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abstract

The thesis Makers of Moments develops 
a series of holiday architectures that 
inspire unique and profound experience 
with the ultimate purpose of facilitating 
memory through place.

The development of a ‘unique and 
profound’ experience will be carefully 
considered, recognising the importance 
of positive and memorable experiences. 
This research takes the position that 
design has the potential to aid the 
development of memorable experience 
of place to build stronger memory 
with the understanding, that through 
these memories there exists many 
positive sociological and psychological 
effects. These include strengthened 
recollection of past, the development 
of personal identity, and even building 
national identity (McCabe, 2009, p. 
683) (Shaw, Havitz, & Delemere, 2008, 
p. 17) (Schänzel, 2010, pg.26).

Using the holiday experience as 
context, and the holiday-associated 
architectural typologies as ‘place’, 
the thesis will emphasise a design-
led research process that emphasises 
phenomenology where multi-sensory 
design is the main motivator to provoke 
memorable experiences.

Fig. 1/ A quintessential New Zealand summers outlook
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Prelude

From our youth, experiences linger and 
memories persist within our minds. 
Times of our childhood form our own 
stories and play a part in constructing 
how each one of us sees ourselves. 

“Our family stories have a secret power: 
they play a unique role in shaping our 
identity and our sense of our place in the 
world. They give us values, inspirations, 
warnings, and incentives. We need 
them. We use them. We keep them. 
They reverberate throughout our lives, 
affecting our choices in love, work, 
friendship, and lifestyle.” (Stone, 2017, 
pg 12)

When i look back on childhood, there are 
places and people that remain, now and 
always, poignant in my memory. Some 
places will only return to conscious 
thought if a certain sound, taste, smell, 
or feel ushers the memory back into 
existence. Still, other places and times 
have faded into obscurity, perhaps 
never to return. And yet some remain as 

constants throughout life, permanently 
present in mind. A winter’s night in the 
countryside town; my childhood home 
remains memorable, not because of a 
beautiful setting, nor because of any 
extravagant sensation. The lingering 
smell of bread dough fills the living room, 
an idle hum of the fireplace accompanies 
the murmur of the background television 
set, and to the hand, the timber door 
separating the kitchen from lounge is 
warm and smooth to the touch. This 
experience remains secure within a 
strong mental image.

Various components make up the lived 
moment: people, places, feelings, 
even ideas. Experience of place is an 
inherent construct of any moment in 
time, and so there exists the opportunity 
to apply intentional thought and design 
processes for the explicit purpose of 
affecting memory. is it possible for 
architecture to become a vehicle that 
facilitates the development of memory 
and remembrance? 

Fig
. 2
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This thesis was initially motivated by 
the author’s interest in increasing the 
accessibility of the memorable holiday 
experience, especially to those of less-
fortune. This interest has led to the 
framing of a speculated programme. This 
original intention prompted the overall 
direction of this design-led research.

in summary the programme asks the 
question: can the valuable holiday 
experiences be made more accessible 
and more poignant for a broader 
demographic within New Zealand?

The proposed programme explores how 
the construction of places of recreation 
and holiday (i.e. baches, cabins, huts) 
throughout rural New Zealand (within 
a form of charitable scheme), can be 

 original thesis 
Motivation

Fig
. 3
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developed to increase the accessibility 
of the holiday experiences for families 
who are limited by either financial or 
relational situations. The most optimistic 
of outcomes would see the reinforcement 
of memory formation, through positive 
experiences that encourage the 
development of personal and family 
relationship (McCabe, 2009, pg 683; 
Shaw, Havitz, & Delemere, 2008, pg 17). 
Furthermore places in which families 

go for leisure and recreation are more 
importantly places in which positive 
collective experiences are generated and 
are used to construct a social identity of 
self, through family.

This design led research will look at the 
development of a holiday architecture 
that provokes memories keeping such 
original intention in mind. 

Speculated ProgrammeDirection

Thesis Foundation/ I
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thesis Intent

This research falls within two fields: 
Neuroscience and Architecture. The 
overlaps between these two disciplines 
are not always clearly defined; 
complexities are born from jargon and 
distinct modes of thought specific to 
each discipline (Edelstein, 2008).

While this research is clearly situated 
(how can spaces be created for 
physiological and psychological effect?) 
the field of knowledge is anything but 
straightforward, as noted by Edelstein. 
The discipline of neuroscience include 
neurology and psychology, and 
within architecture sensory design, 
phenomenology, and affect all introduce 
various levels of technical and specific 
levels of understanding. 

For clarity and rigour, and to help respond 
to the research question the following 
three areas within the disciplines of 
Neuroscience and Architecture will be 
explored:

1. The processes of memory formation, 
retention, and recall in order to 
generate insight into the areas as to 
which the design of place can impacts 
the memory processes. 

2. The exploration of architectural 
composition of place in order to gain 
understanding of the effect of mental 
imagery on memory.

3. The role of senses in holiday 
architectures in order to generate 
insight into the way in which physical 
place can impact experience.

This field of thought explores how humans 
perceive the world in each moment. 
Working from a phenomenological 
standpoint that considers the perception 
of experience, the design process 
will develop components of place 
experience. Alongside sensory design, 
the processes and mechanisms of 
memory will constitute the second key 
area of theoretical exploration. They will 
provide a non-specialist synopsis of the 
important knowledge that will inform the 
forthcoming design-led research within 
the New Zealand context. 

Juhani Pallasmaa, Marco Frascari, Peter 
Zumthor, Alvar Aalto; key authors and 
architects within the field of architectural 
phenomenology and sensory design, 
are important to the development of this 
research. Architect David Chipperfield 
expresses his position in relation to 
such themes, he states “Architecture 
is something you should be inside and 
absorbed by. it is something which 
convinces you by experience more than 
impresses you by image” (Parsons, 
2015). it is this position that ultimately 
summarises the research intent, 
architecture should not be an image 
viewed externally, but a container of 
experience understood internally.

THESIS POSITION

Memory & 
Creativity

Holiday 
Architectures

Experience
& Senses

creative 
agency

value of the 
holiday

bach

historical

contemporary

stimuli

emotion

tactics

sensory modalities

processes
types

environment
 & memory

multi-sensory
emotion
mnemonic

changes

CHP1

CHP3

CHP2

Fig. 4/ Situating research within 
existing bodies of literature

Research Question: 
How can holiday architectures be specifically designed in order to provoke unique 
and profound moments for the purpose of creating memorable experience?

Research Field

Niche

Thesis Foundation/ I
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effects & objectives

The design-led research endeavours to 
explore the following:

1. Considered design that replicates 
the same memorable qualities of those 
unplanned and haphazard sensations 
within our memories. 

2. Design with the experience of 
moments at the forefront of creative 
processes, rather than the technical, 
to produce profound experience. 

The design research is initiated through 
the exploration of material and sensory 
tactics for the purpose of memorable 
design. Recognising the subjectivity of 
this subject matter a level of objectivity 
is sought through grounding the early 
explorations in existing theoretical 
works.

Various theorists support the author’s 
position that the conventional processes 
of design generation tend towards 
a sensory flatness and visual one-
sidedness. Sketch, digital drawing 

3. The influence of the perception of 
place through the innovation of material 
and tactics of its implementation.

4. Periods of get-away that emphasise 
the bodily experience in place, where 
perception is accentuated, for the 
purpose of making memories and the 
strength of these in recall.

and modelling can be examples of 
this as each stroke of the pen or the 
cursor becomes must be an explicit 
architectural component from the outset. 
Through the subjective and the personal, 
this thesis attempts to develop processes 
that engage the emotive and the sensory 
without being restricted by a restrictive 
design process. 

Poetic, painterly and abstract approaches 
are used to support the inherently 
technical development of a get-away 
architecture.

Processes

Fig. 5/ A family holiday at Millers Flat Motor Camp

Thesis Foundation/ I
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THESIS GOAL

processes

stages

sensory register
short term
long term

encoding
retrieval

experience

environment

senses

emotion

creative agency

memory

Fig. 6/ relationships between areas of research and thesis goal 
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in the early, 1950’s Ralph Gerard a 
renowned neurophysiologist and 
behavioural scientist acknowledged 
the importance that the mechanisms 
of memory held, yet difficulties in 
describing memory prompted Gerard 
to describe what the absence of memory 
would entail rather than the complexities 
of memory itself.
“Without memory the past would vanish; 
intelligence, often called the ability to 
learn by experience, would be absent, 
and life would indeed be a ‘tale told by 
an idiot, full of sound and fury, signifying 
nothing” (1953, pg 118). in this absence 
Gerard alludes to a meaningless in life; 
a past that has vanished, for experiences 
may come and go, but never is there the 
opportunity for recollection or recall. 

The absence that Gerard describes acts 
as a predictive indicator of what would 
occur if memory was non-existent, or 
suggestively here, if memory was not 
facilitated through experience. That is 
to say, if an unmemorable life signified 
nothing as in Gerard’s words, then an 
unmemorable experience too would 
signify nothing. if experience did not 
generate memory, then those valuable 
lessons and experiences of our past 
could not inform our future.

This relation between present and future 
is expressed by de Lourdes Luz and Dos 
Santos, “Without memory there is neither 
human present nor future” (2004, pg 99). 
They stress an irrelevance of a ‘present’ 
experience and the future that follows if 

why Memory?

Fig. 7/ 

memory is not developed. The example 
from Gerard is given to illustrate why 
memory has become a key construct 
within this research topic. if there are 
lessons learnt and an understanding of 
self-developed during a moment in time, 
then the memory of such moment is vital. 

Within the domain of architecture, the 
reflections of Aldo Rossi similarly point 
to the real significance that memory 
and specificities of experience have on 
reality and personal identity. “[a] memory 
[cannot exist] that does not emanate from 
a specific moment: only the union of the 
two permits the awareness of one’s own 
individuality and its opposite” (1981, 
pg 62). So we gather those moments 
of experience in time and in place, 

these specificities that construct our 
experiences, and form our memories 
and conceptions of self.
 
The role of memory informs our 
present selves with lessons from past 
experiences, and past experiences are 
the product of time and place. Experience 
in place is intrinsic to memory. As Clare 
Cooper Marcus voices when speaking 
of place, “feelings cannot occur ‘out of 
space’ any more than they can occur ‘out 
of time’ “ (1992, pg 111). The essential 
link between place and experience, 
and then experience and memory, is in 
essence the very core of this research.

Fig. 8/ 

Memory & Creativity
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theorists propose that memory is a product of sensory perception and a system of 
complex neural responses for the storing of information. the discussion of the memory 

processes reveals the direct link that the experience of environment and the senses 
perceived have on the formation of memory. Understanding how this process works will 

provide guidance towards design sympathetic to the processes of memory.

what is Memory?

When memory is conceptualised, 
psychologists consider memory in terms 
of types, stages, and processes.

One universally accepted model that 
represents the processes of memory 
is the Multi-Store Model, by Atkinson 
and Shiffrin. it represents memory as 
series of repositories for the storage 
of information and events (Sternberg, 
2011, pg. 194). Their model effectively 
separates memory into three separate 
‘stores’ existing in a three-step linear 
process; from the sensory register (SR), 
into short-term-memory (STM), and then 
into long-term memory (LTM). 

Each store, or step in the process, exists 
as a unitary structure that can be defined 
by characteristics of capacity, duration, 
and encoding. Encoding defines the way 
in which information, or stimuli from 
the environment, is changed so that 
it can be stored in memory, capacity 
concerns how much information can be 
stored, and duration refers to the time 
that information can last in the memory 
stores.

The SR is the initial store of the process, 
it occurs as a near automatic mental 
representation of how environmental 

events exist. This process is the brief 
mental collection of raw unprocessed 
information that defines the event, such 
as how it looks, sounds, feels, smells, and 
tastes. The existence of this information 
is ultra-short-term of up to a few seconds. 
The sensory system exists as the receptor 
for all information that will later form 
permanent memory. As no information 
processing takes place during this stage, 
the sensory stimuli received remains 
dependent to the sensory type through 
which it was received. This results in 
sub-types of memory for each sense and 
therefore each sensory mode needs to be 
experienced if it is to form the memory 
of such a moment. 

All sensory stimuli of experience is 
received within sensory memory, 
however not all information is transferred 
into short-term memory (STM). The 
process of attention is the determinant 
of memory transfer. Attention can 
be focused, selective, peripheral, or 
sustained, and it is the characteristics 
of this attention that acts as a buffer and 
limits the transferral of information to 
the next store. This cognitive process of 
attention exists as the first stage of the 
memory formation process and provides 
opportunity in design. 

How is memory seen?

Stages 

After the SR has generated a mental 
depiction of the environment, 
information is transferred to the second 
store, STM (Sternberg, 2011, pg. 194). 
This phase of the memory system is the 
conscious recognition of information 
after being categorised and passed 
on from the SR (Roediger iii, Zaromb, 
Goode, 2008). This store is limited in 
capacity, considered within the range of 
4 items to 7 items (Cowan, 2001) (Miller, 
1955), and only retained for a short 
interval of time of up to thirty seconds. 
STM refers to the active retention of 
information after the stimuli within 
the environment has ceased. STM is a 
necessary step toward the next stage of 
memory retention. Short-term memories 
will quickly disappear unless a conscious 
effort to retain them is made through the 
process of consolidation, which involves 
rehearsal and meaningful association. 

The LTM the final stage of the multi-store 
memory model. This form of memory is 
capable of storing large quantities of 
information for a theoretically unlimited 
duration. The ability to remember events 
and incidents from our childhood and 
youth is an example of LTM. LTM has 
also been synonymously been referred 
to as reference memory, as to complete 

any task an individual must refer to their 
own long-term memory. 

Different forms and levels of LTM exist, 
each with unique characteristics and 
design opportunities inherent to them. 

