a result of these explorations.
Tschumi’s description of his design process, illustrated in a step by step guide, announces that theory is rarely the starting point of the
ARCHITECTURE AS OBJECT

SITE CONSTRAINTS

CONCEPT WORK

MATERIALIZATION

SPATIAL PERFORMANCE

MOVEMENT AS A HAPTIC RESPONSE

SENSUAL RESPONSE

While a rigorous theoretical argument was developed over a period of years, theory is rarely the starting point of a project. It is
BUILDING
IMAGE THROUGH
DETAIL
rather the general
framework.
Practice can
precede theory, much as theory can precede practice. (Approach)
RESPONSE
Tschumi’s own description of his design process, outlines the necessity of a methodic approach,HAPTIC
in order
to achieve an architecture not

derived from form but a design formulated by the programmatic necessities of the ‘event’ in space. Here Tschumi is less concerned
with a singular response to the intuition of the body through the senses, but of the choreography of a spatial experience, with moving

SENSE OF THE UNEXPECTED

project, designing for the building and its use in terms of the ‘event’ rather than a generalised bodily experience.

bodies collectively experiencing
architecture
and
its spatial configuration as a performance.
BUILDING IMAGE
AS A SITE
RESPONSE
INITIAL IDEAS/ SPATIAL CONFIGURATIONS

CONCEPT WORK

DEVELOPMENT/ TECHNICAL CONSTRAINTS
DEVELOPMENT
Fig.21.
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PETER ZUMTHOR

NS

STEVEN HOLL

ATMOSPHERIC

Peter Zumthor’s design process is generated from a response to the site and its surroundings as a conceptual driver, “designed for

SITE ANALYSIS

materials which are most closely associated with the task, sometimes with the place” (Sack, 71). With an over arching design purpose

SITE ANALYSIS

the place in which they stand and into whose surroundings they emerge, gradually becoming one with
that place
and built from
EMBODIED
RESPONSE
of the atmospheric,INTUITION
Zumthor explores a depiction of light and a sensual response of architecture. With site at the forefront of the

A SENSORY RESPONSE OF MATERIAL
TACTILE RESPONSE

INITIAL
design process, closely followed is the architecture as an object, existing as a projection of an idea.
Here CONCEPT
ZumthorIDEAS
introduces a sensory

response not of the bodily experience in space, but of the sensory nature of the material, the fabric of the object.
TACTILE RESPONSE

I think…that materials can take on poetic qualities within the context of an architectural object. For that it is necessary to first
ARCHITECTURE AS OBJECT

SENSE OF THE UNEXPECTED

generate a corresponding context of form and senses in the object itself; for materials asSITE
suchANALYSIS
are not poetical (Sack, 74).

SPATIAL PERFORMANCE

RESPONSE
With the hierarchySENSUAL
of location,
urban or landscape composition, surroundings, purpose, task, function, building material, design,
BUILDING IMAGE THROUGH DETAIL

form of expression and the image of the built form, Zumthor is renowned for his meticulous attention to detail and inner logic behind
CONCEPT WORK
each design gesture. This inner logic is what contributes to Zumthor’s over arching concept of designing
for the atmospheric, which

he addresses throughout the design process from the initial ‘dream’ to the realisation of a hinge detail.
HAPTIC RESPONSE

In contrast to Tschumi, Zumthor sees the design process not as a linear process leading to a goal, but of associations until ‘real content’
BUILDING IMAGE AS A SITE RESPONSE

from the guts, then the head takes over and “thoroughly inspects it on an intellectual level”, rejects, revises, improves, completes”
(Sack, 76).

Fig.22.

DEVELOPMENT

can be reached over a prolonged period of time. “The “essence” comes through emotion and inspiration. Or more bluntly, it comes
INITIAL IDEAS/ SPATIAL CONFIGURATIONS

Of the five aspects of The Perceptive Being, Zumthor’s priorities lie within the senses, illustrating a pleasant atmosphere. His
concerns of the importance of the senses illustrated in the material, leads to an investigation into the tactile response of the body

PERCEPTIVE BEING

in communication
to the fabric
CONCEPT
WORK of the building. The haptic response of the body in space however is left to the imagination of the
occupant, seldom addressed in Zumthor’s design process.

DEVELOPMENT
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PETER EISENMAN
PHILOSOPHY
AFFECT
A SENSORY RESPONSE

ATMOSPHERE

NTS

Peter Zumthor
DILLER, SCOFIDIO + RENFRO

BERNARD TSCHUMI
Diller, Scofidio + Renfro

DILLER, SCOFIDIO + RENFRO

PETER ZUMTHOR
ATMOSPHERIC

S

SITE ANALYSIS

In an incorporation of the perceptive being in the design process of Diller, Scofidio + Renfro, Elizabeth Diller speaks of her approach

EM

INITIAL IDEAS/ SPATIAL CONFIGURATIONS

SITEdiscovery
ANALYSIS of the site and program, limiting
to the beginning stage of the design. In it she takes an embodied approach to her initial

INTUITION

initial research to a minimum to allow herself to experience the site through her senses, “to be moved by observation” (Gamerman).

INITIAL CONC

However Diller describes an importance of limiting this experience to the early
stages ofRESPONSE
the designOFprocess,
as “too much information
A SENSORY
MATERIAL
gets in the way” (Gamerman). With this in mind, the use of methods such as physical modelling to
represent
a location, allows for the
TACTILE
RESPONSE
PROGRAM
team to visualise the foundations without letting technicalities hinder the initial stages of the design process.

TACTILE RESPONSE

ARCHITECTURE AS OBJECT
She often uses a black Sharpie, scribbling on a 200-foot roll of tracing paper
set up in the office for her and her colleagues. The
MOVEMENT AS A HAPTIC
RESPONSE
idea can
be fleeting even if the ink is permanent (Gamerman).
SPATIAL PERFORMANCE

SENSUAL RESPONSE

Through these methods of representation, drawing and modelling alike, Diller,
Scofidio
+ Renfro
“like DETAIL
early models of their projects
BUILDING
IMAGE
THROUGH
to incorporate the same sense of the unexpected that they hope the finished building will convey” (Gamerman). Generating a quantity
SITE CONSTRAINTS
of work which encapsulates a process of thought, with a permanence that can be drawn upon in later stages of the design.

HAPTIC RESPONSE

Where there is less of an obvious correlation to The Perceptive Being as the occupant in Diller and Scofidio’s work, exclusive of some
individual design projects, the importance of an embodied experience for the members of the design team, is depicted as a necessary
encounter to begin a project in an embodied frame of mind.

CONCEPT WORK

MATERIALIZATION

SENSE OF THE UNEXPECTED

SITE ANALYS

CONCEPT WO

DEVELOPME

BUILDING IMAGE AS A SITE RESPONSE
INITIAL IDEAS/ SPATIAL CONFIGURATIONS

CONCEPT WORK

P
DEVELOPMENT/ TECHNICAL CONSTRAINTS
DEVELOPMENT

Fig.23.
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Steven Holl

STEVEN HOLL

Similarly to Elizabeth Diller’s embodied site visits, Steven Holl begins his mornings in a state of embodiment. “Holl likens the
morning watercolours to a form of meditation. “I play really great music, I have green tea,” he says. “You can have a thousand

EMBODIED RESPONSE

problems of a particular project—the area, the height, the setback, all those things—and you put them into your brain, go to
sleep, wake up, and draw” (Pedersen). Beginning a project in the same way he begins his mornings, Holl uses watercolours

INITIAL CONCEPT IDEAS

to instigate a design concept, then progressing the design into the digital, however conscious of the limits of the digital,
missing the vital connection between hand and mind, described by Holl as “losing knowledge” (Pedersen). In a hierarchy
of considerations, the concept as an idea that will be a unique driver for the built form comes first and foremost. Thus
approaching each project from a different angle to the previous. In incorporating a different approach, Holl in an interview

SITE ANALYSIS

with Andrew Caruso, described the design process of the Porta Vittoria Competition;
METHODOLOGY

SENSUAL RESPONSE

ATMOSPHERE

CONCEPT WORK

The normal pattern of an architect is to come up with a programmatic plan and section and then create perspectives.
We did the opposite. (Holl).
Methodology in the design process of Steven Holl can be linked primarily through his infamous watercolours. Within this
methodology especially in the early stages of the design processes we see a consideration of the atmospheric qualities of space,
introducing light, colour and texture right from the beginning thought. “Right from your initial thought about a building or

DEVELOPMENT

space, the wash brings in the condition of where the light is coming from. Shade and shadow, light and geometry; they’re all
in there from the beginning” (Holl).

PERCEPTIVE BEING

Though not an approach representing The Perceptive Being, the process of using methods of design to introduce qualities
of space from the beginning of the design process provides a key consideration into the development of a strategy of design.
Fig.24.