Long term memory is separated into 
two categories; declarative and non-
declarative. Declarative memory refers to 
those memories that can be consciously 
recalled, it is the knowing of facts and 
events. in contrast non-declarative 
memory is an unconscious knowing, an 
unconscious memory of skills, the ‘doing 
of things’, and body movements. 
This research will explore the recollective 
nature of episodes within declarative 
memory, as well as the potential 
implications of emotional form of non-
declarative memory. Within declarative 
memory episodic memory refers to 
first-hand experiences that we have 
encountered, and in general corresponds 
to events of one’s personal past. Within 
non-declarative memory, emotional 
memory “involves retention of classically 
conditioned emotional relationships 
that cannot be voluntarily recollected or 
reported” (Baars, & Gage, 2010). 

Fig. 9/ 
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Associations are created between the 
stimuli experienced and the cueing 
of thoughts when the stimuli is again 
encountered. it is a non-conscious 
response when presented with a 
previously experienced stimuli within 
the environment “such as the feelings of 
hunger you get when smelling the aroma 
of favourite food truck while walking by” 
(Dumper et al., n.d).

Memory is the ability to encode, store, 
and retrieve information that the human 
perceives or interprets from their 
environment. There exists a series of 
complex neurological and physiological 
processes involved in the formation of 
memory. Stages among these processes 
of the memory mechanism can be 
directly tied to environmental stimuli. 

The decisive first step of the memory 
process is encoding. Encoding allows 
perceived information sourced within 
the environment, through sensory 
perception, to be converted into a 
construct that can be stored in the 
brain, and later recalled. This process 
is sensory dependent with four primary 

encoding types: acoustic, visual, tactile, 
and semantic. 

“Following the encoding of a new short-
term memory a consolidation process 
must take place if it is to be retained in 
the form of long-term memory. Before 
consolidation, short-term memories are 
in a fragile state, and subject to decay 
quickly. in this process of consolidation, 
the brain will organize and reorganize 
itself in response to the experience, 
creating new memories generated by 
this experience” (Memory Consolidation, 
Luke Mastin, 2019). 

After encoding, retrieval is the process 
through which individuals access 
information previously stored. This 
process of remembering is not a 
reconstruction of the precise experience, 
rather it can be seen as a ‘creative re-
imagination’ based on a series of stored 
sensory information sourced from the 
environment (Memory Consolidation, 
Luke Mastin, 2019). Therefore, strong 
acoustic, visual, tactile, and semantic 
environmental stimuli are likely to 
be formed in the memory during this 
‘creative re-imagination’ process.

Fig. 10/ 
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Originating from the discussion of the memory processes, a number of ‘stages’ appear 
to hold potential implications on the role of place design and the formation of memory. 

tactics for Memorability & remembrance

During the mental representation of 
the environment within the SR, select 
sensory stimuli are cognitively attended 
to. This selective process of attention 
determines what elements from an 
event, environment, or experience are 
transferred to the recollective memory 
stores that will provide the basis of all 
future memory. if the purpose of place 
in this research is to become memorable, 
there exists an apparent opportunity to 
design elements of place that generate 
focussed attention. 

Influences of Emotion on Learning and 
Memory provides an insight into the 
role that emotion holds on the process 
of attention. The authors submit, 
“Emotion has a substantial influence 
on the cognitive processes in humans… 
[where] emotion has a particularly 
strong influence on attention, especially 
modulating the selectivity of attention 
as well as motivating action and 

behaviour” (Tyng, Amin, Saad, & Malik, 
2017). This memory process alludes 
to a strengthening of memory making 
through place, however questions 
remain; ‘What elements of architectural 
design should attention be focussed?’, 
and ‘Can emotion be designed for in 
place?”

The Atkinson & Shiffrin memory 
model depicts encoding, the sensory 
perception of experience, as the initial 
step of the memory formation process 
(Sternberg, 2011, pg. 194). These 
sensory components of place are the 
earliest constructs of memory. The 
physical environment is intrinsic to 
memory. Therefore, a designed emphasis 
of the sensory modalities that place 
engages will increase or strengthen 
the sensations perceived from the 
experience. A more vivid perception 
of the experience enables a more vivid 
mental representation of place, and 

applicability to architecture

1. emotion in place experience can strengthen memory formation.
2. Increased engagement of sensory receptors strengthens the first stage of memory formation. 
3. Considerate use of design elements to limit complexity of experience.
4. Inclusion of previously acquired knowledge or personal associations.

subsequently increased memorability. 
The process of STM suggests a third 
implication within the role of design 
for memory. Miller’s Law states that the 
human mind has a limited capacity for 
immediate memory of around seven. 
The active capacity of memory then 
is significantly less than the complex 
series of stimuli received through 
the sensory system in any moment. 
Discussion from designer Martin Jancik 
alludes to design implications arising 
from the limited capacity of STM store. 
Jancik suggests that a content heavy 
user interface without distinguishable 
elements would overwhelm the users 
STM. if the same is applied to the 
architectural experience (a complex 
sensory environment composed of many 
elements) could likewise overwhelm the 
individuals STM. Chun and Turk-Browne 
states that “stimuli that are to be learned 
must be selected” and that this “selective 
attention becomes crucial when there 

is competition between stimuli in the 
environment” (Chun, & Turk-Browne, 
2007). A larger quantity of competing 
environmental stimuli will result in 
a statistically decreased likelihood of 
being transferred into LTM. 

Mastin notes that by nature the human 
memory is associative, “[A] new piece 
of information is remembered better 
if it can be associated with previously 
acquired knowledge that is already 
firmly anchored in memory. The more 
personally meaningful the association, 
the more effective the encoding and 
consolidation” (Memory Encoding, 
Mastin, 2019). Elements of design that 
consider cultural meaning, acknowledge 
personal histories, or represent an 
individual’s own memory are tactics of 
association that appear to support the 
formation of memory. 

Fig
. 1
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Fig
. 1
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A mental image is the mental 
representation of things not currently 
seen or sensed by the sensory system. 
images consist of objects, experiences, 
events. As much as they display a visual 
component they also contain depictions 
of other sensory modalities (Sternberg, 
2011, pg 276). Downing states a key 
belief, that “memorable mental images 
of place are symbolic of the lives we 
live” (Downing, 2000, pg 4). Therefore, 
it is the ability to conceive and draw 
upon past memories to produce mental 
representations that embody our past. 
These mental representations are 
characterised as a form of episodic 
memory within the LTM system, as they 
provide recounts of autobiographical 
events (time, place, emotion, context). 
w
This position leads to the understanding 
then that the mental imagery of past 
episodes, within place, forms our 
identity: “We all retain memories of 
places. They identify who we are as 

individuals” (Downing, 2000, pg3). 
Downing plainly stated later that the 
specific mental image of place is a direct 
contributor to one’s personal identity, she 
says “Place images are integral to each 
individual, and the power they possess 
as specific images defines an individual’s 
identity” (Downing, 2000, pg10). Klein 
and Nichols in the study Memory and 
the Sense of Personal identity support 
Downing’s position, as they conclude 
with an informed conjecture that “the 
sense of personal memory is really a 
product of the episodic memory system” 
(Klein & Nichols, 2012, pg. 696). 

The personal self is shown to be 
defined by episodic memories of past 
events allowing for the recollection of 
experience in detail. These experiences 
are memorable for reasons not cognitively 
understood, however, embodied within 
each memory are certain stimuli and 
associated emotions and feelings that 
are poignant in our mental recollections. 

the self & Memory

Personal Identity

Memory & Creativity
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creative agency
The childhood mind is full of richness 
and intrigue, places captivate and spaces 
develop new meanings; our nostalgia is 
not a superficial but embodies what we 
once perceived, who we were surrounded 
by, and the environment that we 
inhabited. Reminiscing of the kitchen 
of his aunt Zumthor says “Memories like 
these contain the deepest architectural 
experience that i know” (Zumthor, 2012). 
This research seeks the celebration of the 
creative agency that childhood memories 
and personal experiences hold. Here, the 
influence is recognised and consciously 
used as a mannerism of creative design 
generation.

Eleni Bastéa editor of Memory in 
Architecture is a key proponent within 
the theoretical field of memory and 
place. Bastéa introduces this collection 
of essays in a reflective tone, stating 
her sentiment that most in academia 
will never admit to the creative agency 
of personal nostalgia, “Maybe it is not 
considered professional, relevant, or 
academic enough to allow ones dreams 
and experiences to explain, in part, 

the inception of building, a scholarly 
paper, or a book. We have perpetuated 
the myths that architectural design and 
research are rational processes, based on 
past history and factual considerations” 
(Bastéa, 2004, pg 5).

Contrary to Bastéa’s sentiments of 
the discipline, Peter Zumthor openly 
accepts the role of past memories in his 
practice, this nostalgia of past is actively 
engaged with and serves as a library 
of ‘atmospheres and images’ to draw 
upon during the creative process. in the 
opening lines of Zumthor’s influential 
text Thinking Architecture he reflects 
on a form of nostalgia that he entertains 
as he designs. Fragments of memory, 
architectural experiences, and sensory 
stimuli that embodied those moments 
of his boyhood. “When i think about 
architecture, images come into my 
mind… When I design, I frequently find 
myself sinking into old, half-forgotten 
memories” (Zumthor, 2012). These 
images act as reservoirs of architectural 
atmospheres that are explored within 
his work. Both Zumthor and Bastéa write 

Fig. 14/ Sketched impression of 
the sledding memory (Fig. 8)

Fig. 15/ Light play on Zumthor’s Serpentine pavilion
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about architecture as more than rational 
processes and factual considerations.

in discussion of Zumthor’s text in 
Thinking Architecture, Arbib expands 
on the term ‘half-forgotten memories’ 
that Zumthor writes of, these memories 
are “some of specific moments, some 
of general feelings, some of procedural 
skills” (Zumthor, 2012, pg 7). Arbib’s 
essay Towards a Neuroscience in the 
Design Process provides the argument 
that the emerging field of Neuroscience 
can, and perhaps should, inform the 
work of the architect- particularly the 
design process. He writes that those 
“half-forgotten memories… all serve to 
reshape the current direction in which 
imagination can lead the design process” 
(Albright, 2015, pg21; Zumthor, 2012, pg 
7). 

Creativity does not solely originate from 
an educated aptitude and technical 
mastery, but it is equally built on 
experience and the understanding of 
the workings of the world. Creativity 
may emerge from a lack of control. it 
is the removing of restrictions from the 

minds processes to allow it to wander, 
to mull over, and to ponder new ways 
in which questions and problems can 
be approached. This process comes 
not solely from the educated mind that 
is trained through academia, rational 
processes, and industry knowledge, 
but from experiences that the mind 
harbours.

The explicit examination of personal 
memory is undertaken for the purpose 
of searching for ‘reservoirs’ within my 
own memory, and looking through my 
past experiences to find what triggered 
those memory mechanisms that lead 
to lasting memory. The exploration of 
the vivid autobiographical memories 
of authors such as Marcel Proust, and 
Gaston Bachelard, might seemingly 
produce work of more academic or 
historical appropriateness, however 
such an approach would generate a 
superficiality because this approach is 
based on second-hand information- a 
reconstruction of presumed experience 
rather an understanding of first-hand 
experience.

Fig. 16/ Under the Macrocarpa hedge., a diagrammatic expression of memory.

Fig. 17/ Under the Macrocarpa hedge, a sketched impression
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1. Select sensory stimuli that are 
perceived from an environment are 
cognitively attended to. This selective 
process determines what elements will 
be transferred into the memory stores.

2. increased engagement of the sensory 
modalities activated in space will 
facilitate the development of a more vivid 
mental representation of place, which 
subsequently informs the formation of 
memory.

3. Short term memory has a limited 
capacity of up to 7 items, this restricts 
what information from the environment 
and the stimuli perceived by senses can 
later become LTM

key takaways

tactics

4. For memory to be formed stimuli 
from the environment must be selected. 
Attention.

1. Emotion in place experience can 
strengthen memory formation.

2. Emphasising engagement of sensory 
receptors to strengthen first stage of 
memory formation. 

3. Considerate use of design elements to 
limit complexity of experience.

4. inclusion of previously acquired 
knowledge or personal associations.
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This research recognises that 
environment-specific memory processes 
can inform design decisions. Through 
acknowledging the first stage of the 
memory formation process (the mental 
representation of an experience) the 
environment will be considered ‘place’, 
and this ‘place’ is the architectural 
typology that this thesis relates to (get-
away architectures such as the bach). 

Architecture is not only a space that is 
inhabited, it is is also experienced. it 
is a construct of our perceptions and 
physiological reaction. Lehman writes 
of architecture, not solely a container 
for life and life’s experiences, but also 
as a facilitator of positive emotion and 
human interaction. “Architecture has 
the inherent ability to act as a vessel 
through which occupants can not only 
perceive their world, but also engage 
with it through their intellect, emotion, 
behaviour and spirit” (Lehman, 2011, 
pg46). Architectural place should 
therefore be designed recognising its 
potential to be a facilitator of experience 
and an instigator of memory formation. 

A range of theorists and practitioners 
agree that memories are situated 
within place. Da Costa Meyer writes 
that “Memory preys on places: there are 
virtually no un-situated recollections” 
(2009, pg177). The connotations of 
seeking out that attaches itself to 
da Costa Meyer’s preying begins to 
portray, symbolically, the necessity of 
a relationship between memory and 
place. Lyndon shares his opinion, “Good 
places are structured so that they attract 
and hold memories; they are sticky- or 
perhaps you would rather say magnetic” 
(2009, pg65). Again, as in da Costa 
Meyer’s text, Lyndon discusses place as 

an attractor of memory, where memories 
are drawn towards place. Cooper Marcus 
again recognises the role of place in 
memory, but further she demonstrates 
an important link between the strength of 
individuals memories and place, “Many 
individuals most powerful memories 
revolve around places” (1992, pg 87). 
Good places are presented as conducive 
to the formation of memory. For place to 
be successful, it should allow personal 
memory to influence its physical form 
through allowing emotions, feelings, and 
understandings to be associated. 

Frances Downing makes the connection 
between place, memory and identity: 
“We all retain memories of places. They 
identify who we are as individuals. At 
the same time, they tie us to networks 
of people, culture and society.” 
(Downing, 2000, pg 3). This connection 
is integral to the validity and potential 
success of this research. it is with the 
presupposition and the support of 
such key texts, arguing that memories 
in place do produce positive human 
effect that the thesis originated. Chawla 
makes a connection between memory 
in environment to self-identity. Relating 
the concept of existential insideness 
from the works of Edward Relph, Chawla 
described an intrinsic link between 
self and place, “a feeling of being part 
of a place and its being part of oneself” 
(Chawla, 1986, pg 40). 

Chawla and Downing’s works provide 
support for the thesis position. They 
develop an understanding that place 
has the potential to build positive 
human effects within the memory 
formation processes, and can support 
the understanding of self.

an Intrinsic link Between Place & Memory

Fig. 22/ Castle rock house. the place of get-away 
memories, designed by influential herbst Architects

Senses & Experience
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Pallasmaa states that the common 
perception of place is through its visual 
expression, however he also says “The 
quality of a space or a place is not 
merely a visual perceptual quality as it 
is usually assumed. The judgement of 
environmental character is a complex 
multi-sensory fusion of countless factors 
which are immediately and synthetically 
grasped as an overall atmosphere, 
ambience, feeling, or mood” (Pallasmaa, 
2014, pg 230).

The architectural place is a product 
of designed elements that introduce 
sensorial stimuli to produce either a 
planned or an unplanned collection of 
sensorial qualities. This collection of 
environmental stimuli is the precise 
opportunity architect’s are presented 
with in design. There exists the 
opportunity to deliberately design for 
select senses and stimuli, to create a 
planned amalgam of sensory experience, 
rather than a haphazard and visually one-
sided sensory experience. 

The visual dominance in contemporary 
society is all too evident and Bowring 
points this out, “Design professions have 
tended to focus dominantly on vision 
which has long been considered the 
‘primary’ sense, while the other senses 
are considered ‘secondary’” (Bowring, 
2006, pg 157). As well as recognising the 
visual dominance in design profession, 
Bowring notes that the other senses are 
secondary, and by default these secondary 
senses receive less recognition. “Yet, in 
designing for time, and specifically for 
memory, it is these secondary senses 
that hold important potential” (2006, pg 

157). Equally of importance in Bowring’s 
previous statement is the ability to 
specifically design for the goal of 
memory. Strengthened memory is a valid 
and achievable goal through deliberate 
design. Downing explains the process 
through which this can be achieved, 
“in the design world, one of the most 
critical attributes of memory and mental 
image is the designers ability to interact 
dramatically with the mental images, 
adjusting its meaning and drawing 
from complex relationships- emotive, 
experiential, and objective”(Downing, 
2000, pg16). 

The crafting of the mental image is 
the key towards the construction of 
episodic memory, and the role of 
place in this process is enhanced by 
experience. Pallasmaa discusses the 
role of experience in architecture and 
states a vital link between senses in 
place and memory. Design lacking 
sufficient exploration of the complete 
sensory system will become one-sided 
and lacking the activation of the mind 
and relationship with the body, for “Every 
significant experience of architecture is 
multi-sensory; qualities of matter, space, 
and scale are measured by the eye, 
ear, nose, skin, tongue, skeleton, and 
muscle” (Pallasmaa, 2000, pg 78 ). The 
sensory perception of the environment is 
the user’s physical relationship to it; it is 
the definitive interaction between human 
and architecture. To generate successful 
architectural works the interaction 
between human and place needs to be 
actively considered, and this interaction 
is the perceiving of sensorial qualities. 

sensory role of architecture

Fig. 23/ Shadows, sunlit space, rustling canopies, and the 
salty sea spray define this stimulating space by K-StUDIO 
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Metaphorically, the grammatical 
properties of word-classes can describe 
the role the senses have in human 
perception. Vision acts as a noun, and as 
such is an identifier. It is an immediate 
identification of an object or place. Touch, 
smell, sound, and taste act as adjectives, 
and therefore act as descriptors. They 
are resultant expressions of the object/
place characteristics that develop 
understanding. Vision forms the 
memorable image of an experience, 
and when recalled this image fills our 
minds eye. However, it is the aromas, 
feelings, and sounds of the experience 
that associate themselves with this 
image, developing and layering both 
the meaning and understanding of the 
experience. 

Pallasmaa makes a distinction between 
vision and the remaining senses 
demarcating distinct typological 
differences between them, “The 
importance of the senses of hearing, 
smell, and touch (temperature, moisture, 
air movement) for the atmospheric 
perception arises from their essence 
as non-directional and embracing 
experiences” (Pallasmaa, 2014, pg 
230). Whereas vision can be somewhat 
disconnected yet immediate, as he 
writes, “Focussed vision makes us mere 
outside observers” ( 2014, pg 244).

With this understanding the design-led 
research processes within this thesis 
are formed, the visual realm will remain 
inherently important, however the roles 
of the supporting descriptor senses are 
seen as integral for the formation of 
experience and memory. 

The role of hapticity is countercultural. 
“Our culture of control and speed has 
favoured the architecture of the eye, with 
its instantaneous imagery and distant 

design, whereas haptic architecture 
promotes slowness and intimacy, 
appreciated and comprehended 
gradually as images of the body and the 
skin” (Pallasmaa, 2000, pg78). instead 
of a sensory expression that is available 
instantly, touch requires a physical and 
direct contact, one that can only fully be 
comprehended in a moment of slowness. 
Whereas the sense of vision is in and of 
itself an entity, touch can only be known 
through the physical interaction of 
place/ object, it is the product of another. 
Pallasmaa writes that touch produces a 
heightened closeness with architecture, 
generating an intimacy between 
person and place, “Tactile sensibility 
replaces the distancing visual imagery 
by enhanced materiality, nearness, and 
imagery” (2000, pg 78).

in the text The Smell of Memory: Sensory 
Mnemonics it is stated that the “most 
potent sense in evoking memory is 
smell” (Bowring, 2006, pg 158). Bowring 
evidences this claim by discussion of the 
brains structure. Smell signals are sent 
directly to the limbic system, the area 
of the brain that responds to feelings 
and memory. The process of smell 
bypasses several physiological processes 
characteristic to the processing of 
other senses producing a direct and 
unprocessed response to the stimuli. 
in recognition of the power of smell, 
Gaston Bachelard recollects the smell 
of raisins, “i alone, in my memories 
of another century, can open the deep 
cupboard that still retains for me alone 
that unique odour, the odour of raisins 
drying on a wicker tray. This odour of 
raisins is beyond description, one that 
it takes a lot of imagination to smell” 
(Bachelard, 1994, pg13). Similarly to 
Bachelard, Marcel Proust recalled a 
childhood episode with a pertinent link to 
aroma. in discussion of this Bartolomei 

senses & Memory

et al. summarised, “Proust constructed 
a detailed literary description of 
psychological characteristics of 
the reminiscence: its unexpected 
occurrence, the intense positive feeling 
resembling ecstatic sensation, and the 
vividness of the memory” (Bartolomei, 
Lagarde, Villalon, McGonigal, & Bénar, 
2016, pg 173). it is evident that smell 
is a pertinent and a powerful construct 
of memory, however the question 
remains how can it be designed for in 
architecture? 

Designer Jinsop Lee proposes an 
emphatic link between the engagement 
of the complete sensory system and the 
strength of experience (Lee, 2013). From 

Lee’s Ted Talk Design for all 5 Senses 
he proposes a evaluative measure of 
experience based on the 5 senses, 
with the most successful experience 
ranking high in all 5 categories. 
He draws the connection between 
memorable experience and the design 
implementation of multiple senses 
(Lee, 2013). Applied to architecture, 
integrating all sensory modalities in 
design will enable the physical design of 
place to draw on the memory-influencing 
characteristics of each sense, “Visual, 
auditory, tactile, olfactory, and taste 
senses are key to the way a person 
experiences. And by understanding how 
these experiences occur, designers can 
enhance them” (Lehman, 2017, pg 46). 
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Within space, feelings occur, and 
emotions are felt. Memories associated 
with these feelings are more memorable 
and dominant in our remembrance as 
discussed by several authors. The role of 
design therefore, and by extension the 
sensory design tactics, should promote 
experience and emotion. 

The experience of place generates 
emotion, and the memory of place is often 
strongly associated with emotion. Stamp 
iii concludes a meta-analysis of human 
judgement and recall with a statement 
regarding remembered experience and 
feelings, “Recollections of experience 
are apt to be highly colored by selective 
attention and feelings” (Stamps, 2000, 
pg151). Further, Cooper Marcus suggests 
that “the remembering of place may have 
less to do with the place per se, and more 
to do with yearning for the emotion or 
mood that it once evoked” (Marcus, 
1992, pg111). She stresses the essential 
link between the two, for ”any discussion 
of emotion and place must return to the 
observation that the two are inexplicably 
connected, not in a casual relationship, 
but in a transactional exchange, unique 

to each person” (Marcus, 1992 , pg111). 
Place should be “sticky”, and supportive 
in the act of attaching emotion and 
feeling (Lyndon, 2009, pg65). 

Emotion is the positive or negative 
experience that is associated with 
physiological activity. in summary of 
Dewey’s Art as Experience Di Salvo et al. 
writes that “Dewey regards emotion as a 
pervasive quality of an experience that 
serves to unify and shape experience” 
(Di Salvo, Hannington, Forlizzi, 2004, 
pg 288). Emotion is the characteristic 
of being in place that crafts experience. 
Cho and Kim’s study of users emotion 
in space supported literature that state 
sensory and perceptual factors as key 
constructs of emotion in experience, 
“the result shows that morphological, 
sensory and perceptual factors were 
the significant factors that influence 
emotion. Further, the result proves that 
users experience different emotional 
stimuli in accordance with … design” 
(Cho & Kim, 2017, pg 105). it is evidenced 
in this study that deliberate attention to 
sensory design impacts emotion in place 
experience.

generating emotion in architecture

Fig
. 2
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Several authors have provided extensive studies in the field of developing architecture 
for the purpose of reinforcing the development of memory. through unique approaches 
each of the authors consider architectural place with considerations of experience and 

memory. through consideration of the tactics or frameworks detailed in their texts a theo-
retical starting point for this research can be developed. 

tactics for Place Memorability

All discussion to this point has situated 
the thesis in the field of architectural 
experience, emotion in place, and 
sensory design. The discussion 
reinforces the position of this research; 
however, it has led to the question of 
“How can one plan specific architectural 
effects?” The work by Thiis-Evensen in 
Archetypes in Architecture begins to 
set in place concrete and actionable 
steps that can be implemented in design 
as an initiator of memory led design. 
These steps are developed out of Thiis-
Evensen’s personal view of architecture; 
he asserts that architecture is both an art-
form, and a construction. it is a facilitator 
of emotion and experience, but also a 
practicable and logical construct of built 
components (Ti Salvo, Hannington, 
Forlizzi, 1987, pg15). 

The work of Archetypes in Architecture 
systematically isolates each element of 
design for discussion, “in other words, 
behind the plurality of the many forms 
in history lies a simple set of archetypes 
which we can call the grammar of 
architecture. These archetypes can be 
understood as images which can be 
identified in relation to both architectural 

form, function, and technology “(Thiis-
Evensen, 1987, pg17). Thiis-Evensen 
then goes on to state that the books 
purpose is to study “…our reactions to 
the inherent structure of architectural 
forms, independent of their symbolic 
associations.” Writing of our movement 
in place, of light and dark, and of 
tactility of place, he explains that these 
“experiences form a complex net of 
references which are the basis for our 
reactions when we move in relationship 
to objects in space” (1987, pg 25). 

The architectural grammar that is 
developed in Archetypes in Architecture 
reveals design tactics that can be applied 
to elements of construction with an 
understanding of the experience and 
emotion entwined with the logical, 
he states that “This means we use our 
surroundings psychologically prior to 
using them physically.” (1987, pg29). 
Thiis-Evensens work challenges this 
research to consider each constructed 
element in terms of our ‘psychological 
use’ alongside, or even prior to, its 
functional constructed use.

grammar of architecture

Fig. 26/ the articulation of roof form through internal detail-
ing in the punchbowl Mosque by Candalepas Associates

Senses & Experience
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The Senses: Design Beyond Vision exists 
as a manifesto for multi-sensory design 
practices (Lupton & Lipps, 2018, pg 
9). “Traditionally, designers focussed 
on creating static artefacts…. Today, 
designers should think about how 
people interact over time with a product 
or place” (Lupton & Lipps, 2018, pg10). 
Place should be designed in a slow, 
considered, and patient manner. “Most 
design is caged by the image. We ‘look’ 
at design, we don’t ‘feel’, ‘experience’, or 
‘sense’ it” (Lupton & Lipps, 2018, pg20). 
Challenging this ‘visual hegemony’ 
is Bruce Mau’s proposition of design 
LiVE, an all-senses design method. 
Mau proposes a series of design-based 
tactics that can be implemented during 
the development of any multi-sensory 
creative work (Lupton & Lipps, 2018, pg 
20). 

1. Start design with a metaphorical 
blindfold. Removing the visual 
dominance when work is begun, allows 
the brain to explore other channels 
and possibilities. Challenging the 
prioritiszation of the sensory system 
produces unique conceptions in 
response to problems.

2. Design from a feeling of an idea. 
Allow our emotional decision-making 
process to translate the logical problem 
into the emotional and experiential. 