PETER EISENMAN
PHILOSOPHY
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AFFECT
A SENSORY RESPONSE

BUILDING IMAGE AS A SITE RESPONSE
INITIAL IDEAS/ SPATIAL CONFIGURATIONS

Peter Eisenman

CONCEPT WORK

PETER EISENMAN

Of the aspects of The Perceptive Being, the later works of Peter Eisenman introduce the notion of Affect into the design process, as

PHILOSOPHY

DEVELOPMENT
a theory of introducing the perceptive body within architecture. Eisenman
throughout his architectural career, delving into multiple

AFFECT

genres of theory over time, took a highly theoretical approach to design. Instigated in the Holocaust Memorial in Berlin, Eisenman
began with the influence of Gilles Deleuze on the theory of Affect, and an experiential architecture. In the words of Stefano Corbo;

A SENSORY RESPONSE

Throughout his professional and theoretical trajectory, Eisenman had continuously investigated the concept of form… Eisenman
had questioned its status and its representational, symbolic and functional connotations. Finally, at the turn of the century, he
seemed to discover a new field of possibilities: weak form (Corbo, 94).

ARCHITECTURE AS OBJECT

Here Eisenman was now more concerned with how people as the inhabitants react to a designed environment, rather that the form
as an object. Throughout his career Eisenman had used a hierarchy of methods in his design process, with the primary method being
the diagram. In his early work focused on form, the diagram provided a tool to critically represent an object with a theoretical body.

BUILDING IMAGE THROUGH DETAIL

However “As Eisenman himself wrote, the diagram began to separate form from function, form from content and the architect from
the process” (Corbo, 82).
BUILDING IMAGE AS A SITE RESPONSE

Eisenman’s process of design has an over arching philosophical umbrella to all influence the design process, similarly to Zumthors,
atmospheric considerations. Under that umbrella of theory, the design process consists of a primary focus on affect, which in itself
incorporates a collaboration of the senses generate an experience. The process of design from that point on, speaks of the traditional
systematic approach to design.

Fig.25.
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The following is a developed strategy from the considered points addressed in chapter one. It combines a traditional design strategy
however reflects on introducing an embodied reflection specific to each stage in the design process. Beginning with an embodied
response by the designer, the process will ultimately result in an embodied response from the occupants of space. Influenced by the
precedent strategies, this developed strategy illustrates a manipulation of the design process that challenges modern methods of
design.
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2.3 Strategy

Strategy generated
from body and
movement Research

DESIGN TEAM

OCCUPANTS

SENSUAL RESPONSE

SITE ANALYSIS
INTUITION

IDEA GENERATION

HAPTIC RESPONSE

CHOREOGRAPHY OF SPACE

SPATIAL PERFORMANCE

CONCEPT WORK
FORM ONLY GENERATED FROM PREVIOUS EXPLORATIONS

TACTILE RESPONSE

DEVELOP DESIGN
PERCEPTIVE BEING

DESIGN REALIZATION

SENSE OF THE UNEXPECTED/
AFFECT

Fig.26.
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- CHAPTER THREE THE TESTING GROUND
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Fig.27. Movie posters from the 1930s
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With a strategy developed from a backbone of body and movement theory, we are going to examine the topic of theatre to modify
the developed strategy model for design. Theatre here becomes the testing ground to illustrate how the strategy can be manipulated
in order to best suit the chosen area of architecture. Research into this declining industry will illustrate how a body and movement
dictated design can provide a means of revitalisation and future direction for theatre.

59

3.1 A Declining Industry

Theatre relies upon the body and movement as its sole driver, exuding the qualities of spatial awareness. The tradition for theatrical
spaces however often neglect the performing body as a spatial driver and situates itself in the past. Today’s theatres are situated in the
past both in their architecture and their representation of social interaction.
Due to the new era of the digital age, the art of Theatre as a presentational aspect is declining. With the tendencies of cinematic
production and representation of performance drawing preference in today’s society, the theatre age is becoming increasingly
obsolete. As the digital age becomes increasingly preferred, theatre is drawing an aging population, a generation not persuaded by
convenience but the presentational performance of an in-person interaction. The tendencies of theatres today, draw a line between
the spectator and performer. In order to revitalise the performance industry into contemporary theatrics, the boundary separating
these roles needs to be questioned.
Performance’s only life is in the present. Performance cannot be saved, recorded, documented, or otherwise participate in the

PERCEPTIVE BEING

circulation of representations of representations: once it does so, it becomes something other than performance. – Peggy Phelan
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Fig.28.

The St James Theatre, Wellington
Photography by Author
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3.2 Architectural Heritage
Architecture and drama are sister acts, but like most sisters they fail to bring out the best in each other. Indeed… it might seem that they
have been deliberately avoiding each other’s company. (Tidworth, 7)

Theatres throughout history show a time-lapse of architectural style that
conveys a multitude of performative experience. Outlined in the timeline of
theatres past, each era in the history of theatre presents a new architectural




phenomenon in which transforms the way we perceive the act of performance.
Through research into the social normalities of each of the six depicted time



periods, an understanding of how architectural space illustrates the occupancy
and movement of the past is captured. The influence of past traditions in



theatre is evident in the theatre architecture we occupy today. From arenas and
intimate stages through to the more traditional of proscenium stage setting,



elements of past engagement between the occupants of the architecture
remain a prominent feature in the current norms of theatre.



Many producers of performance take the reflection of past situations in theatre to the more literal with figures of theatre such as
William Poel, Max Kruger and Lugné-Poe reconstructing stages from the past recognising architecture as a form of generating social
engagement. In order to facilitate interaction between the audience and stage chorus, Max Reinhardt produced Oedipus in an old
cercus building in Berlin, bringing the stage out into the centre of the auditorium, transforming the public of traditional theatre.
(Tidworth, 197)
Producer, Meyerhold in collaboration with Reinhardt reinvented past tradition in order to revitalise the performance industry of the
time. His aim was to take the theatre to the people, experimenting with new techniques for abolishing the barrier between audience
and actor. Meyerholds early productions were free, allowing a multitude of social class, eliminating the perception of upper class
theatre goers. (Tidworth, 199)
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Walter Gropius and the Bauhaus came into contact with the revolutionary approach to theatre construction of Erwin Piscator. For
Piscator, Gropius devised his ‘Total Theatre’. “The starting point, he later recalled ‘was provided by the memory of an unforgettable
experience I had had at a Reinhardt production at the Deutschestheater. At a moment of great dramatic tension an actor had suddenly
spoken from a box at the back of the stalls. The affect was tremendous. I felt as if I were physically involved in the events being
portrayed on the stage. The dividing line between the real and the stage world has suddenly vanished.” (Tidworth. 203) The ‘Total
Theatre’ comprised of a setting that focussed around an audience, actor interaction, with the form allowing an interaction between
the two parties unlike any theatre existing before.
From early Greek amphitheatres to through to the current proscenium stage, a cycle of reflection upon the way the audience utilises
it capacity and perceives a performance is apparent. Theatres of today draw upon this cycle, with forms of the proscenium, “picture

PERCEPTIVE BEING

frame stage” remaining intact (Tidworth, 196).
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Fig.30. Greek Theatre

Fig.33.
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Renaissance Theatre

Fig.31. Roman Theatre

Fig.34.

Elizabethan Theatre

Authors Impression

Fig.32. Medieval Theatre

Fig.35.

Baroque Theatre

Fig.36.

Intimate Stage Setting

Fig.37.

Arena Stage Setting

Fig.38.

Proscenium Stage Setting

Authors Impression
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3.3 Social Heritage

“Actors subconsciously regard the architecture of the (theatre) house
as yet another obstacle to be conquered – hence the familiar nervous
question ‘could you hear alright?... the actor may not know even whether
the audience was large or small in certain theatres…(Mackintosh, 127)
Live Performance throughout history has been produced in waves of
embodied interaction by its occupants. In order to have an embodied
response to a performative setting, the direct relationship between the
audience and actors is required to be of close proximity. The following
illustrations analyse the embodied experience of both the performers
and spectators with a true embodied interaction occurring when all
parties are clearly visible. When the audience is disconnected from
the performance, the performance tends to be reflected back within
the spectators, it is at this point where the reactions and interactions
between adjacent audience members become more prevalent than the
performance itself. At this point the architecture and the performative
experience get lost, the focus becoming directed to the inhabitants of
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the wider space.
Fig.39.

Greek Theatre

Authors Image
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Fig.40.

Roman Theatre

Authors Image
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Fig.41.

Medieval Theatre
Authors Image
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Fig.42.

Renaissance Theatre
Authors Image
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Fig.43.

Elizabethan Theatre
Authors Image
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Fig.44.

Baroque Theatre

Authors Image
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Fig.45.

Arena Stage Setting
Authors Image
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Fig.46.

Intimate Stage Setting
Authors Image
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Fig.47.