3. “Design for each individual sense, 
then synthesize.” Bau writes that the 
designer should design individually for 
each sense then synthesize a product, 
“designing the overlap and interaction 
of sensory experience for maximum 
emotional impact”. This statement 
emphasises the notion that each sense 
should be purposefully approached, 

and not left to chance.
4. “Design for our sense of time”. 
Experience of place is a not fixed 
but a release of information over 
time. Experience does not need to 
be immediate, but qualities are often 
produced and perfected with the passing 
of time and a slow understanding of 
place generated over time.

Experiencing our physical surrounds is 
our human interface with the world. in 
place our senses do not need to simply 
be a mechanism for perception, but 
as emphasised by Lupton the senses 
promote emotive experience with very 
real human physiological effect, “The 
senses deliver joy as well as warnings, 
lighting up the body from head to toe 
and from inside out. From the tang of 
strawberries to the crinkle of satin, many 
of lifes pleasures come from sensory 
experience” (Lupton & Lipps, 2018, 
pg37). Designing for a LiVE experience 
in

1. Sound can evoke emotive response 
in architectural experience, Bau writes 
however that noise is chaos and music 
is design. The consideration of noise in 
place needs to be deliberately crafted 
as a composition of music might be.

2. Taste is an aspect of the sensory 
system that is, because of its intimate 
nature, fairly disassociated from 
the architectural discipline. We are 
reminded though that design has the 
potential to inspire social experience, 
drawing people together for the 
purpose of sharing food. This provides 
a new layer within the considerations 
as to how spaces can be intentionally 
associated with the ritual of cooking 
and sharing food. 

Multi-sensory design approach

3. The sense of smell is powerful, and 
commanding when seeking emotion. 
However, Bau makes note that ‘nose 
blindness’ is a very relevant issue; 
complacency develops and so there is 
a need to design in a way that refreshes 
our ability to ‘wake up’ and smell what 
we are surrounded by.

4. The experience of one sensation can 
evoke another. To design ‘LiVE’ as Bau 
writes we must “design the overlaps 
and intersections of the senses”. The 
architect should seek a layering of 
senses for the development of a sensory 
rich environment. Lupton and Lipp’s 

recognise this also, “The senses trigger 
and amplify each other” (2018, p12).

Bowring discerns a vital consideration 
that designers must take. Considering 
the valuable actions set out in The 
Senses: Design Beyond Vision, “the 
most important thing a designer can do 
in many cases, is to place the beholder 
at the point where they will experience 
the ambient sensory environment” 
(Bowring, 2006, pg 163). Place should 
craft experience, but also inform the 
beholders movement and positioning in 
space. 

Fig
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Lyndon and Moore provide a theoretical 
link between physical form and memory 
formation. The motivation behind this 
book is summarised, “Places are spaces 
that you can remember, that you can 
care about and make part of your life. 
Much of what is built now is too tepid 
to be remembered. The spaces with 
which we are surrounded by are so 
seldom memorable that they can mean 
little to us“( 1994, pgiii). The ultimate 
purpose is suggested later in the form 
of their opinions, “We think it should be 
otherwise, that the world should be filled 
with places so vivid and distinct that they 
can carry significance” (1994, pgiii).

The authors analogously discuss the 
process and elements of the memory 
palace, a mnemonic tactic, suggesting 
that they become valuable design tactics 
towards memorable architecture. Places 
become compositions of elements and 
actions, nouns and verbs. Elements are 
architectural components that places 
consist of and actions describe how 
these elements shape our experiences 
that is afforded by place. The elements 

themselves are said to be of little 
significance, rather it is the way they 
structure experience that affect us. 

The techniques that Lyndon and Moore 
discuss are flexible, as the authors 
state they are to “nurture the designer’s 
consciousness”, not to limit (1994, 
pgxiii). These categories are summarised 
below to spark the authors ‘designer 
consciousness’ in terms of memorable 
architecture.
 
1. Axes that reach in a simple sense is a 
compositional tactic, it aligns elements 
to draw together important points. These 
mental constructs help the viewer to 
position themselves and “make alliance 
with things, buildings, or spaces” 
(Lyndon & Moore, 1994, pg5). 

2. Orders that Measure is a technique 
that orders and creates measures that the 
human perceives and understands the 
environment through. The techniques 
effectiveness can be understood through 
the memory process of maintenance 
rehearsal. This process is the mental or 

chambers for a Memory Palace
verbal repetition of information, which 
prolongs its viability in short term-
memory and increases opportunity 
of transferral into LTM. Orders that 
measure also acts as simplification of 
environmental stimuli by the ‘chunking’ 
of elements visually similar allowing an 
efficient allocation of memory capacity 
(Chun, 2011, pg 1407).

3. Platforms that Separate is a 
technique that prompts the movement 
through space via elements such as 
stairs and slopes; elements that express a 
transition in the vertical dimension. This 
technique engages the human sensory 
system beyond the five traditional 
senses. The vestibular sense (of the head, 
of movement, acceleration, and balance) 
and proprioception sense (of bodily 
awareness in space) are recognised in 
the SR, alongside the others, generating 
a complete mental representation of 
experience. As memory forms through 
the process of attention Platforms that 
Separate is a technique that actively 
draws attention to these senses of 

movement and positioning in space, 
enhancing the likelihood of memory 
formation understood through Atkinson 
and Shiffrin’s model.

4. Borders that Control distinguish 
an inside from an outside. Lyndon 
and Moore provide two variants of 
this category, “if they are simple, they 
make it clear where we are; if they 
are complex, encompassing distinct 
pockets of space, they afford choices 
or the chance to change” (1994, pg 81). 
Borders that control define the size of the 
sensory environment, either reducing 
competing environmental stimuli or 
increasing. These borders become way-
marking techniques creating legibility 
in the environment and intrigue. The 
authors ascribe the power of borders 
that control as “one of the most potent 
devices for achieving mystery, distance, 
and setting apart of a special place” 
through “build[ing] layers of walls- 
buildings within buildings, wall around 
wall” (1994, pg 81).

Fig. 28/ An architectural order is developed through the Chieti residences by Giorgio Grassi

Senses & Experience
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5. Openings that Frame is a technique 
that centres and frames, “From inside, 
windows and other openings can 
frame a view, editing out unwanted 
parts, emphasizing the wanted ones” 
(Lyndon & Moore, 1994, pg 102). They 
create patterns of connection between 
inhabited space to another. They provide 
valuable tactics for the positioning and 
placement of the beholder, physically 

suggesting areas for mental attention, 
which Bowring states as one of the 
most valuable things a designer can do 
(Bowring, 2006, pg 163). 

6. Roofs that Encompass become 
emblematic of any buildings form. “it 
describes the extent and shape of the 
building, and even helps to define its 
place in its town. Then, too, it serves as 
a guide and a discipline for establishing 
the geometry of the plan, and helps bring 
some order to the whole design process” 
Lyndon & Moore, 1994, pg 127). This 
tactic is described practically, however 
it too can be symbolic of religion, 
status, or purpose allowing the visual 
representation of non-tangible qualities 
(1994, pg 126).

7. Markers that Command are elements 
that command attention, monuments 
and towers that mark a centre point. 
This technique holds explicit links to the 
process of attention, creating iconic and 
visually profound elements that differ 
from the surrounding elements. “They 
lay claim to space and give us something 
to be next to” (Lyndon & Moore, 1994, 
pg 151). in moderation, these elements 
will provide focal points in design and 
help structure experience, however too 
many competing markers will obscure 
what really matters in space. 

8. Light that Plays is a technique that 
recognises that the spaces and forms 
of all architecture is understood and 
clarified by light. “Light defines space, 
and the accounts of space are phrased 
by light” (Lyndon & Moore, 1994, pg181). 
Light conceals and it reveals, it either 
allows visual discernment of space or 
prevents it. Through the light and shade 
emotions can be evoked and experiences 
heightened; fear, surprise, and curiosity 
can be actively designed for through the 
crafting of lighting conditions.Fig

. 2
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Frances Downing in Remembrance & 
Design of Place states that “Architects 
create significant form from memorable 
places only if they discover and 
understand the patterns held within their 
seemingly unique memories” (2000, 
pg19). These patterns that Downing 
state connect recollected experiences 
together by common characteristics. She 
notes that it is possible to characterize 
remembered experiences, and it is the 
understanding of these characterisations 
that can be used to inform design. The 
categorisations made are ‘domains’ 
and memorable experiences that can 
be assigned to one of these. Defined 
by behaviours in place, domains are 
a typological form that are assigned 
to patterns of “contact, love, joy, fear, 
inadequacy, empathy, grace, intelligence, 
and order, to name a few” (2000, pg19). 
As Downing states, understanding 
domains post experience can enable 
effective design for memorable place, it 
is too suggested that memorable design 
can be generated if domains become a 
forethought in the creative process. 

Domains symbolize qualities, actions, 
and stories of significance. Downing 
defines ten domains and within the 
conception of these domains there exists 
actionable design tactics that can be 
engaged. These domains include:

1. Secret Place domains are places of 
retreat. “The act of retreat and the essence 
of secret places are bound inextricably 
together, whether we are children or 
adult. A memory such as this is the only 
way we can carry understanding of the 
human desire to retreat, to retrench, 
to find ourselves, and to daydream” 
(Downing, 2000, pg 27).

2. Ancestral Place domains are 
intrinsically linked to self-identity, “The 
most common attribute to all ancestral 
places is the definition of personal 
identity within a realm shared with 
familiar others” (Downing, 2000, pg30). 
This domain contains multiple aspects of 
relationships, ‘whether intimate, active 
or static, open or closed, comforting or 
discomforting’.

emotion and Memory

Fig
. 3
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and event specific. “Places of self are 
inescapably connected to moments of 
being because of the implication that 
discovery, reflection, and realization 
and personal self-oriented revelations” 
(Downing, 2000, pg35). Attributes of 
these spaces are complex however are 
often strong experiences, “strong light or 
deep shadow, places that are soft or hard, 
textured or smooth- it doesn’t matter as 
long as it is powerful, compelling, and 
identifying. These sensate characteristics 
mark the presence of ‘charged’ energy or 
deep quiet” (2000, pg35).
 
4. Sensate Place domains are the most 
common in memory, determined by the 
pervasive character of place, sensory 
experience. When recalled Downing 
notes that sensate places are described 
as multi-sensory with clear overlaps 
and layering of senses, “They referred 
to the… mixing modes of experience 
to try to get at its richness and suspend 
the experience for moments in time, 
defining a possible future” (2000, pg37).

5. Place of Comfort domains begin in our 
youth and develop in adulthood, “places 
of comfort can be either emotional 
responses to places where the person is 
comforted or experiential places that are 
‘qualitatively’ comfortable” (2000, pg41). 
These places tend to be associated with 
the designed characteristics of small 
scales, physical softness, and qualities 
of light. 

Seeking the design of places to fulfil 
human needs such as retreat or comfort 
can become powerful tools in this 
research design of the get-away places. 
Recognising the human desires of 
release, comfort, and quietness within 
the get-away architectural typology 
will enable the designer to deliberately 
explore the relevant characteristics 
of the domains. Through knowing the 
characteristics of the domains sought and 
the human psychological desires of such, 
the designer can pose the question: can 
the design of this object/place become 
symbolic of the places intended emotion 
and experience?

Fig
. 3
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The product of this discussion brings to 
light important ‘tactics’ that reveal ways 
in which the architectural object can be 
used to influence the memory formation 
process.

1. Knowing the characteristics of the 
core human psychological desires in the 
get-away place, the designer can design 
from the outset with memorable spaces 
in mind. 

2. Elements are architectural 
components that places consist of. Each 
of these have ‘psychologically actions’ 
that describe how these elements shape 

our experiences. Therefore, place can 
be crafted utilising these ‘perceived’ 
qualities

3. Place should craft experience, viewing 
architecture as less object and more 
lived-experience.

4. Architectural composition can be 
defined by an existing grammar formed 
by architectural components. These 
elements of grammar inform memorable 
composition and can be used throughout 
the design process to inform design 
generation.

c H a P t e r  s u M M a r y

Senses & Experience
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Fig. 32/ relationships between the key areas of research and thesis goal
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Situated within the context of the New 
Zealand get-away place, this research 
seeks to align the predetermined 
architectural goal (reinforcing memory), 
with the goals inherent to the get-away 
experience (memorable experience). 
The kiwi holiday as context is selected 
for its experience driven and memorable 
characteristics.

Within New Zealand, the holiday time is 
ingrained in the Kiwi psyche, summers 
days spent on the beach and long evenings 
spent within the family bach characterise 

a time that many Kiwi’s considered to be 
a quintessential experience (Schänzel, 
2010, pg 1). Schänzel writes that the 
family summer holiday in New Zealand 
is seen as a “well-loved Kiwi icon and a 
symbol of Kiwi identity” (Schänzel, 2010, 
p. 1). This quintessential experience is 
a product of environment, people, time, 
and place; however it is the realm of 
architecture that the thesis can provide 
positive impact as a one-of the constructs 
of a profound get-away experience.

As a challenge to the view of get-away 

the Holiday in 
new Zealand

architecture, the broad-brush question 
inspired by Lehman is asked, if we 
inhabit buildings everyday of our lives, 
should they not do more than facilitate a 
comfortable lifestyle? (Lehman, 2017, pg 
1 & 21). Jelić, Tieri, De Matteis, Babiloni, 
& Vecchiato describe the experience of 
space as more than the idle observation 
and occupation, rather an active state 
of interaction, “users are not mere 
disembodied observers of spaces—
instead, the value and meaning of an 
architectural environment originates 
in the architecture-body interaction” 

(2016, pg 16). it is this architecture-body 
interaction alongside the technical and 
functional requirements that combine 
to give rise to a successful architectural 
outcome. This research is positioned in 
acknowledgement of the opportunity in 
get-away architectures to emphasise the 
intangible products of architecture. 

To develop a more complete 
understanding of the potential design 
opportunities the purpose of the get-
away experience is explored further.