Proscenium Stage Setting
Authors Image
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Fig.48.

The aim of this thesis is to result in an embodied architecture which works as a choreography of both actor and audience to create and
embodied performance, stimulating the inhabitants of the space. Theatres during the Medieval and Elizabethan eras, followed by the intimate
stage setting often used in today’s music and comedy culture, capture an embodied interaction that comes in close proximity to the aim of a full
embodied experience. In contrast, theatres such as the Baroque and common performance venues of today including the arena stage setting
and Proscenium Stage setting become so disconnected from the performers that the performance of the architecture as a whole becomes lost.
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Solely focussing on an embodied response from a spatial perspective lacks a full understanding of the experiential qualities of the
performative space that the occupants of the time would have sensed. Through understanding social traits of each theatre era a more

PERCEPTIVE BEING

accurate portrayal of the success of the architecture in creating an embodied response can be justified. The following illustrations
depict a series of cultural tendencies performed during the theatre which add a further layer into the rich correspondence of Actor
and Audience.
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Fig.49.
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Fig.50.

Fig.51.
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Fig.52.

Fig.53.
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3.4 Precedent Studies
3.4.1 Theatre of Cruelty

The ‘Tormented Genius’. Antonin Artaud’s ideas are the single most influential act of modern theatre, so much so that his arguments
still apply as revolutionary some ninety years later. “The fiction was that the play was a slice of life which the audience, sitting passively
in the dark, accidentally observed.” Through Artaud’s controversial ideas of a theatre of cruelty, the pretence that the stage represented
a place other than a platform in front of an audience had been given up, there was no reason to preserve the proscenium. Theatres
today however utilise the proscenium as a mechanism to separate the two entities proving that the ideas of Artaud remain somewhat

PERCEPTIVE BEING

a future ideal, rejecting almost everything that he saw around him in the theatre of the 1920’s and 30’s (Tidworth, 205).
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Fig.54.

85

3.4.2 Presentation or Re-Presentation?
The role of the audience in theatre is that of an active role, cinema however is a passive art form, “you and your reactions are preprogrammed by the director, crew, cast and writer. The air conditioning must breakdown, the seats collapse or the man in the
row in front snore before you are made as aware of your surroundings as of the film”. This is what distances media as a mode of
re-presentation from that of the presentational act of live performance. “This audience was awestruck and passive, not active and
involved” (Mackintosh, 73). Live performance asserts itself into the presence, at the very moment of performance the element of the
unexpected, both audience and actor find themselves in a situation which is essentially anarchic. It is here that a large group of people
all experience a shared sense of anticipation and nervousness for the performance and of community and interaction of the curious
theatre goer. (Mackintosh, 2)
We no longer want to sit at the back of a large auditorium to view live theatre in the distance when we can watch a screen where the
viewer is able to view the characters close up whilst simultaneously see vast landscapes. As if pre-empting the age of media we live in
now, preferring the comfort of home laying on the couch watching a series on Netflix, Peter Brook wrote in The Shifting Point, “the
least important thing in the theatre is comfort” relating to the expression of the modern theatre, involving the audience directly in
the act of performance (Mackintosh, 25).
The cinema screen in traditional cinemas make use of the proscenium arch to frame the scene drawing attention to the focus of representation. As mentioned previously live theatre existing today, often make use of theatres which feature the same proscenium arch.
Is it that now when we go to the live theatre we instantly become lost in a passive audience, influenced by the cinema environments
we are so familiar with? It is here proposed that live theatre needs to be brought back to the active act of presentation where we move
away from the notion of an experience where a performance is separated from our normal stream of consciousness to the real, where
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we are consciously and emotionally involved in the performance.
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Dorita Hannah 
- ARCHITECTURE + PERFORMANCE + DESIGN :: PRACTICE + THEORY
Dorita Hannah in “Disappearing Acts: the performative exhibition as spatial research” as part of the 2014 Architectural Design
Research Symposium, describes that by delineating the performative aspects of the presentational, representation and representational, strategies can emerge that encourage individual responses and spontaneous communal encounters. Hannah through
her own architectural work explores an interplay between the audience and performer, in many cases giving the audience a chance to
become the presentation through spatial manipulation and delving into the realms of representation and re-presentation. (Hannah,
30)
Hannah states that “architecture, like performance, is properly experienced in the ‘now’, and archival remains – including models,
drawings, animations, photographs and even videos – constitute comparatively limited mnemonic devices that cannot replace the
performative force experienced primarily through embodied inhabitation.“(Hannah, 32)
Rather than creating ‘something other than performance’ or ‘something other than architecture’, the exhibition as event-space
becomes the locus for the discourse on presentation and representation through re-presentation: a domain for rehearsing new
spatial forms and relationships. (Hannah, 32)
Hannah in her own work uses architecture to ask not what architecture is as a passive object but rather what it represents through
active dynamic space (Hannah, 30). This is shown through her description of one of her own exhibitions explaining it attempts
to incorporate the spectator as embodied participant, allowing the visitors to approach the exhibition site as a ‘found-space’ for
communal action and reaction (Hannah, 31). In her writing Hannah therefore asks the question of rather than designing spaces for
passive viewing, with a separation between the performer and the spectator, “How can we activate these spaces in order to challenge
and engage with the bodies and minds of those who pass through them?” (Hannah, 31). To curate these two disciplines Hannah
describes is beyond easy comprehension, leaving the act of redesigning theatrical spaces, (which appear to be failing performers and
audiences) critical to revitalize the theatre industry. (Hannah, 33, 37)
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LANDING :: 7 Stages : Aotearoa/ NZ
Dorita Hannah, Curator and co-designer.
This exhibition, New Zealand’s entry at the Prague Quadrennial in 1999, showcase past historic events in New Zealand’s Theatre
History in the form of an architecturally scaled table, referring to vessel, jetty and terrain. Presenting seven productions in varied
scales, the exhibition encouraged embodied participation. The works cannot be understood unless engaged with through interaction.
The work exhibited in Landing negotiated between the representational and re-presentational. However, the exhibit itself was presentational
with the performative landscape of the table harnessing and including the visitors’ bodies, which were incorporated within the work and
thereby necessary to completing the installation. (Hannah, 34)

Fig.55.

DIS-PLAY :: Re-Membering a Performance Landscape
Dorita Hannah, principal design contributor.
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This Exhibition in 2004, as a reflection of the 2003 Prague Quadrennial ‘The Heart of PQ’, was constructed in Wellington’s City Gallery.
The installation forms a white abstract landscape encouraging movement by the occupants, whist creating pockets of experience.
Visitors are encouraged to physically occupy the space in order to discover fragments embedded within the display. “In this way the
prospective and retrospective merged to create a fractured archival experience in the moment”.
DisPlay aimed to emphasize the engaged and embodied nature of performance design, with specific reference to the Heart of PQ, as a
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place for direct communal interaction in a time when communication was becoming more and more disembodied. (Hannah, 36)

Fig.56.

HEART OF PQ :: A Performance Landscape for the Senses
Dorita Hannah, architectural concept and principal design contributor.
This 2003 exhibition for the Prague Quadrennial sorted to dispense with all modes of representation, models artefacts and images,
whilst including an element of presentation as a ‘lived experience’ with a terrain that offered experiences of performance, interaction
and spectatorship. Here architecture takes on the role of active engager rather than passive vessel. Constructed of five scaffolding
towers, ‘The Heart of PQ’ illustrated each of the senses through intervention and performance.
The process, which focused on design representation in the studio and embodied re-presentation in project workshops, evolved over nearly
three years as a collaborative investigation into the dynamics of theatrical space and the sensory body. (Hannah, 35)

Fig.57.
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Ink Drawing

Image by Author

3.5 Methodology

Just as the digital age is effecting the presentational act of the theatre, encouraging a representation of reality, the ever developing
technology for digital representation is affecting the designer’s capacity for an embodied reflection on the design process. A system of
discovery through intuition is now being replaced by a dictatorship of commands and formulas, a design generated by the computer
not by the body directly.
The illustrations of past and current traditions in theatre architecture were constructed through the medium of ink on paper. As the
author put pen to paper, each mark connected the body to history. Illustrating the past through the movement of the hand connects
the author to the social heritage associated with the represented architecture.
The dotting technique used in the Authors illustrations of the theatre era’s represent social interaction between the audience, actor
and the architecture. Highlighted by the transparency of the surrounding theatre architecture, the drawings illustrate the proximity
of these relationships.
The intuitive response of the Author in portraying the theatre styles through the traditional method of hand drawing illustrates the
importance of this method in enhancing the design process, through allowing the designer to capture an embodied response. Here
the mind is connected to the tangible through a direct connection through the movement of the body to pen on paper.
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Fig.59.

Initial Structure
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Fig.60.

Revised Structure

The initial structure of this thesis set out to establish a strategy based on the body and movement research to then be modified
according to a criteria specific to theatre. As the research into theatre was conducted, the relevance of a specific criteria was questioned,
with the importance of methodology becoming fundamental to an embodied design process. The thesis structure and subsequent
strategy was therefore re-addressed.
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Fig.61.
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Revised Strategy
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- CHAPTER FOUR APPLICATION OF STRATEGY TO THEATRE
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Fig.63.
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The Lobby of the St James, mid-1940s

To test the validity of this developed strategy as a way of designing with capturing an embodied response at the forefront of the design
process, the revised strategy will now be applied to a case study within theatre as the testing ground.

Fig.64.

The St James Circle Lounge, mid-1940s
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4.1 Site Analysis through Sensual Response
Criteria for Site Selection
The idealised site for the project is an under utilised theatre located in a central business district that has been principally developed
to accommodate changing economy and commercialisation. The Auckland St James Theatre is the most relevant site to provide an
opportunity for social engagement with, and revitalisation of a declining industry.

The St James Theatre located on Queen St in Auckland is in the heart of Auckland’s theatre district, located opposite the Civic Theatre
and in close proximity to Aotea Centre and the Auckland Town Hall. With its rich history in theatrics, the St James has the potential
to provide the core foundation for an enhanced embodied experience in Auckland theatre culture.
The criteria for site selection as a testing ground for the Strategy of design required a theatre that was in the heart of a CBD, an
under utilised theatre symbolizing a change in societal norms. The St James Theatre is a current issue in the arts and culture sector
of Auckland, with the theatre in a current stage of closure and in need of funding in order to complete restoration and earthquake
strengthening. The issue therefore questions the benefit of a historic theatre in today’s society.
Through a process of following the strategy developed from investigations into designing for body and movement, a strict way

PERCEPTIVE BEING

of designing will aim to produce a new way of thinking theatre in Auckland. Moving current Auckland theatre, expressive of the
proscenium picture frame, into a new understanding of what theatre could be in the future, embodied theatrics.

Fig.66.
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St James Theatre, Auckland
Image by Author

the civic theatre

aotea centre

ST JAMES THEATRE

auckland town hall
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In a traditional design process the designer will first establish a full understanding of the site. Often through first understanding the
technical constraints, legal directives and obstacles. It is from this point that the designer is already influenced by specific limitations
before experiencing the site itself at its full potential, thus limiting the creative process.
The strategy proposed in this thesis first requires the designer to have an embodied site experience. This means for the designer to
let the mind and body loose in discovering what the site has to offer as a space of embodied interaction, an intuitive reaction to the
sites parameters.
The author visited the St James as the testing ground for testing the validity of this way of conducting site analysis, the theatre was
open to a journey of sensual experiences;

Account
Occupied by construction workers and littered with machinery, with the absence of stage and stalls, the treasures of the St James as
a highly established theatre of the 1930s was left mostly to the imagination and a willingness to feel the past in its layers. Through
exploring the theatre’s every nook fragments of experience became apparent, not only from what could be seen but that of the
imagination, of audience and actors of the past that leave lasting impression on the surface. From ticket booth through the tiers of the
dress circle, to the graffiti of the dressing room walls, each segment of the theatre lead to triggers of past occupancy, whilst informing
an experience in the moment.
Standing at the edge of the side stage, looking down to the pit of the dressing rooms where the stage once laid, the fears of an
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intimidating watch of the audience and the anticipation of the lights drew comparisons to childhood memories of the stage.
Only through allowing an embodied emotional response to the site neglected of any technical constraints, did experiences like this
become forefront into the stream of consciousness. Beginning with an embodied experience of the designer will ultimately lead to an
embodied response of the occupants of the design resolution.
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Spontaneous drawings and late collages were composed to represent such experience.

Fig.67.

Embodied Response to Grand Circle Perspective
Image by Author
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Fig.68.
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Embodied Response to Backstage Perspective
Image by Author

Fig.69.

Embodied Response to Dress Circle Perspective
Image by Author
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Fig.70.

Embodied Site Visit Collage
Image by Author
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Fig.71.

HERITAGE?

Image by Author
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2014
St James Theatre was purchased
by Relianz Holdings, who
confirmed to restore the theatre
and build the St James Suites.

2016

1966
1929

2009

The Westend cinema was added
to the Theatre complex.

Currently Restoration plans for
the St James Theatre are on hold
in waiting for funding support
from the Government. If
funding cannot be found,
the theatre will be
demolished.

Approval for the St James Suites
was granted by the Auckland City
Council for a 29 Story apartment
and retail complex.

The theatre was adapted to
accommodate talking pictures.

1957
The Odeon Cinema was added
to the Theatre complex, seating
670.

CONSTRUCTION COMPLETION

The façade and Vestibule
underwent renovation for the visit
of Queen Elizabeth II. An additional
façade of metal sheeting was
attached over the original façade,
in an attempt to give it a more
modern look.

1928

1933

1938

1943

1948

1953

1958

1963

1982

The Auditorium of the Theatre
was repainted by a jovial Scottish
painter and decorator George
Bell.

The Regent Theatre was added
to the Theatre complex.

1963

1928

1973

1978

1983

1982
The Sadler’s Wells Royal Ballet
Company and the Russian Ballet
performed.

1963
1929
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1968

West End musical play Charlie
Girl performed with its original
cast.

Armand Perren froze the stage
to create an ice rink for his Spice
and Ice show.

Its first film screaming was of
Gold Diggers of Broadway on
Boxing Day 1929.

The Black and White Minstrel
Show performed, along with the
Georgian State Dance Company
and the Omsk Siberian
Company.

2007
Closure of the Theatre after an
electrical fire in the neighbouring
regent theatre left both buildings
unsafe.

CLOSURE

1972

1956 / 1957

Grand Theatre opening on the
5th of July 1928, with the London
theatre company performing
Archie.

Due to the demise of significant
theatres, The Historic Places Trust
categorised the interior of the St
James Theatre as a category 1
listing.

1953

Designed by theatre architect
Henry Eli White, the St James
Theatre Construction was
completed. Built as a
replacement for the Fuller’s
Opera House.

Proposal was submitted for the
St James Suites.

1988

Further modifications were
made to the Queen St Façade.

1928

2015

2004

1966

1988

1993

1998

2003

2008

In April 2015 The St James
Theatre temporarily re-opened
with a Café in the foyer, with
restoration artist Keron Smith
repainting the theatres
ornate plasterwork.

2015
Late 2015, Ownership of the
Theatre was transferred to St
James Holdings, whos majority
shareholder is the Auckland
Notable Properties Trust.

2013

2017 / 2018
Approximate date for completion of the restoration and St
James Suites development.

RESTORATION COMPLETION

2018

2016
Alternative Rock Band, Violent
Femmes performed at the
theatre as the last performance
before the theatre closed
indefinitely for restoration.

1981
The Royal Command
Performance was held at St
James for the visiting of Queen
Elizabeth II.

Fig.72.
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Fig.73.
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An embodied response to site prompted an interest to understand an outsider’s perspective both from the past during productions of
the theatre and current issues on where the theatre will be in the future.
In its heyday the 1928 Theatre was well known for its international performances, hosting top actors it was at the forefront of the
Auckland Theatre Scene. It has played host to performances by Sir Laurence Olivier, Vivian Leigh, the Bolshoi Ballet and the 1981
Royal Variety Performance for Queen Elizabeth II. Built as a replacement for the Fullers Opera House, the Theatre underwent a
multitude of changes including a major redevelopment of the façade for the visit of Queen Elizabeth II in 1953. With the new façade
of metal sheeting covering the original façade of the late 20s, this attempt for a new modern look, extended on with the introduction
of cinematic projection and the addition of further cinemas to the complex. This included The Odeon Cinema, The Westend Cinema
and finally The Regent Theatre in 1982. Following these changes with the times, the theatres seasons of prosperity coming to an end,
and the demise of surrounding theatres becoming apparent, the Historic Places Trust categorised the St James as a category I listing
in 1988.
With limited use of the theatre in the following years, and the event of a fire in the adjacent Regent Theatre, both theatres were
considered unsafe and were forced into closure in 2007 with no hope of restoration. With a few flickers of hope the theatre temporarily
opened its doors with a café in the foyer, until one final show before closing its doors indefinitely for restoration in early 2016.
With restoration plans for the theatre to return it to its original presence progressing slowly, and the future of the theatre remaining
uncertain, a strong presence on social media has seen a passion for the revival remaining prominent. Articles surrounding the
theatres recent history by recognised news agencies illustrate the cultural significance of the St James through the eyes of the audience.
Considering such passion the proposed concept of an embodied design allowing the body of the designer to become one with the site,
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allows the mind to be filled with the passion of the audience, becoming relevant and significant.
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Fig.74.