Fig. 33/ Lake Cristabel hut
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Schänzel, Smith & Weaver review 
existing literature in their study Family 
Holidays: A Research Review and 
Application to New Zealand and generate 
a series of conclusions regarding the 
importance of the family get-away 
in New Zealand (2005). Discussing 
the reasoning for the family holiday, 
Schänzel et al. summarise Fitzgerald’s 
study, the “primary considerations for 
the women was not to go on holiday to get 
a break from work, which was perceived 
as an impossibility, but to maintain 
and develop relationships within the 
family” (Schänzel ,2005, p. 114). in a 
separate paper, Schänzel concludes that 
“Holidays for the New Zealand parents 
became about providing quality time, 
social connectedness with extended 
family and friends, and establishing 
social identities, and not just as having 
fun together or pursuing own interests” 

(Schänzel, 2010, pg 9). These two 
studies emphasise the importance of 
both relationship and identity formation 
during a time of holiday. 

Other authors similarly note the 
importance of the holiday, in discussion 
of disadvantaged families and holidays, 
McCabe policy. The family holiday is 
strongly connected to the development 
of communities and social inclusion; to 
family stability and cohesion; to feelings 
of happiness and life satisfaction 
(McCabe, 2009, p. 683). The family 
holiday is a valuable commodity within 
the family unit for the various social and 
relational benefits that are described. It 
is suggested that the significant value 
of the holiday should therefore require 
consideration in the formation of social 
policies. issues of social exclusion, 
through the inaccessibility of the holiday, 

A Time of Release and Family 
Development

Fig. 34/ A summer holiday

are often limited by external barriers 
such as lack of information/ knowledge/ 
financial freedom, physical well-being 
constraints, as well as time and social 
limitations (McCabe 2009, p. 668). 

Shaw, Havitz, & Delemere produce a 
study that places significant emphasis 
on the holiday as a time for the creation 
of positive family-based memories and 
the “strengthening of the family unit” 
(2008, pg 17). in their research, the 
family vacation is described as being 
valued as an opportunity for “family 
togetherness and for improving patterns 
of family communication”, and “of 
particular importance was the long-term 
goal of creating memories that would 
enhance family cohesion and construct 
and support a positive sense of family” 
(2008, p. 13).

These studies depict both tangible and 
realistic benefits within the time of 
family holidays. Chapter’s 1 & 2 both 
depict place as a vital construct for the 
development of positive experience and 
for the formation of memory. Therefore, 
when designing the holiday place, 
the architecture itself can be actively 
designed for to reinforce the formation 
of memory through the personally-
constructive association of self in the 
holiday experience. 

The role of architecture extends 
beyond the sole purpose of developing 
cost effective, healthy, and efficient 
environments, it should also support the 
non-quantifiable human-centred needs. 
The role of architecture is to support the 
programme and purpose inherent to the 
buildings predetermined occupation. 

Fig. 35/ holiday at Goose Bay

Architecture; Active or Idle?
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A building should support not only the 
tangible requirements of its specified 
occupation, but also the intangibles. 
That is, not only supporting qualities 
such as lighting levels and thermal 
properties, but also qualities such as 
desired social goals and physiological 
reactions to space. 
in the same fashion a house should 
go beyond the expected and support 
communication and togetherness 
(Richter, 2017, pg770), a school should 
support interpersonal interactions and 
psychological understandings (CiDREE, 
2017), and a commercial store should 
be supportive of a brand identity, 
embodying an architectural experience 
that strengthens the brands image and 
customers brand commitment (Raffelt, 
Littich, Meyer, 2010). 

in consideration of get-away architecture 
there likewise are tangible and 
intangible requirements. Shaw, Havitz, 
and Delemere’s (2008) study alludes to 
three core intangible responsibilities 
that get-away architecture ought to 
meet. Encouraging family togetherness, 
improving patterns of family 
communication, and the development of 
the long-term goal of creating memories. 
Therefore, the development of get-away 
architectures should reinforce the 
essence of the family holiday and the 
associated intangible objectives.

While contemporary architecture may 
follow the modernist principles of 
control (such as hom ogenous lighting 
levels, visual compositions, etc.) the 

Sensorial Memories of Past 
Get-Aways

Fig
. 3
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author questions whether such clearly 
defined objectives are prioritised over 
the concern for sensory experience.

This position is supported by Lupton & 
Lipps, “Designers often find themselves 
at odds with the body. Modernism tends 
to favour hygiene and control over 
organic processes” (Lupton & Lipps, 
2018, pg 17), and “Modern design served 
as an optical painkiller, an anaesthetic 
that dulled the body by massaging the 
eye” (Lupton & Lipps, 2018, pg 17). 
in question of the contemporary, will 
visually successful architecture be 
conducive to the formation of memory? 
For as previously discussed it is the 
full sensory interface between human 
and environment that impacts memory 
formation most significantly. 

The author’s intention in this section 
is to question the role of sensory one-
sidedness in architecture and its lasting 
impact in memory. An architectural 
space may visually be beautiful; however, 
will the same striking harbour side vista 
always capture the same delight? Will 
the complete timber décor always garner 
the same intrigue? Or, even will the 
expansive bifold doors always provide the 
same feeling of ‘openness’ as when first 
opened? Maybe they will, but maybe they 
will not. The longevity of these individual 
design elements may be questioned, 
however the senses that embody the kiwi 
holiday are so often enduring that they 
form strong memorable images of many 
people’s childhood and youth. 
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greatly depending on location and period 
of construction. Though differences are 
evident it is important to know how the 
‘architectural place’ effects the ‘get-away 
experience’.

Walters discusses the potential of the get-
away place. She is sanguine in discussion 
of place with the opportunity to design as 
an active source of opportunity and gain, 
which holds positive connotations rather 
than the traditional view of solely escape 
(2014, pg 81). As the get-away place 
can be a facilitator of positive social 
and psychological gain, the existing 
state of New Zealand’s get-away places 
will be reviewed as the author looks for 
opportunities to build upon, and threats 
that might limit this quintessential 
holiday experience. 
Walters makes an important distinction 

between those vernacular forms of 
the get-away buildings and their 
contemporary variants, “since the 1960s 
these traditional second homes have 
been replaced in many areas by second 
homes that are indistinguishable from 
urban homes” (Walters, 2014, pg 81). This 
lack of distinction reveals an important 
characteristic that was ingrained in 
the early vernacular architectures: the 
contrast between the architecture of day-
to-day life and that of the holiday gave 
the get-away places value. The early 
vernacular forms were raw and elemental, 
haphazard in construction, and free 
from controls. These places symbolised 
freedom and escape. They fed into the 
positive holiday spirit of returning to 
one-self and the understanding of each 
person’s own position in the world. 
They did not only functionally provide 
a physical escape from the urban home, 

get-away architectures

More than a Place Kiwi Vernacular
but psychologically from the built form 
that the urban lifestyle was typified by. 

Perhaps the most symbolic representation 
of the traditional New Zealand holiday is 
epitomised by the bach. The kiwi bach 
depicts the overarching characteristics 
that define the get-away experience. 
These characteristics that are deemed 
successful by the author are described in 
the previous section Sensorial Memories 
of Past Get-Aways. Yoffe describes the 
term bach as synonymous with the 
holiday in New Zealand culture, defining 
it as a “a symbol of getting away from it 
all a place of otherness from everyday 
life” (Yoffe, 2000, pg2). Gill & Whitney 
assign a poetic value to these such 
places of the summer and times of get-
away, something inherently different 
is remembered, “All my life the words 
[summer place] have charged with the 

promise of wonders; they are charged 
also with the remembered promise of 
wonders that have long since occurred 
and that go blazing on in memory with 
an undiminished freshness” (Gill & 
Whitney, 1978, pg 17).

Thompson describes the bach as the 
origin of get-away architecture in New 
Zealand; he states that “the assemblages 
of fibrolite and corrugated iron that are 
found in corner all over New Zealand 
now represent a simpler time when 
people could select a quiet spot and, 
usually with the help of some friends 
or relatives, build their own little shed 
away from home” (Thompson, 1985, 
pg 5). The bach, architecturally basic 
but experientially rich, was a place of 
real escape and a positive contrast from 
every-week life. Thompson describes the 
bach as “a special place where ordinary 

Fig. 37/ Whitebaiters accommodation on the Clutha river

Holiday Architectures
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standards did not apply” (Thompson, 
1985, pg6). Requirements of comfortable 
living and convenience that are often 
seen as a basic need (things such as 
running hot-water, sufficient sleeping 
spaces, and electricity) all contributed 
to the amalgam of the positive holiday 
experience (Thompson, 1985, pg6). 

The architectural qualities of these 
spaces were limited, basic design and 
simple construction typified these 
places. “The level of design and building 
skill has usually been rudimentary [in 
the bach]” (Thompson, 1985, pg8), and 
“the form was uncomplicated, usually 
rectangular in shape with either a 
conventionally gabled roof or a flat roof” 
(Lowe, 1995, pg14). Both authors point 
outthat the bach remains a simple a raw 
entity. it is curious as to why the place is 
so vivid and poignant in memory if not 
for memorable and distinct form. 

There are several contributing factors 
that have been seen to influence the 
memorability of the bach; the contrast 
between holiday periods and that of 
everyday life; the associated feelings 
and emotions of excitement, wonder, 
and intrigue that are inherent to the 
holiday; a place of rich and overlapping 
sensory qualities, unplanned yet 
prominent. Returning to the discussion 
of memory and experience, the sensory 
interface between human and get away 
architecture hold significant value 
because it facilitates that contrast 
between life and holiday. 

The lingering presence that the 
characteristic sensations of the summer 
hold in our memories in part inspires 
this research. The saltiness ensnared in 

the bach’s calico rugs and beach towels; 
letting of an invigorating seaside aroma 
only after being warmed by the day’s 
sun. The slow crawl of the shadows over 
the sun bleached and slightly warped 
timber decking. The whistle of the 
offshore breeze that persists brushes 
over the slightly ajar windows. These 
sensations are dependent, products 
of other senses and other things. The 
smell of the rug is only present after the 
heat of the day; the sight of the shadow 
only comes as the day itself recedes, and 
the sound of the whistling breeze only 
occurs with occupation. The memories 
that persist are not formed because 
the spaces are beautiful and neither 
are they formed because of any great 
comfort; rather they are the product 
of an allowed haphazardness of living 
and construction. Seemingly ingrained 
in the kiwi holiday psyche, there exists 
an ambivalence towards the control of 
whatever environment inhabited; the 
ordered living accustomed to at home is 
not prioritized.
 
With lasting memory as the yardstick 
for success, these irregularities and 
unplanned experiences within the bach 
are successful. it would be unwise to 
suggest these can be replicated, for a new 
build will never hold the stories and the 
beauty that can only come through time. 
However, design can avoid homogeneity, 
it can and should avoid an experiential 
‘flatness’. By attempting to design where 
an overlapping of senses is encouraged, 
and a layering of these such sensations 
is a forethought rather than solely a 
product of time and chance, it is hoped 
that similar memorable experiences can 
become intentionally crafted. 

Experiences within the Bach

Fig. 38/ Collage of the Orongorongo river bush bach community

Holiday Architectures
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away architectures, was a product of past 
circumstance and societal conditions. 
Legislative, technological, cultural, 
economic and even environmental 
issues have developed over time. The 
development of get-away architectures 
have been buoyed by these such 
transitions in society (Walters, 2014, 
pg97). Understanding the changes will 
allow for the distillation of the qualities 
that have remained, the qualities that 
need to be returned, or even those 
qualities that have not previously existed. 

Thompson states “The bach, that 
sometimes charming, sometimes 
graceless, often idiosyncratic paradise, 
is being replaced with suburbs in the 
sand. A holiday house at a popular area 
is now considered an asset; a real bach 
is at worst an eyesore, at best merely 
quaint” (Thompson, 1985, pg11). The 
quirks, the imperfections, and the 
inconveniences that all contributed 
to the complete traditional-bach 
experience are diminished due to what 

he described as a society becoming 
increasingly consumer-orientated, in 
effect ‘de-baching the bach’ (Thompson, 
1985, pg6, 10). 

These early baches and get-away 
architectures were constructed out of 
a legislative system sympathetic to the 
development of the family-holiday place. 
The 1947 Housing improvement Act 
incorporated into the model building 
by-law provided grounds for the below-
standard construction of houses not 
permanently occupied. Any house not 
occupied in winter for more than a 
month at a time were allowed to fall below 
the legal norms. This reduced control 
allowed the get-away architectures to 
be more haphazard in construction, 
more expressive, and free from those 
constraints that restrict the construction 
of the typical house. The 1991 Building 
Act however introduced performance-
based regulations requiring all buildings 
to comply with the full breadth of the 
building code, regardless of occupation 
timeframe. This legislative change 

a new Breed of get-away architectures

Fig. 39/ Young hut

Holiday Architectures

required the same level of building 
standards for the intermittently occupied 
holiday place and the permanent urban 
home and offers a reason for the 
visible transition in the architectural 
setting of the holiday in New Zealand. 
Alongside these legislative factors, 
economic influences were also evident. 
The commercialisation of the holiday 
place is described by Walters “Second 
home tourism has been identified 
as an important driver of escalating 
property prices in coastal areas (Collins 
& Kearns, 2010; Peart, 2009)” (Walters, 
2014, pg94). The cultural idealisation of 
owning a coastal holiday home alongside 
the increasing construction and planning 
costs inherent to the tightening building 
controls has pushed this experience out 
of reach for many, Walters states that 
“the ability to achieve the dream is gone 
for all but the wealthy” (Walters, 2014, 
pg94).