St James Headlines

Image by Author
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4.2

IDEA GENERATION THROUGH INTUITION

Fig.76.

Throughout history advertising has been at the forefront of theatre with visual representation being a way of prompting interest in
a social engagement. This form of representation is an effective way to illustrate a theme or a situation in a rapid display of visual

PERCEPTIVE BEING

information.
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Fig.77.

Fig.78.
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The Splatter
The St James Suites is an intervention initially proposed in 2004 for an apartment complex to be constructed adjacent to the St James;
it included the demolition of some neighbouring theatres. As the construction of the Suites is underway, the development aims
to gain funding to restore the theatre; “This development will see this historic landmark undergo a significant restoration before
reopening to the public. (St James Suites)”
“At 39 storeys and 134 meters tall, the St James Suites will become a new feature on the Auckland City skyline (St James Suites)”.
The perception of a high-rise building in a CBD works in favour of the economy with perhaps minimal effect on the culture of the
community. Architecture of high-rise buildings commonly designed for efficiency and maximum leasable area, lack the individuality
in design that is necessary for choreographed body and movement. This thesis takes the opportunity to respond to the development
of St James Suites.
Currently the theatre is being restored back to its original condition in hope of reviving the excitement the theatre once had. By
restoring the theatre back to its original state, one would think that the initial arousal about its completion may diminish and the
theatre will have to adapt its target audience to producing productions suited to today’s society. With the Civic Theatre adjacent to the
St James currently thriving on theatrical performances, this raises the possibility for the St James to adapt to musical performances,
hosting international musicians in order to attract the excitement and social engagement that the theatre once transmitted, this is a
prospect that those involved in the St James’ restoration are currently addressing. Remaining within the walls of the theatre primarily
will neglect to reach the intuition of an audience separated from existing theatre goers. In order to use a body and movement dictated
strategy to revitalise people’s perception of theatre, it is essential to move beyond the St James’ boundary and infiltrate a city wide
choreography of theatrical discovery.
With taking the St James Theatre as the mothership of performance in Auckland, the motivation of the ‘splatter’ looks to infiltrate
performative installations as fragments of the theatre throughout the city. Installed next to high-rise buildings of 100m or above, these
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installations will provide the necessary embodied experience and cultural stimulation that is lacking in a city littered in emotionless
glass boxes. Drawing comparisons to the theatre of the past and of the present, these installations will bring to light the emotions that
capture the true essence of the act of presentation as opposed to re-presentation. It is hoped that such ‘horizontal’ expression of the
theatre will provide a regaining of authority of the theatre in the city.
Fig.79. Auckland High Rise Buildings - Taller than 100m
Ink on Paper
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Fig.80. Charcoal Drawing
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Image by Author

Methodology
In approaching the design stage of the strategy, it is essential for the designer to reflect on the experience of the embodied site visit.
An embodied state of mind translated into a design solution can only be emphasised through capturing the essence of the subject
matter. Here methodology becomes a key translation of how the embodied state of mind is translated into a tangible reality. Physical
representation through the art of a pen on paper captures the mind at work, whilst encouraging spontaneous translations of our
stream of consciousness. “Every drawing is the expression of a thought or a sentiment, and is charged to show us something superior
to the apparent truth” (Garner).
The original theatre drawings, drawn by Henry Eli White in the mid-1920s illustrate the translation of a thought through the hand
onto the paper. This traditional methodology, though tedious, captures a translation of an idea through two scales. On one hand each
individual line characterises a certain playfulness with the page, the pressure of which the pen touches the paper or the angle used to
create a certain steadiness creates a choreography of movement. Each choice of gesture, whether the medium of which to clasp or the
restriction of movement, “the line no longer describes a thing but functions as a thing itself ” (Garner, 31). Expressive of movement
and fluidity, ink on crisp white paper captures the intangible reflection of an experience. The alternative however is when all these
marks on a page are seen as a whole. They capture a new sense of the physical, a representation of both the authors mind and the
inhabitable, tangible space itself. Here there is a parallel between the choreography of writing theory, drawing and the choreography
of architectural space making.
In drawing an existing situation, the author is able to take on a new understanding of the complexity of the architecture. By interpreting
the original illustrations of the St James, each drawn detail translated from a gesture of the hand through to the consciousness of the
mind, gives an embodied sense of understanding of being within the ‘lines’ of the theatre.
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Fig.81.

Expression of Hierarchical Interaction through Action Drawing

Fig.82.

Action and Reaction; Relationship Between the Conscious and Subconscious

Fig.83.

Conscious Movement of the Hands

Fig.84.

Subconscious Movement of the Feet
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Whist experiencing and embodied response to site analysis as dictated in the strategy, there were multiple nodes within the theatre
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that produced a particular reaction or embodied experience outside of what was seen. From an experience side stage through to the
private balconies and the projection room, each node generated emotions and visualisation not only of the present but of the past.
Worn out patches on the carpet of the staircase lead to visions of hundreds rushing to take their seat, an audience with anticipation
for the upcoming performance. Whereas the machinery and gantry of back stage lead to a personal reflection by the author of the
fear of the watchful audience.
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Fig.85.

Basement Plan

Image by Author
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Fig.86.
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Ground Floor, Stalls Plan
Image by Author

Fig.87.

Dress Circle Plan

Image by Author
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Fig.88.
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Upper Circle Foyer Plan
Image by Author

Fig.89.

Upper Circle Plan

Image by Author
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14.

GRAND CIRCLE PLAN
14. Audience Entrance to Grand Circle
9. Projection Room

9.

FOYER TO GRAND CIRCLE PLAN
12.
13.

Staircase to Grande Circle Foyer
Grand Circle Foyer Conversion

13.

DRESS CIRCLE PLAN
11.
7.
4.
5.
8.

12.
8.

Exit of Staircase to Dress Circle Foyer
Entrance to Dress Circle
Dress Circle Balustrade
Pathway to Theatre Box
Theatre Box

4.
7.

5.

15.

11.

Each of the nodes within the theatre illustrates a particular embodied response
characterised in order of audience and actors interactive proximity. Beginning

STALLS PLAN
1.

1. Back Stage in the Wings
4. Stage Edge
6. Entrance to Stalls
10. Main Staircase Entry
15. Queen Street Entrance
16. Ticket Booth

2.

with the experience of side stage where the Actor feels the direct response
16.

of the peering eyes of the audience through to that initial engagement of the

10.

ticket booth, the first suspicion of what is to come.
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6.

The selected high-rise buildings have similarly been characterised, given

3.

a hierarchy as to their proximity to the St James theatre, the mothership of
performance. This creates a pairing between experience and site. A journey
STAGE BASEMENT PLAN

of installations as a choreography of the city, begins with the entry point

3.

Dressing Room Common Area

at the ticket booth, following a narrative of the theatre through to the final
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destination being the St James itself.

Fig.90. Points of Embodied Movement

Fig.91.
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Fig.93.

4.3 CONCEPT DESIGN THROUGH HAPTIC RESPONSE
Traces of the Berlin Wall
The fall of the Berlin wall is an event in the City’s history that dominates Berlin as a Tourist Destination. When the border was opened
on November 9th 1989, preserving this piece of history was the last thing on anyone’s mind. The urban development of the City was
activating an urgency to diminish any trace of reminders of this point in history until Volker Hassemer, a Berlin Senator responsible
for urban development, stated that if remnants of the wall were not preserved “quite soon nobody will believe that such a thing was
put in the middle of a metropolis”. From that statement, small proportions of the wall remain preserved, providing a tourist hot spot
for the city. The ribbon of cobblestones paving the path where the wall once stood is the most notable element. With the tragic events
of Berlin’s past still in recent history, it is questionable whether the residents of the City are appreciative of the constant reminders
wide spread throughout the path of the wall. The cobblestones provide a less intrusive reminder of the wall, remaining to provide
educational stimulation for visitors of the city, and a subtle reminder for the residents of its recent past. (Traces of the Wall)

Karla Sachse – Kaninchenfeld (Rabbit Field)
Similarly to the narrative of the Berlin wall and the trace of the cobblestones, Karla Sachse’s Kaninchenfeld tells the story of the Rabbit
population between 1961 and 1989;
Whilst the residents of Berlin were restricted from crossing the border between the east and west, the rabbits however were unrestricted
by the barrier cast by the wall, making their home on the death strip, the no-man’s land. “Berliners on both sides of the wall looked on
the rabbits fondly. Unsurprising, given their lack of respect for or fear of the border guards and the dictates of the communist regime.”
Karla Sachse’s Kaninchenfeld (Rabbit Field) was one of seven artworks selected to mark locations of Cold War Berlin’s inner city
border crossing points. Sachse placed 120 brass rabbit silhouettes cast into the asphalt of the road and the slabs of pavement either
side to reflect a slice of history that shows defiance against an act that destroyed so many lives.
Just as the Cobblestones show the narrative of the wall, the rabbits similarly portray an event in the past through a subtle change which
allows an aspect of discovery, allowing visitors to set on a journey of wayfinding throughout the city.
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4.3.1 Wayfinding

The choreography of installations throughout Auckland City aims to create a movement of people from one installation to another,
whether through a sense of wayfinding or generated by the spontaneous discovery of an installation on route to a destination.
As previously noted the ground markings in Berlin signify a way in which you can infiltrate a wayfinding system throughout a city,
symbolizing an act much larger that the symbol itself without being intrusive of its everyday routine. In this design, generating a
symbol of direction, navigating the route between each performative installation, a choreography of movement can be achieved,
generating an interaction between the public and the theatres past. Stumbling across a ground marking or a sculpture at each
intersection between the installations, an inhabitant can become involved in a sort of city wide game of navigation and discovery,
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dictated by the movement of the St James itself.