Rather than the primary consideration 
of developing a place to facilitate 
experiences, contemporary holiday-

places greatly emphasise the 
development of the bach as a commodity. 
Jeff Grigor exaggerates the transition, as 
“all over New Zealand humble baches 
are being torn down and replaced with 
architecturally designed mansions, 
which are often too large for the site and 
out of keeping with their surroundings” 
(Grigor, 2008, pg5). Grigor non-directly 
critiques the role of the architect, as the 
architect opposes the traditional DiY 
notion of the bach, and often coincides 
with the elaborate and expensive holiday 
homes that are pushing out the everyday 
homeowner. The existence of these DiY 
constructions however are no longer 
possible within the current legislative 
environment, and so the rich experiential 
qualities of the bach that rose from these 
origins are no longer available. There is 
a significant opportunity for the architect 
to intentionally design with those 
valuable qualities that once were the 
product of circumstance in the get-away 
place at the forefront of design process. 
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C h a p t e r  S u m m a r y

The goal should be to develop places 
outside the controls of contemporary 
homes, to emphasise the contrast between 
both physical place and experiences, and 
between holiday place and everyday life. 
To conclude this chapter the following 
points and questions are made:

• How can the quirks and imperfections 
of the basic bach be celebrated and 
recreated in new builds?

• How can the design of the get-away 
architecture challenge the nature of the 
controlled environment?

• Design with the understanding that the 
get-away place should be a facilitator 
of holiday activities and experiences, 
rather than a destination in its own right.

•The contrast between holiday 
experience and everyday life is a key 
construct that defines valuable holiday 
experiences. How can actions and 
behaviours occurring in place and that 
are unique to the holiday place contrast 
the two periods? 

Figs 40/ Both pages: Riversdale bach and holiday home collage

Holiday Architectures
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Lyndon & Moore link physical form 
and memory formation by way of a 
series of tactics. These can be thought 
of as architectural or compositional 
conventions. However, these conventions 
cannot be critiqued with any real validity, 
for by nature of memory and the mental 
image, the outcomes are the dependent 
on time, and remain intangible and 
immaterial. 

* see chapter 2, section chambers for a memory palace

Without the means of questioning 
Lyndon & Moore’s work directly, a second 
approach is used to provide a level of 
subjective critique of their conventions. 
This is in the hope to develop a 
framework for the sensory-based design 
exploration that will form the first stage 
of this research through design. 

connection
oPenIngs

mofm

align
axIs

mofm

rhythm

rhythm

order

levels

mofm

mofm

mofmmofm

threshold
BoundarIes

mofm mofm

focuses
Marker

limits

reveals

roofs

lIgHt

Fig. 42/ Visual representation of Lyndon and Moores tactics
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Sensory Investigation

imagery is the primary mechanism 
through which we interact with the world 
around us. From the visual perception of 
our environment, to the construction of 
images through reading written language 
we understand the environment that we 
are surrounded by through the formation 
of imagery.

From the work of Mitchell in What is 
an image? (1984) the understanding of 
the image is given as a parent concept, 
with a series of sub-types; the graphic, 
the optical, the perceptual, the mental, 
and the verbal image. if the formation of 
each image sub-type is tied to the base 
characteristics of the parent ‘image’, 
then the processes of forming each sub-
type might give valuable insight into 
the forming of others (Mitchell, 1984, 
pg 508), i.e. the formation of the visual, 
might prove valuable when considering 
the mental.

This research is situated within an 
overlap between the perceptual image 

and the mental image. Specifically, where 
the perceptual image is our sensorially 
perceived’ understanding during the 
experience of place, and the mental image 
is the long-term mental reconstruction of 
place in the form of a memory. Mitchell 
discusses unwarranted boundary lines 
between the image sub-types (Mitchell, 
1984, pg 507) and critiques the way 
different image forms are theoretically 
isolated from one another. This gives 
reason to consider the overlaps between 
image sub-types and utilise a process 
that negotiates between the different 
forms of image sub-types.

Can the tactics for developing strong 
mental images as in Lyndon & Moore’s 
work be applicable to the perceptual-
image, and can they be assessed through 
graphic, or even verbal imagery? Further 
the following paragraph will attempt to 
respond to these questions through the 
work of the phographer Marcelo Coelho.

the ‘Image’ & subtypes

IMAGES PERCEPTUAL Bau, Pallasmaa

GRAPHIC Rompay & Hekkert
pictures
photographs
designs

sense data
“species”
appearances

dreams
memories
ideas

metaphors
descriptions
writing

mirrors
projections

VERBAL

OPTICAL

MENTAL Lyndon & Moore

Zumthor

Proust, Bachelard

Fig. 42/ relevance of image sub-types to various authors and architects 
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testing of the graphic Image

Coelho states that the photographic work 
they produce is for the expression of the 
intangible qualities of experience and 
memory. Their mission statement depicts 
an endeavour to craft photographic 
images for a lasting intangible response 
“Our purpose is to reveal what is beyond 
the obvious” (Marcelo Coelho Fotografia, 
2020)

The process used in this series of 
photograph-analyses is to subjectively 
review the graphic-images for the 

purpose of ascribing value to the mental-
image based conventions that Lyndon & 
Moore have provided.

Coelho’s photographic work is here 
analysed through Lyndon & Moore’s 
conventions. The author explores 
whether such convention contributes to 
the overall expression of an “experience, 
a feeling, a moment, a story, a memory, 
an imagination” (Marcelo Coelho 
Fotografia, 2020).

B O U N D A r Y B O U N D A r Y

13 14 A x I S

M A r K e r

O p e N I N G S
O r D e r

L I G h t

1

3

2

4

Fig. 43-48/ Marcelo Coelho’s photographic words with author’s anaylsis
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O r D e r

L e V e L S

O p e N I N G

C
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A

A x I S
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M A r K e r

M A r K e r

O p e N I N G

L e V e L S

A

B

C

9

11

10

12

Fig. 49-56/ Marcelo Coelho’s photographic words with author’s anaylsis
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O p e N I N G
A x I S

r O O F S

The following provides notes on the 
relationship between the tactics of 
memory formation, and the image-based 
conventions:

it was noted that the link between 
mental attention and emotion is strong. 
Therefore, tactics that promote attention 
will be supportive of the research goal- 
reinforcing memory formation. Under 
two broad descriptors, focussing and 
demarcating, each of these mental-image 
based tactics can be utilised to prompt 

mental attention through various ways. 
The differentiating of spatial conditions 
and the intentionally directing of an 
observer’s mental attention are core 
themes seen in each tactic of Lyndon & 
Moore tested here.

in this case, the above conventions 
appear as valid design tactics to contrast 
and highlight sensory conditions for the 
purpose of emphasising the perceptual 
experience.

?

?

15 16

conventions & Memory

Axes that reach align elements of the 
image together, orienting the observer 
to a predetermined point within the 
composition. image 8 shows that axes do 
not need to be linear, but equally work 
in an axial manner drawing peripheral 
elements of a scene into a centre point. 
Axes that reach act as a ‘focussing’ 
convention. 

Orders of elements in scenes provide 
a links to the cognitive process of 
chunking and the limiting of perceptual 
data. Through the repetition of visual 
elements in the composition, the amount 
of unique perceptual information is 
decreased, therefore there is less stress 
on the capacity of the sensory register 
which in the simplest sense enhances 
the remembrance of a scene. When 
viewed, the image is understood as a 
whole through the understanding of a 
single of the repeating elements. 

Levels are seen through the transitioning 
between a minimum of two differing 
conditions. The transition expresses 
in images 7 & 12 a sense of movement 
within the image, the differing elements 
in the scene hold unique characteristics 
that each emphasise the visual transition 
and draws mental attention to the 
elements present in the process of the 
visual transition. 

Openings appear to be important 
constructs within Coelho’s work. 
They provide strong opportunities to 
intentionally select and edit the view 
of an exterior condition- it enables the 

intentional placement of an exterior 
element in view acting similarly as a 
marker in this instance. in the case of 
16 this opening builds intrigue and 
curiosity as to what else the streetscape 
holds, however by lack of notable interest 
within the opening attention is directed 
to the frame of the scene in this case the 
architecture. 

Boundaries are used to set up differing 
conditions. Elements of a composition 
are set up to develop a interior entity and 
a opposing entity. in image 2, an interior 
condition of movement and activity is 
setup by a border of seats and a change 
in the flooring pattern. The convention 
of boundaries focuses, it can contrast 
elements, or limit a composition. 

Light is a process of revealing and the 
developing of an understanding of the 
elements in any scene. image 3 captures 
light as it reveals to the observer the 
textures of the scene. Uncertainty and 
intrigue is born in the shadows, and an 
understanding and clarity is provided 
through lighting. This is a convention 
that allows a time based focussing, 
and of limitation- of the how a scene is 
understood through what is revealed and 
hidden.

Markers depict a strong sense of direction 
and constructs a dominant centre-point 
within the image. Throughout Coelho’s 
work markers can be seen as elements 
that are used as iconic elements within 
the composition that are notable by 
contrast (9) or action (11). 

Through the process of reviewing the graphic-image here, the mental-image based 
conventions appear to hold a strong relationship with the basic concepts of memory 
formation. Due to the similarities within the image sub-types, it is supposed then 
that the formation of the perceptual-image for the formation of memory can be 
strengthened when this framework is considered.

review of conventions

Fig. 57-58/ Marcelo Coelho’s photographic words with authors anaylsis
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tactics for a Perceptual Image

This next stage takes the conventions 
and applies the secondary senses 
(tactile, auditory, olfactory) to the vision-
dominant design culture that Pallasmaa 
critiques. it enables a method of design 
that starts with the metaphorical 

blindfold that Bau recommends for the 
development of sensory considerate 
design. This stage acts as the earliest 
form of idea generation in this design 
research.

challenging a visual dominance

1

2

3

4

5

6

7

8

Axis

Order

Levels

Openings

Boundaries

roofs

Light

Markers

 tactile       Sound       Smell  

       A              B              C  

a1axis
align

orienting self through a felt axis

orienting self 
through feel

perceiver
x

Tactile axis allows the perceiver to physically 

understand their alignment with the scene 

through touch.

reVeALS

Fig. 59/ Sensory test types

 60/
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a2order
rhythm

repetitive imprints to denote tactile flow

1  2 3

1  2 3a a ab b

1  2 3

Tactile elements can be used to build spatial 

legibility and a means of wayfinding outside of 

the visual cues. 

reVeALS

62/

61/
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levels
transition

change in uniformity of insitu formwork

un
du

la
tin

g t
o 

ro
ug

h

soft fabric formwork

semi-rigid foil 
formwork

a3

When the transition in tactility of a surface 

is emphasised, it can allude to a change in 

conditions, and differentiates two positions/ 

spaces.

reVeALS
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63/
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a4openings
connect

understanding of part concealed element

primary element
(foreground)

secondary material
(exterior)

re
ve

al
in

g e
xt

er
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r

The foreground element masks a contrasting 

tactile background/ exterior element. 

reVeALS
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tactile change as 
construct of enclosure

IN
TE

RI
OR

EX
TE

RI
OR

EX
TE

RI
OR

Boundaries a5threshold scored surfaces to reveal tactile limits

limits of composition 
set through differing 
tactility

When a border or boundary is set up space is 

limited, and the occupation is therefore defined. 

reVeALS

68/

67/

Fig. 63/
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marked out through a 
tactile contrast

uniform material 
surface

Markers a8focus intervening tactile qualities as focal point

The elements that create the tactile contrast 

within each composition mark out the priorities 

of it, they suggest a need for attention. 

reVeALS

71/

70/

69/
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B1axis
aligns

sound emittance dependant on orientation

aligned

un-aligned

overlapping of coarse elements notifies the perceiver 
that they do not fit the intended axis/ alignment

Through interaction, the generation of sound acts 

as the indicator of the composition’s alignment/ 

position that perceiver should take up in relation 

to the composition. 

reVeALS
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B2order
rhythm

composition marked by auditory rhythms

sound generated 
through contact

Regardless of position, the 3 sets of 3 elements 

denote an auditory order regardless of 

appearance. 

reVeALS
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1a

2a

1b

dense

lighweight

dense

lightweight

2b

B3levels
transition

contrast of matirial densities upon contact

3a

dense

lighweight

3b

Through impact, two material densities and their 

frequencies are contrasted. The resultant sound 

of the collision reveals the sum of the colliding 

elements.

reVeALS

78/

Fig. 70/
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The opening visually alludes to the subsurface, 

however it is the sound produced the indicates 

the nature of the external element.

reVeALS

B5Borders
thresholds

sound generating elements at perimeter

noise generation 
at perimeter via 

interaction

Sound is dependent on personal interaction 

and or inhabitation of the composition and in 

particular the border of a space, or the threshold 

that marks entrance/exit. 

reVeALS
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light a6reveals hidden interior revealed through sound

sid
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Sound primes us to see. Elements can be hidden 

for various reasons, and in certain compositions 

sound can be an important tool to slowly reveal. 

reVeALS

B8Marker
focuses

contrast of varying auditory qualities

x

x

x

Markers can be used to depict the central point of 

a composition even if a scene is ‘busy’ in terms of 

other sensory modes. 

reVeALS
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c2order
rhytm

smell informs of an unseen order

1 2 1 2 3 1 2 1 2 3 1 2 1 2 3 1 2 1 2

rhythm of aroma

Even when a visual order is established, a 

secondary rhythm can still be implemented. 

This acts to amplify the ordered elements and 

enhances perceivers focus.

reVeALS
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c3levels
transition

contrasting of intensity of smell

macrocarpa timber

ar
om

a 
st

re
ng

th

douglas fir

radiata pine

intensities of a sense can produce a sense of 

transition. If significant, a difference in sensory 

intensity alludes to a transition and a sense of 

movement. 

reVeALS

c5Boundaries
threshold

pockets of relief from scents create limits

A

A

Boundaries do not necessarily need to be fixed 

and rigid they can be, as seen here, suggestive. 

The establishment of a boundary is dependent on 

the formation of an interior and exterior.

reVeALS
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c7light
reveals

unknown elements revealed by hidden aromas

Macrocapa 
aroma, maximum 
intensity

a

B

c

The characteristics of elements and spaces can be 

alluded to via the sense of smell. Smell provides 

a ‘taster’ of what might be experienced once 

revealed. Overlaps of scents however can create 

slight disorientation.

reVeALS

A

B

A

A

A

c8Marker
focusses

alike elements differentiated by aroma

Smell permeates space and does not need to be 

intentionally ‘sensed’, rather it is sensed unconsciously 

and then acts to direct the perceiver by following 

the intensification of aroma- identifying it’s origin 

differentiates the scenes elements. 

reVeALS

87/

Fig. 60-87/ Sensory design tests using a framework developed from Lyndon & Moore

86/
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deconstructed programme

pg 118-121

pg 122-129
sketch design tests

programmatic needs

PRODUCT

elements
components
spaces
rooms

pg 112-116

pg 117
generic typology

programme analysis

archetypes in
architecture
THIIS-EVENSEN Chp 2

WENTLING

housing by lifestyle: 
the component method

Chp 5

Chp 7

programme led

PIECES & COMPONENTS

PIECES & COMPONENTS

Chp 6
site exploration

material and detail

NARRATIVE

3

2

1

Fig. 88/ Design-led research method and relationship to other areas
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get-away architecture

the contemporary

A study by Drummond revealed that the 
primary influences to the construction of 
the Orongorongo cabins were pragmatic, 
cost and ease of construction over 
social or aesthetic factors. However as 

evidenced in the following case studies, 
contemporary counterparts begin to 
prioritise form, aesthetics, and size over 
the earlier factors.
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Fig. 89/Bethells Bach, herbst Architects Fig. 93/ Fieldway Bach, parsonsons

Fig. 91/ te horo bach, parsonsons

Fig. 90/ timms Bach, herbst Architects Fig. 94/ Coramandel, Bach Crossen Clarke and Carnachan

Fig. 92/ Shoal Bay bach, parsonsons
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Fig. 95/ Orongorongo river valley bach Fig. 99/ the Austin, easyBach

Fig. 101/ ipad kitset bach, ArchitexFig. 100/ eunoia kitset bach range

Fig. 96/ Orongorongo river Valley bush cabins, Drummond, 1990.
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Fig. 103-104/ Synthesis of programme qualities as test

104/

an analysis of existing architectures

Application to Architecture

Living s paces a nd d ining rooms are 
connectors to other spaces without the need 
for hallway

l/d

Utility areas often frame the entrance, create 

u

e

Open space to open space is a composition 
that i s frequently u sed to m aximise t he 
connection to exterior. in lower budget get-
aways t he outdoor c onnection typically is 
one sided however.

oo

ou

$$
$

Utility and bathroom spaces act as a boundary
between ‘hard’ & ‘soft’ spaces, communal & 
private. 

u

Long rectangular plans maximise the surface
area of the exterior.

The lack o f this a rchitectural f ormality, t he 
entrance, resonates the informal quality that 
is a n important construct w ithin t he k iwi 
holiday psyche.

oe



Makers of Moments

12
0

12
1

Pulled apart Programme: component & element Based 

This stage will isolate either elements and 
space types, or journeys and narratives 
within the typical get-away architecture 
for the application of the sensory design 
tactics earlier explored.

Wentling provides a component-method 
of design. Each type is defined by the 
specificity of needs of the building 
occupation: privacy, community, 
functional, ceremonial, and outdoor 
components. 

Thiis-Evensen develops a grammar 
of architecture that is linked to the 
basic elements of building (i.e. floor, 
roofs, walls). The work deals with the 
psychological affect that these elements 
have on us. 

This method of deconstructing the act of 
architecture into individual components 
and elements is a similar methodology 
that Bau suggested for successful 
sensory design.

Method

roofs

walls
constructs of experience & 
physiological responsesELEMENTS ARCH. 

ELEMENTS

threshold connect to surroundings, 
symbolise a threshold between day-to-
day life and the get-away
connecting spaces space saving

entrance  threshold, 
lounge togetherness, community
kitchen provide
dining entertain, family
bedrooms privacy, function, seclusion
utilities basic, 
bathrooms functional, conservative

space       needs/ qualities

privacy rest, quiet, seperate
communal living, family, interaction
ceremonial entertain, receive
functional operational, utility
outdoor connection, release

COMPONENTS

WENTLING

JOURNEY

ROOM 
GROUPINGS

ROOM TYPES

Application to Architecture
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framework for testing

FUNCTIONSPACE
of space

entrance

living

programmatic needs

combine
programme 
and tests

transition

threshold space

gathers

outdoors

dining

bedroom

kitchen

utilities/ bathroom

intergrated

connects

recedes

provides

supports

private

facilitates

accentuated

centres

transitions

relaxed, central

connects intergrated, communal

temporary

contrast

enhancing connection

focussing

personal

structured

unassuming

enclosed

legible

refreshes 

receives

mediates

desired
QUALITY

space types

sensory tests to apply to programme

orders

opening

levels

orders

light

borders

borders

carries outdoor rhythm in

perceived connection btw spaces

transition to least intense

creates understanding

reveals programme of space

strong sense of interior

defines limits

A2 B2 C2

A4 B4

A3 B3 C3

A2 B2 C2

A7 C7

A5 C5

A5 C5

openings

markers

axis

intensify what is seen

indicates informal reception

reveals transition btw spaces

A4 B4

A8 B8 C8

A1 B1

borders

borders strong boundary condition

levels

axis elements direct and align

define int. & ext. space

empahsise movement touch, sound, smell

touch, sound, smell

touch, sound, smell

touch, sound, smell

touch, sound, smell

touch, smell

touch, sound, smell

touch, sound

touch, sound

touch, sound

touch, sound
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 Fig. 105/ tying together desired spatial qualities with applicable sensory tests, Chapter 4
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sketch Process review

(1) This stage is founded on the function 
based nature of programme led design. 
At its core this process is utilitarian and 
not supportive of the experiential despite 
the original intention of sensorial 
experiences.

(2) The generic and siteless programmatic 
requirements resulted in the formation 
of generic architectural conventions that 
kept true sensory design at a distance.

(3) The conventions of representation 
limit the design of the experiential. in 
this case sketches, are conducive to an 
experiential flatness. 

(4) Treating this process as something 
that could later be applied to site and 
specific programme requirements may 
result in a lack of authenticity. 

 112/

previous pages- Fig. 106- 112/ Sensory design tests applied to the architectural space
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Makara is a place that is known for its 
beauty, but also its wild weather and 
unforgiving nature. Stories ingrained in 
such place form part of its intangibility 

and meaning that provide a deeper 
understanding of site. They ultimately 
help to inform the architectural 
relationship to the land. 

Chp 5

Chp 7

programme led
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material & detail
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emotive
sensory &
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representation

core qualities

narrative/ stories
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site exploration
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Fig. 113/ Design-led research method and relationship to other areas
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Fig. 127/ relationship between material and detail and site driven narratives
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Materials tell a story
in and of themselves materials are valuable contributors to developing memorable 

architecture

stone;
material language of site

concrete;
anchoring mechanism

tiles;
repeating elements

timber;
vernacular & lightweight

vegetation;
organic site connection

glass;
connects yet protects

mortar/plaster;
method of connection 

plastics & flotsam; 
acceptance of the existent 
coastal context & issues 

mesh/ fabric/ plastic;
a marker of occupation and 
taming of site

clay;
sympathetic to site

a pallete that tells the tale of Makara and the informal bach

corrosion;
indicator of time and 
transtion

metals;
vernacular and lightweight
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This maquette represents the overlapping 
nature of material thresholds on site 
through the type of detailed connections 
and material junctions
The cold concrete anchors, the timber 

releases aromas, and the panels 
introduce a compostional repitition. 
These senses are engaged to support the 
narrative of site.
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This maquette creates a dialogue 
between itself and its surroundings. The 
grounding element anchors the object in 
place with stone gabions while a concrete 
arm reaches out. The threshold between 
these two elements is distinct, and 
mediated by a threshold that is detailed 
with intersecting materials.
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Language?
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Tactics?

Engagment v. Retreat, Transition, Threshold, Focus
Tactile, Smell, Sound
Levels, Markers

Maquette B

its form acts as a distinctive visual 
marker, and there is a transition in tactile 
levels from soft and cold to warm and 
smooth.

Material Exploration
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Chp 5
programme led
PIECES & COMPONENTS

journey/ narrative of occupation
pg 100-105

METHOD

OUTCOME

abstract representation
-visualize intentions &
embody core qualities

formal representation
-standard conventions
of plan and renderings

sensory & site led 
considerations

standard conventions

processes of memory

informal representation
-sketch visualization

abstract

actualized

Chp 6
site exploration
NARRATIVE

1
2

Chp 6
material & detail
LANGUAGE3

moments- senses & emotion

moment-led arch design

architectural product

Fig. 136/ process used to design architectural moments through emotion and experience
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Programme based on human 
inhabitation rather than any typologigal 
convention formed the basis of the 
first sketch series. These construct the 
parts of the get-away place by asking: 
what is a bach used for, and what the do 
the spaces provide? - i.e. living spaces 
provide inclusiveness and a coming 
together, outdoors spaces engages 
the exterior from within. Once such 
functions of inhabitation are understood 
specific sensory design can be applied. 

initiatesChapter 5

13
3/

 

This chapter anchors the exploration 
to date in the architectural realm. The 
existing material experimentation, 
sensory tests, get-away architecture 
reviews, and site conversations into 
the architectural, standard architecural 
conventions are applied.

Prior to the engaging in this process it 
is important to briefly recall some of the 
previous chapters findings. 

A diagrammatic and painterly quality 
starts the process, which through a 
process of refinement and increasing 
design logic moves from the abstract and 
into the architectural.

This stage has used standard 
architectural conventions to anchor, i.e. 
doorways, benchtops, and windows are 
used. The next stage will then challenge 
these through detailed design.

Process

Journey & Moment Design
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Details and selected materials tell a 
story of how space will feel. They help 
define a mood beyond function. The 
connections and actions of specific 
materials define an architectural 
language towards specific emotions. 

Chapter 7
manifestsmaterial

13
5/

 

Site speaks, it gives directive that 
provides a reason and logic to the 
composition of the architecture.Makara 
as a site is a composition of many 
elements that come together to form a 
whole- different but connected. 

Chapter 6 speakssite

13
4/

 

Journey & Moment Design



Makers of Moments

16
8

16
9

Blowing like forty Bastards
Fig

. 1
37

/ C
on

ce
pt

ua
l c

ol
la

ge
 ex

pr
es

sin
g k

ey
 m

om
en

ts
 an

d 
a n

ar
ra

tiv
e

in
cr

ea
sin

g e
xp

os
ur

e

cr
es

ce
nd

o

re
st

Motivations?
informed By?

Memory?

Engage with site, & Emphasis seperation of holiday and day-to-day
Chapter 4 tests A2 & C2 (orders), Chapter 6
SR Capacity, perceptual ‘chunking’

Fig
. 1

38
/ 

Ab
st

ra
ct

 re
re

se
nt

at
io

n 
of

 n
ar

ra
tiv

e 
co

nc
ep

t, 
au

th
or

’s 
Im

ag
e, 

Ac
ry

lic
 o

n 
pa

pe
r

Journey & Moment Design



Makers of Moments

17
0

17
1

in
cr

ea
sin

g e
xp

os
ur

e

crescendo

rest

journey

Fig
. 1

39
/ J

ou
rn

ey
 sk

et
ch

 d
es

ign

crescendo rest

moments

Fig
. 1

39
/ S

ke
tc

he
d 

m
om

en
ts

Journey & Moment Design



Makers of Moments

17
2

17
3

U

U

U

E

L/D

process of journey

2

3

1

4

Plan Composition: 
Programme:

Symmetry and balance, emphasised entrance and threshold space via levels
Entrance, Utilities, Sunroom, Living/Dining
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Fig. 143/ entrance way 
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Fig. 144/ entry outbuildings
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Fig. 145/ experiential collage
Opposite- Fig. 146/ Descending from the get-away
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Fig. 147/ Conceptual collage
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Development of history and community, & an awareness of time
Chapter 8, & Chapter 2 (role of personal meaning in memory)
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process of journey

Plan Composition: 
Programme:

Linearity and centering, an emphasis of exterior present and interior past
Complete bach

1 3
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object captures 
past histories

transition

present- iconic marker
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. 1
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Fig. 159/ An interior of safety

Journey & Moment Design



Makers of Moments

19
4

19
5

Piece by Piece; Bit by bit
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Fig. 162/ Diagrammatic represenation of conceptual journey
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Bach vernacular, intersection, distinct space qualities & transitions
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journey/ path 
end point
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. 1
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Fig. 169/ Conceptual collage expressing key 
moments and a narrative

Motivations?
informed By?

Memory?

Engage with site, & Emphasis seperation of holiday and day-to-day
Chapter 7 physical models
Emphasised SR engagement, mental attention

oranges on the Beach

Fig. 170/ Abstract reresentation of conceptual narrative

Journey & Moment Design



Makers of Moments

20
8

20
9

restexposure/ sensory 
engagement

exclusion/ transition

journey

Fig
. 1

71
/ J

ou
rn

ey
 sk

et
ch

 d
es

ign
 

1 2

4

moments

Fig
. 1

72
/ S

ke
tc

he
d 

m
om

en
ts

Journey & Moment Design



Makers of Moments

21
0

21
1

U

K

B

E
L

process of journey

Plan Composition: 
Programme:

Dominant & central living, distinct threshold
Entrance, Utilities, Living, Kitchen, Bedroom
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. 1
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previous page- Fig. 176/ Sensory exclusion in entrance
Fig. 177/ An architectural embrace
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Journeys and Moments- the story

Journey importance of Journey & Design Findings

Oranges on 
the Beach

The get-away place must recognise the wildness of Makara whilst 
providing a place of interiority and safety. The architecture 
becomes a mechansim of retreat and releasing.