Fig.94. Wayfinding Nodes
Ink on Paper
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Jack Mackie -

Broadway Dance Steps

Responsible for a choreography of movement on Capital Hill’s Broadway, Jack Mackie constructed a series of subtle installations
which changes the occupancy of the street. Causing much initial controversy over the installations, Mackie thought of the idea
through watching the existing choreography of movement on the street, as people turned and shifted to avoid one another. Ultimately
the conscious act of observing the intuition of the public sparked an idea which lead to a choreography of discovery across Broadway.
(Murakami)
“It’s the people dancing who really complete the piece,” he said. One time as the dance steps were going in, he saw a man who
appeared to be lying face down on one of the steps. Mackie thought it was a drunk passed out, but it turned out he was blind.
“Some had told him to check it out, so he was on the ground feeling the steps. When have you ever seen that in a gallery?”
– Mackie (Murakami)
The ‘Broadway Dance Steps ‘ instigate a movement which in turn relates the occupants to a time period of dance, whether it be the
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tango, foxtrot or rumba. The ‘performers’ become transported to the origins of that movement.

Fig.95.
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Jack Mackie, ‘Broadway Dance Steps’, Seattle
Photography by John Henderson

Fig.96.

Waltz Dance Footsteps

Basic Step Left

Basic Step Right

Box Step

Forward Progressive Step

Promenade
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Left Turn

Right Turn

Whisk

Whisk Lady

Image by Author
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Image by Author

Image by Author
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Fig.97.
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Foxtrot Dance Footsteps

Basic Step Forward

Basic Step Backward

Rock Left Turn

Progressive Step Forward

Promenade Steps

Image by Author

Image by Author

Image by Author

Image by Author

Image by Author

Progressive Step

Left Turn

Twinkle

Box Step

Right and Left Walk

Quarter Turn

Image by Author

Image by Author

Image by Author

Image by Author

Image by Author
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Fig.98.

Polka Dance Footsteps

Basic Forward Step

Basic Backward Step

Left Turn

Double Time/ Jive Basic Double

Triple Swing

Image by Author

Image by Author

Image by Author
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Fig.99.

Samba Dance Footsteps

Fig.100.

Rumba Dance Footsteps

Fig.101.

Jitterbug Dance Footsteps

Samba

Rumba

Jitterbug

Image by Author

Image by Author

Image by Author
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In establishing the wayfinding system for ‘The Splatter’ the role of the system was to transport the occupants into the world of the St
James, back to the 1930s and decades after where the theatre was in its heyday. The Broadway Dance Steps provide a way in which a
representation of a time period, and an engagement of the occupants can combine to create an embodied response by the public. This
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form of signalling direction remains subtle in aesthetic, without intruding on the everyday movement of the CBD.

Fig.102.

WALTZ

Forward Progressive Step
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Fig.103.

FOXTROT

Right and Left Walk
Image by Author
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To further test the strategy for a body and movement lead design, three of the sixteen installations will be explored following the
strategy, as an embodied response by the designer. Hereby moving across scales from the urban plan to the intimacy of an embodied
interaction. The following installation designs will focus design intentions on a consistency in motivations, each design will be driven
by these elements:
Expression of Embodied Theatre Response
Each design has an overriding theme generating a design driven by the St James Experience. These embodied experiences in the
theatre are expressive of past occupancy whilst conveying unfamiliar emotion to convey understanding of the act of theatre itself.
Interactive Stimulation
In order to enhance the embodied experience of the user and stimulate a conscious sense of intuitive response, each design will have
an interactive ephemerality reflective of the overriding theatre response.
Aesthetic Intent
Each design will have a cohesive design aesthetic. With a shift in scales, a coherent language through materiality and form will
introduce a design style that is driven by a reflection on the St James.

Installation One
Building – PwC Building
Theatre Response – Ticket Booth

Installation Two
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Building – ASB Bank Centre
Theatre Response – Back Stage

Installation Three
Building – The Ascot Metropolis
Theatre Response – The Hierarchy Pathway to Theatre Box
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Fig.104.

Wayfinding Nodes
Image by Author

CONCEPT ONE
building -- PwC Building
theatre RESPONSE -- Ticket Booth

CONCEPT THREE
building -- The Ascot Metropolis
theatre RESPONSE -- Hierarchy Pathway
to Theatre Box

CONCEPT TWO
building -- ASB Bank CEntre
theatre RESPONSE -- Back Stage
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4.3.2 INSTALLATION ONE
BUILDING -- PwC Building
THEATRE RESPONSE -- Ticket Booth
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Expression of Embodied Theatre Response
The ticket booth in the past has been very much an act of presentation. In the St James’s heyday it was uncommon for an upper-class
citizen to purchase tickets from the ticket office. This act therefore required minimum effort on behalf of the wealthy theatre goer.
The cigarette girl of the 1930s is a tradition that is comparative to the presentation of goods at the ticket booth or nibble nook, an
act reflective of class within the theatre structure. The cigarette girl however employs a sense of ephemerality, unlike the ticket booth
confined within an allocated zone, her implied movement emphasizes the act of the effortless purchase.
As the first installation in the ‘splatter’ the cigarette girl is the entry point to the journey of theatre. The purpose of this tradition is
to inform the public on choice, on the route to the St James. The design works at a human scale, producing the cigarette girl as a
wayfinding strategy, conveying the masterplan to the public. A small scale model of the city layout highlighting the installation points
across the city, will act as the presentation of goods, giving the audience an overview of the multitude of options in which they can
intuitively map out their journey.
Interactive Stimulation
As the installation is in reflection of the Cigarette girl, conveying minimal physical interaction between the vendor and the customer,
this installation will remain somewhat presentational. The public can experience the surface of the model through touch as they are
informed of the path ahead however the essence of the ticket booth conveyed in the Cigarette girl sculpture will remain as a purely
visual interaction.
Aesthetic intent
As the introductory installation of the wayfinding strategy, the aim of this installation is to convey the essence of theatre. Though not
initially speaking of the language of the St James the cigarette girl will illustrate a theatrical experience (which draws comparisons to
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not only past events in the theatre but for the younger generations the doughnut boy at a rugby match).
As a simplistic form created from white mesh this leaves the option for the public to draw upon their own past experiences without
forcing a particular way of thinking. Each person will draw their own interpretation of the installation whilst bringing past experiences
of performance, whether in the theatre or another means of presentation to the forefront of their stream of consciousness.
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Fig.105.

Fig.107.

Fig.106.

Fig.108.
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Fig.109.

Edoardo Tresoldi - Basilica di Siponto
On the site of great archaeological significance in the southern Italian region of Puglia, Edoardo Tresoldi an Italian artist constructed
a monumental wire mesh sculpture in place of the remains of an early Christian church. The sculpture tells the volume of the existing
church whilst at the same time, channels a relationship between the ancient and the contemporary influences. (Azzarello)
Creating a light and transparent volume the mesh creates an aesthetic which creates visions of past occupancy whist emphasises the
‘ghostly’ quality as a monument to the original structure. Here materiality prompts the occupant to reflect on the past occupancy of
the space. (Azzarello)
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Fig.110.

Cigarette Girl

Ink and Charcoal on Paper
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Fig.111. Wayfinding Concept Model
Ink on Paper
Image by Author
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Fig.112.

Wayfinding Tray

Image by Author
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Fig.113.
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4.3.3 INSTALLATION TWO
BUILDING -- ASB Bank Centre
THEATRE RESPONSE -- Back Stage
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Fig.114.
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Fig.116.

Fig.115.

Fig.117.

Expression of Embodied Theatre Response
During the authors embodied response to site analysis, standing at the edge of side stage, looking down to the pit of the dressing
rooms where the stage once laid, was an area of the theatre that held particular strongly felt embodied response. The fears of an
intimidating watch of the audience and the anticipation of the lights drew comparisons to childhood memories of the stage, whilst
the graffiti on the walls of the dressing room instigated the emotion of eagerness and anticipation built up from hours of rehearsal.
This is an emotive response that can only be felt by someone who has had past experiences of the stage, an emotion that is particular
to a certain profession.
The feeling of the watchful audience and the nervous wait can only be exaggerated with the journey that pre-empts that moment. The
passage from exiting the dressing room up the stairs, through the side stage machinery into the wings, prompts a build-up of suspense
to the climax of the performance. St James theatre consists of the dressing rooms and preparation spaces located beneath the stage
with a narrow staircase exiting side stage for the performers to enter into the wings. This is a unique feature to the St James, reflected
on the site to add a feature to the installation that is specific to the theatre itself.
As an emphasis on the anticipation of the watchful audience, the installation is constructed of a singular narrow path way with the
intrusion of chairs protruding out of the wall. The intimidation of the audience at this stage is at the forefront of the performer’s
consciousness as they begin their journey from the comfort of the dressing room. As the journey continues the intimidation of the
audience becomes increasingly prevalent as the chairs of the wall become more intrusive on the bodies pathway.
The pathway follows a curvature from the ground floor onto the first canopy utilising the existing levels of the site. Progressing around
to the final most confrontational canopy on the ASB Centre, symbolic of the theatre stage. It is at this point where the occupant of
the journey is confronted with the realisation of the stage and its qualities as the climax of a suspenseful journey emphasised by the
curvature obscuring the exit.
Aesthetic intent
Similarly to the first installation, this design is somewhat discrete in its appearance and scale. The pathway sits comfortably in the
existing building fabric intertwining between the canopies which protrude out onto the street as if conducting a presentation to the
passing traffic.
The materiality of the installation speaks of the same language to the initial installation, with the chairs being formed out of a white
mesh. It was important in the design of this installation that the form speaks for itself as symbolic of the theatre not over ridden by
an intrusive materiality. The wire mesh speaks of the language of the back stage theatre, of the machinery behind the functionality
of a performance.
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Fig.118. Emotive Plan
Ink and charcoal on paper, inverted
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Fig.119.

Immediate Context

Ink and charcoal on paper
Image by Author
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Fig.120.

Entrance

Ink and charcoal on paper
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Fig.121.

Intimidation of Audience

Ink and charcoal on paper
Image by Author
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Interactive Stimulation
The two walls of the narrow walkway aim to emphasize the qualities of the backstage experiences. The wall to the right of the
procession consists of the intrusive chairs of the watchful audience, the opposite wall however conveys the essence of interactive
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stimulation. This is a double skinned façade featuring an internal membrane of translucent fabric covering an external printed wall
featuring imagery and articles of past productions performed at the St James. In order to read into the past of the theatre, the occupant
must interact with the wall pressing back and stretching the translucent fabric onto the printed surface to clearly view the imagery
behind.
As the performer progresses through the journey to the stage, influences of past performers become more predominant. The
installation produces a similar emotion by tightening the gap between the two membranes as the occupant progress up the path way
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allowing the influence of past productions to become visible.

Fig.122.

Interaction with Past

Ink and charcoal on paper
Image by Author
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Fig.123.

Hidden Climax

Ink and charcoal on paper
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Fig.124.

Pinnacle

Ink and charcoal on paper
Image by Author
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4.3.4 INSTALLATION THREE
BUILDING -- The Ascot Metropolis
THEATRE RESPONSE -- Hierarchy Pathway to Theatre Box
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Fig.126.
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Fig.127.

Expression of Embodied Theatre Response
Walking down the steps of the dress circle towards the private boxes, an expression of past events becomes apparent. There is a
rich history of hierarchy in the theatre hidden within the layers of the past not seen by the naked eye. The private boxes were not
often used in an everyday performance however the pathway to reach the box was one that was walked by thousands that perched
themselves in the dress circle in the anticipation of a performance. That same pathway once graced by the Queen for ‘The Royal
Variety Performance Show’ of 1981 encapsulates an audience relationship with a figure of class and power.
Viewing the recording of the Variety Performance for Queen Elizabeth II, film as a representation of the act shows the queen
progressing past the eager ‘commoners’ in the dress circle seats. An apparent sense of hierarchy is evident as the auditorium stands
still to welcome a promenade of higher class into their elevated platform.
As an expression of the presentational act of this movement. One can imagine the confusion of the average audience member, eager
to watch the royalties every move and reaction, however responsive to the performance happening on the stage. At this point there
is a conflict as to where the main performance is being held. This confusion and hierarchy is an experience driving the design for the
third installation at the Ascot Metropolis. In order to reflect the confusion of the dress circle itself, the design drew its influence from
M. C. Escher’s “Relativity”, transforming the St James Dress Circle to an expression of an illusion. This then generated the form of the
installation with a representation of the dress circle structure inverted to protrude downwards into the interior of the installation.
The Ascot Metropolis itself has a natural hierarchy in the site in which an elevated pathway adjacent to the building looks down onto
a courtyard space bellow. With a canopy form of theatre structure stretched over the site, a natural form of hierarchy exists, an upper
level where occupants can look down on the audience of ‘commoners’ below.
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Fig.128. Performative Confusion
Ink and charcoal on paper
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Fig.129.

Emotive Plan

Ink and charcoal on paper, inverted
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Fig.130.

Immediate Context

Ink and charcoal on paper
Image by Author
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Fig.131.

Expression of Structure

Ink and charcoal on paper, inverted
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Image by Author

Fig.132.

Aesthetic intent
With the balls representing the theatre walls and the ceiling structure being representative of the auditorium seating, the overall
aesthetic of the theatre is embodied in the installation, whilst providing mental stimulation and the confusion the hierarchy of the
theatre holds.
This design is expressive with the same aesthetic language as the previous installation. The chairs elevated above the inhabitant are
constructed out of white mesh to highlight the structure above, a replication of the structure of the theatre. The balls are designed out
of resin of different translucencies to achieve the design intent, with varying comprehension of the article encased within.
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Fig.133.

Interior Perspective

Ink and charcoal on paper
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Fig.134.

Mesh Chairs

Ink on paper
Image by Author
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Fig.135.

Interactive Curtain

Ink and charcoal on paper
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Interactive Stimulation
Though the inverted theatre structure is expressive of the St James, this may not be evident to the occupant as a strictly St James gesture. In
incorporating an interactive quality to the space it was important to reflect upon qualities of the theatre that are individual to the St James’
aesthetic and past occupancy. Just as the walls of the ‘Back Stage’ installation became the interactive experience, this installation speaks the
same language with the walls constructed of kinetic strands of balls expressive of the theatres past.
The Balls cast of resin, encapsulate articles that tell the story of the theatres history and the public’s passion of the restoration of the theatre.
As the opacity of the balls vary, the combination of specifically placed strands generate the image of the ornamentation of the theatres walls,
an ornamentation specific to the St James. Whilst these balls viewed from a distance represent the aesthetics of the St James, each strand
provides a sense of interaction with elasticity in the strands providing the opportunity for the occupant to climb in and out of the installation.
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Following the investigations of form and experience in concept design, the strategy then dictates a progression into developing the design
through a tactile response. In designing through doing, the designer is able to explore the ideas generated from drawing into the tangible,
interacting with the material just as the occupants of that space would replicate.
Working between ink on paper and physical modelling the author simultaneously replicates the methodology of the St James’s architect
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Henry Eli White, whilst interacting with that idea in a physical form.

Fig.138.

Depictions of Mesh Chairs
Ink on paper
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4.4 Develop Design through a Tactile Response

Fig.139.

Primary Structure

Ink on Paper
Image by Author
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Fig.140.

Scale Theatre Seat Model
Wire Mesh
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Fig.141.

A Tactile Response

Wire Mesh
Image by Author
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A Tactile Response
Wire Mesh
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A Tactile Response
Wire Mesh
Image by Author
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A Tactile Response
Wire Mesh
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A Tactile Response
Wire Mesh
Image by Author
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Fig.142.

Ball Strand Ground Connection Detail
Ink on paper
Scale 1:2
Image by Author
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Fig.143.

Ball Strand Model

Resin, Paper, Wire Rope and Spring
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Fig.144.

St James in the Details

Resin, Paper, Wire Rope and Spring
Image by Author
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Fig.145.

Tactile Interaction

Resin, Paper, Wire Rope and Spring
Image by Author
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Tactile Interaction
Resin, Paper, Wire Rope and Spring
Image by Author
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Tactile Interaction
Resin, Paper, Wire Rope and Spring
Image by Author
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5.1 Affect in Design Realization
The Strategy
I began this thesis with a passion for theatre and all things performance. I conclude in much the same way but with a greater
appreciation of the opportunities the theatre industry can provide to engaging the public in an embodied interaction across the
urban scale. This research generated a greater understanding of the mind and body of the occupant, and illustrated the possibilities
an embodied design process could give to not only the theatre industry as a case study but to other areas within the architectural
field as well. The embodied design strategy proved to generate a more complex system of investigation than initially anticipated. The
argument of introducing an embodied design through allowing myself as the designer to be fully connected with the process, proved
to not only answer questions of interaction and movement, but opened further queries on impact across a multitude of scales. The
original strategy generated from the complexity of research about body and movement proved to be generic in structure, illustrating
further investigations into the methodology of design were required as a critical reflection of the design process itself.
In introducing multiple installation designs I found that the linear structure of the strategy separated into the different stages was
difficult to obtain, with the embodied design process blurring the boundaries between each category. This revealed that in order
to be fully engaged in a process of embodied experience one has to allow the process to become tangential, with new branches of
investigation an almost certainty. A re-imagined strategy diagram would become much more complex in its form in order to be
communicated as less of a step by step guide and more of a way of intensifying the designer’s natural intuitive direction of exploration.
The Methodology
The St James exploration began with an experience that connected to my subconscious recollection of past and brought it to the forefront
of my conscious familiarity of space. Through the art of drawing, these ideas of a theatre influenced by an embodied interaction of
space were only intensified. With ink on paper tracing the lines of the theatre architect Henry Eli White, an understanding of his
process was generated from the pen through the hand into the mind, emphasizing a connection between past and present within
an interpretation of his movement. Each stroke or mark prompted by a thought brought into a tangible reality marks a complexity
of ideas, letting the lines characterised by speed, pressure and steadiness of a gesture speak in their own right as a representation of
experience. Where as a whole the lines generated by my interpretive movement symbolized the thoughts generated some 90 years ago.
Similarly the drawing process of interpreting intuitive ideas for the design outcome, marked an expression of my state of mind while
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designing. The crisp ruler confined lines speak to the viewer with a confidence and certainty in decision making whilst the more fluid
sketched line speaks of the ephemerality of the occupant understanding the space as an interactive encounter in which the interaction
cannot be assumed. My choice of medium in which to express these notions, varied from paint on large format paper for the quick
expression on an interpretation, the precision of an F grade pencil through to the confidence of an ink pen and the fluidity and
uncertainty of charcoal, all expressing my mind at work. The dotting technique is a gesture that in the moment was an intuitive act
to resemble the patter of feet on the streets of Auckland, quickly developing to illustrate the complexity of movement and symbolize
the body in action.
Confidence in a choice of media is a quality often overlooked in today’s architectural practice. With a hierarchy on efficiency it is easy
to see why the traditional method of hand drawing is increasingly becoming obsolete. The dedication to committing to a manual
methodology was at times testing. The frustration of repetition that could so simply be replicated with a Ctrl-C on a Key board was
a frequent obstacle. The result of this dedication however represents a design with a backbone of heritage and an expression of the
body and mind at work.
Physical modelling in the development of the Theatre Hierarchy concept created a tangible representation of the ideas produced
through hand drawing. The scale model of the mesh theatre seat provided a visualisation of the 3D form and an understanding of
the mode of construction required. Similarly the model of the balls constructed at a 1:1 scale provided a direct connection between
myself as the designer and the occupant of space, interacting with the form as it would be built on site, thus testing the validity of the
hand drawn detail.
The Design
The strategy aimed to direct a design lead by body and movement. It began with an embodied response by myself in order to result in
a design of an embodied experience for the occupants. Though difficult to remain in the linear structure of the strategy, the essence
of the strategy in following the path of intuition, tactile and haptic response produced three evocative designs. The strategy produced
designs in a range of scales, from the discrete Cigarette Girl standing at the edge of the PwC Building, the corridor of the Back Stage
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clinging to the canopies of the ASB Centre, through to the grand replication of the dress circle on the Ascot Metropolis’ undulating
site.
These design solutions capture an embodied response of the viewer stimulating an internal connection to the St James as the
‘mothership’ of theatre in Auckland. Through both aesthetic considerations and the emotional connection of qualities of space, the
designs represent both physical and sociological connotations to the theatre both past and present. Where the cigarette girl is a figure
of the 1930s, the present association to this image is of the doughnut boy at a stadium. The backstage and hierarchy installations
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represent interpretations of the emotions of past occupants of the theatre, however are relevant to present performative experience in

which the occupants of the installations can draw their own association.
The interaction of the occupants is the essential quality of the installations that create an embodied response and affect in the design
realization. The detail design phase through a tactile response was here key to understanding how each element of the design would
be built in order to have a seamless interaction by the Auckland public.
The physical environments in which the occupants can explore through interaction introduce a mind and body connection, stimulating
a relationship generally restricted to our subconscious in every day movement. The architecture we are surrounded by, from work to
home, are typically lacking of interactive stimulation, dictating the movements of the people, setting a routine of repetitive activity.
By infiltrating a ‘Splatter’ of interactive fragments of the St James, I am posting a reflection on not only the future of theatre but on a
city wide embodied balance.
Urban Infiltration
By placing interactive fragments of the St James across Auckland CBD I have conducted a choreography of movement across an urban
space just as a choreographer places dancers in a synchronization of movement on stage. The journey of performative wayfinding
throughout the city prompts the body into action, setting a game of investigation and discovery. Designed as a journey from the
entry point of the Cigarette Girl near the Auckland Viaduct, following a journey of discovery, stimulating an understanding of each
of the fragments of the St James, the journey leads eventually to the theatre itself. The process of wayfinding however illustrates the
possibility of spontaneity within the master plan, allowing the aspect of discovery at any point within the journey. A person may
stumble across a mark on the footpath of the footsteps to a 1930s dance style pointing in the direction of the St James and begin an
impromptu route of discovery, governed by the individual’s perception of that experience.
It is important to reflect on the design realisation as an intervention for the community of Auckland. As a series of new installations
across Auckland, the excitement and interest driven by the temptation of the unknown will provided an initial hype over the
interventions for a temporary period of time however it is foreseeable that this will diminish with time amongst the residents of
Auckland. The majority of occupants within the framework of the intervention will then rely upon the visitors to Auckland, setting
out on a wayfinding journey, navigating through an unfamiliar city, enhancing the experience of discovery and stimulation.
The design intention before addressing the testing ground of theatre, aimed to design for body and movement at an architectural scale.
The outcome of the strategy however produced a design with an interior perspective, situated across an urban topology. This opens the
possibility for further development into how this strategy can produce an embodied response over an architectural scale.
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5.2 Conclusion
The strategy for design dictated by body and movement research set out to illustrate a new way of thinking the architecture of theatres
as an application of the design process. The St James Theatre as the case study within the criteria for site selection throughout this
thesis has been at the forefront of Arts and Culture media in Auckland. Its ongoing struggle to be restored back to its original beauty
is a journey that is far from over. This thesis has followed headlines throughout the year, tracing the theatres progress as its need of
funding became evermore prominent. The construction of the St James Suites being a primary source of funding for the St James, and
the seed of idea generation for this thesis, questioned the need for another high rise building in Auckland, prompting the intervention
of ‘the splatter’.
As of the 21st of December 2016 at the final stages of the design process of this thesis, the developer of the St James suites pulled the
plug on the construction of the 300 apartments, causing yet another delay in the journey to restoration for the St James.
The St James’ owners, the Auckland Notable Property Trust, now more than ever are in need of the Government to provide the
necessary funding to complete the restoration. St James advocates are pressing Arts, Culture and Heritage minister Maggie Barry
to open the National Heritage Fund, to see the theatre back in use. The ever increasing commercial landscape driven by an ever
fluctuating economic motivation rather than the wellbeing of its inhabitants, is what was supporting a historic cultural gem in
Auckland’s CBD. Now the suites like many other high rise buildings have failed to provide the necessary support for the culture and
embodied stimulation of its occupants.
This thesis set out to explore the ways in which the human body and its movement in space can challenge the way we think about
the built form at an architectural scale. The generation of a strategy formed by an interpretation of the body and movement and its
relationship to architecture as a primary focus was the primary way in which the way of thinking architecture could be translated
into a step by step formula, able to be applied to any area within the architecture field. Using theatre as the testing ground, strengths
and weaknesses of this way of designing were established and ultimately produced a developed understanding of how this way of
designing can improve the translation of the designers mind into the mind and body of the occupant.
This thesis grounds itself in a dedication to the mind and body, producing an exemplar of generating design through the natural
processes of body. It situates itself in the realm of theatre both in its tangible and intangible qualities, whilst dictating the traditional
processes governed by the historic art form. By stimulating an embodied response we look to perceive ourselves in our bodily
existence, bringing our subconscious movements into our conscious recollection of our body as the Perceptive Being.
Whilst this thesis did not result in a final design outcome, the design results challenge the way we look at the future of theatre. This
thesis not only challenges the common practice of methodology, it questions the traditional way we address the design process and
how we perceive the definition of architectural space.
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