Community and a sense of ancestry within a place activates the 
perception of time and begins to attach personal association to 
the get-away place.

Architecture derived from site narratives 
provide a clear directive that enriches 
meaning.

The design of specific moments and 
journeys originate from the richness of 
site as well as material charactersitcs, 
connections, and the functioning of 
spaces.

The get-away place needs to become sympathetic to Makaras 
unique site qualities, not only in form but also narrative.

The get-away place must engage with the site conditions. 
it should be a story of interaction, the architecture begins to 
converse with the site through design. 

Piece by Piece

Relics of 
the Past

Blowing Like 
Forty Bastards

Comments on Process
By isolating journeys and moments, 
each important aspect derived through 
chapters 5-7 was able to be specifically 
designed for with attention given to their 
‘memorable’ and ‘affecting’ qualities. 

How does journey engage memory system?

Personal association- The more personally meaningful the association, 
the more effective the encoding and consolidation (pg25) Tactics include- 
cultural meaning, acknowledge personal histories, or represent own memory

An important condition made in the early research was the limited capacity 
of the human memory. The repetitive nature of narrative of repeating pieces 
decreases the complexity of the sensory environment due to the perceivable 
order and repitition of elements (pg25). 

At its core this journey engages the tactile effects of the wind and other sensate 
qualities. This seeks to enhance the encoding process, in which memory starts 
through sensory perception, architecture here is used to heighten this (pg24).

Distinction of threshold space, again a tactic that recognises the mental 
encoding process, in that deliberate transitions in the available sensate 
environment effect perception. The contrast between day-today life gives 
get-away places great value (pg62-63). 

Journey & Moment Design
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The thesis is additive in nature, each 
chapter introducing new considerations 
and levels to the design process as 
a complete design process is being 
proposed and tested.

Chapter 10 recognises the need to jump 
from the hypothetical and ungrounded to 
the specific and actual. 

Chp 5
Chp 7

Chp 4

programme led

providing structure providing reason and 
logic to composition

embodiment of 
desired qualities

PIECES & COMPONENTS

INITIATING/ SITUATING

TRIPARTITE
DESIGN PROCESS
& ORIGIN1

2

SELECTIVE DESIGN
& TESTING

REORIENTING TO 
PROJECT PURPOSE

APPLYING
CONSTRAINTS

EMBEDDING PROCESS
IN SENSORY REALM

journey & moment-led design 

sensory investigation

pg 188-239

application of project requirements

Chp 6
site exploration
NARRATIVE2 material & detail

informal experiential 
material brief

speculated project as motivation

LANGUAGE3

spatial, functional, 
programmatic requirements

Re-situating the thesis, this chapter draws 
out the core aspects of the proposed 
project that initiated this thesis, and uses 
these alongside the unique qualities of 
the site to develop a functional brief. 

Fig. 178/ process used to design architectural moments through emotion and experience
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cares about personal experience

times with family that are filled with 
love, joy, excitement, rest, & 
togetherness.

Makers of Moments 
design get-away 

architectures 
that provide an 

environment 
in which rich 
moments happen 
and memories 
might flourish

Fig. 179/ Core motivations of thesis
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Fig. 180/ Core motivations of thesis

It is an environment to be inhabited and 
shared, for experiences to be made 
with family and friends and memories 
to formed.
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Architecture can provide an environment in which rich 
moments happen and memories spring to being.

Provide an environment for the less fortunate to inhabit, to 
share experiences with family or friends.

Makers of Moments seeks to provide environments where rich 
and memorable experiences with family can be made.

Makers of 
Moments

The building should proactively build relationship with 
the occupants, this must occur through interaction and 
communication through the two bodies- the architecture and 
the occupant.
A strong iconic marker will create a memorable form that 
memories can be attached to- photographs can be taken and 
the memory of form associates itself with memories of family,

The development of a sense of community is desired. The 
building is not one but a history of people leaving their trace 
and their mark. 

interaction with time and an ancestry of place, the architecture 
should indicate lives lived and memories made.

Purpose

Community

Family & Occupants

BrIeFING

The following are spatial qualities required

At its core the designed get-away place should recognize the 
human desires and needs over conventions.

The get-away place is for families -however there is an 
undefined number of occupants. Flexibility is important

By nature of a holiday place, there will be no prolonged 
occupation.

The site will be nominally leased private land, and therefore 
no interference of public.

Technical

Spatial Requirements

Spaces that encourage shared occupation and time together

Space for the sharing and preparation of meals. 

Space that fulfill the human desire of retreat, places of 
secrecy, to retrench, to find oneself, and to daydream.

Spaces that are powerful and compelling through sensate 
characteristics- a place where self can be understood in the 
face of the surrounds.

Resituating Thesis Position
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The intention of this get-away place is to 
provide an environment in which family 
togetherness, family interaction, and the 
long-term goal of creating memories can 
be achieved. 

Site plays a role in this. The process 
of locating architecture on site will 
consider both the tangibile (i.e. terrain) 
and intangible (i.e. narratives).

important design criteria that will inform final design

subjective selection- 8 sites

analysis of soft qualities

applicability of design findings

site & wind exposure study

site selection

views
vegetation
perception
emotion

programmatic
requitrements

intangible 
qualities

Fig. 181/ process of site selection

Locating on Site
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Situated on a headland running northeast 
to the western side of the Makara 
township provides shelter and a sense of 
protection to the occupants of this site- 
a microclimate of shelter and unique 
sense of enclosure rather than the coastal 
standard of exposure.

potential sites, subjectively selected, marked as locations A-h

Eight sites are suggested for further 
analysis based on their ‘soft qualities’- 
those things such as views and 
perceptions.

previous page- Fig. 182/ Makara beach and township
Opposite page- Fig. 183/ Wharehou Bay
Fig. 184/ Area for site selection

Locating on Site
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site analyses
- wind (relief & exposure)
- views
-public
-topography

Fig. 185/ Collage of potential site locations
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Fig. 186/ Collage of potential site locations
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How does design influence the locating of site?

to activate 
transitional space

threshold and 
transitional spaces 
can become more 
effective through 
the duality of 
exposure and 
exclusion of 
senses. 

By the magnifying of 
sensory qualities, the 
wind, the smells of 
scented broom and 
the sea sparys. 

arch. functiondesign findings requirements

key desIgn fIndIngs

facilitates
activiites

engage/ 
exclude

to provoke a slowing 
down through 
captivating views and 
senses.

Fig. 187-189/ Select elements of journey designs

An elevated 
position that is 
close to elements 
that increase any 
form of sensory 
perception.

exposed shoreline 
sites where 
seaweed and salt 
spray are evident, 
or on/ near the 
hilltops where 
wind exposure 
and the coastal 
vegetation releases 
floral aromas. 

site of best fit?site qualities

sIte cHaracterIstcs & desIgn fIt

vista

floral aroma

grounding& slowing

salt spray 

H

H

a

a

c c

c

d

d

Fig. 189-192/ Desired elements of site
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retreat
& engage

secret 
place

unexpected 
& emotion

retreat is a 
mechanism that 
allows privacyans 
escape from 
the day-to-day. 
engagement provides 
a connection to the 
site and the beauty 
that surrounds it

two opposing 
conditions combine 
to produce an 
architecture of 
suprise.

to be secret, the site 
must be able to be 
hidden, or positioned 
somewhere 
unexpected. Different 
levels and elevation 
changes are sought

Sites that 
engage with the 
changeability of the 
site is important. 
exposure to wind 
gusts, ocean 
currents, and waves 
are uncontrollable.

When the 
architecture engages 
with the unknown 
emotion and senses 
can be stimulated. 
these are key to 
architecture that 
is supportive of 
memory. 

this facilitates 
the human desire 
to escape whilst 
also providing an 
architectural trace 
of occupation- a 
development 
of ancestry and 
persoanl association 
important to the 
formation of memory

arch. functiondesign findings requirements

key desIgn fIndIngs

Fig. 193-196/ Select elements of journey designs

-C&D-
Sites A & F have 
qualities of 
containment, B/C/D 
have qualities of 
release. C & D allow 
a mediation between 
the two.

-e & B/D- 
Sites B & D are 
situated on the Ne 
headland providing 
an ‘escape’ away, and 
elevated from the 
communal beach, 
sites e & G occupy the 
narrow and isolated 
ridgeline.

-B/C/D & h- 
Sites B C, & D 
are situated on 
the hilltop of the 
headland exposed 
to the strong 
coastal winds. Site 
h engages the 
everchanging ocean.

site of best fit?site qualities

retreat

elevated

indicator of
movement

engage

releasing

uncontrollable

sIte cHaracterIstIcs & desIgn fIt

Fig. 197-202/ Desired elements of site

Locating on Site
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June 21, 8.17am

June 21, 12.00 pm

June 21, 4.27pm

site shading & shadow

a

a

e

e

B

B

B

f

f

c

c

g
d

d H

As an indicator of time, sunrise is an 
important site quality for the architecture 
to engage with patterns of occupation 
and daily routine.

Winter Solstice Not-Shaded?

Sunrise

Midday

Sunset

The exposure to evening sunshine is 
an important component of situating 
the get-away architecture. it facilitates 
enjoyable experience during the time of 
family togetherness- family dinner.

Not-Shaded?

December 21, 5.57 am

December 21, 12.00 pm

December 21, 8.23 pm

a

a

e

e

B

B

B

f

f

C

c

c

g

g

d

d

D

H

Summer Solstice

Fig. 207-208 (both pages)/ Solar studies
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Southerly Wind exposure

wind exposure & shelter
Mākara Beach is a coastal area exposed to 
Westerlies, Easterlies, and very exposed 
to Northerlies. The significant landforms 
to the south provide shelter from the 
strong southerly winds. The hilltops are 

especially exposed and susceptible to 
gale force winds.

Sites that are sheltered are highlighted in 
the following diagrams. 

a

a

e

e
B

f

f
C

g

g
d

H

H

Westerly Wind exposure

Wellington region 
Wind exposure

Sheltered?

Northerly Wind exposure

easterly Wind exposure

a

g

g

Fig. 209-212 (both pages)/ Wind exposure study

Locating on Site
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Proposed site- c

Soft Qualities Sun & Shading
Primarily engaging with the coastal 
conditions, this site allows connection to 
the strong winds, the stunning views, and 
is within the hillside vegetation. The site 
is situated in a historical excavations.

Receiving sunlight at all times of the day 
would enable the architecture to interact 
with it at different seasonal conditions. 
Evening sun exposure is important to 
create a desirable experience during the 
important times of evening barbeques 
and dinners

Fig
. 2
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West

east

North

South

Fig. 214-217/ Outlook from site

Locating on Site
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This chapter is offering a design-led 
research leading to an architectural 
proposition based on key elements 
developed in the exploration of Chapters 

Chp 6 & 9

Chp 7 & 9

Chp 5 & 10

Chp 11

Chp 10

DEVELOPING DESIGN 

COMPONENTS

conceptual 
design work

makers of moments 
get-away place

restraintsdesigned method

site pragmatics 
programme

1b- the language
1a- the story

1c- the pieces

Chp 10-11

Chp9

Fig. 218/ Generating the Makers of Moments get-away place

5-10. A brief summary of findings will 
precede a series of sketch, painting, 
drawing, and rendering.

Developing the Get-away
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Makers of Moments get-away- method

Journey Key QualitySummarised Journey & Design Findings

Oranges on 
the Beach

ThresholdRecognise the wildness of Makara, and 
create a place of interior safety. 

Community, sense of ancestry, & 
attachment of personal association

An amalgam of parts and processes, 
the building is to be sympathetic to this 
theme

A story of interaction, the building is to 
converse with the site.

Piece by Piece Amalgam

Relics of the Past Community

Blowing Like 
Forty Bastards

Interaction

The story is a conceptual narrative- a 
directive as to how the architecture 
relates to its context. 

it is a place that transports those who 
enter from a place of the mundane, to a 
place of repose and release. It magnifies 
thresholds, mediates between the out 
and the in, and from the day-to-day and 
the holiday. 

The story of the Makara Makers of Moments get-away place originates from the richness 
of the site. Materiality and sensory moments inspire, and a clear architectural purpose 
directs. The design methodology here takes hold of the processes of the preceding 
tripartite design series and the concept generation of the journey and moment design. 

The building acts as a play between the 
dualities of exclusion and inclusion- of 
‘containment & retreat’ and ‘release & 
engagement’.

it is a place that takes us on a sensory 
journey. By providing explicit and 
intentional moments of sensory 
perception, the building can craft a 
sensory experience in support of each 
space. 

the story- layering of journeys and moments
explored in Chp 6 and developed in Chp9

1a centers, overlays, transitions, 
repeating, engaging, retreating, 
focussing

intersecting, Anchoring, Aligning, 
Overlapping

Boundaries, Orders, Markers, Levels

the language- an architectural expression

Methods of Connection

Key Sensory Tactics Methods of Composition

The language of the Makara Moment 
Makers get-away place is a system of 
connections, actions, and material 
relationships that originate from Makaras 
inherent themes, as well as the detailed 
design of the journeys and moments. The 
inherent sensory qualities of materials 

make them valuable contributors to 
developing memorable architecture. 
Specific design of material and detail 
becomes a brief that define how the 
architecture should feel, how it affects 
the occupant. 

the Pieces- human centered functioning of spaces- emotion

Defined by the function and the non-
quantifiable human-centred needs, 
these spaces are selected as spaces that 
support of the development of positive 
memory.

These spaces want to be facilitators 
of positive change, and to emphasise 
body-environment interactions and the 
associated physiological products.

a place that is a marker of past community

a place that provides encouragement to stay together

a place of rest and reclusion

a place that is a facilitator of the desire of retreat

a place of central of comfort

initiated in Chp4, explored in Chp7, and developed in Chp9

initiated in Chp5, developed in Chp9, and refined in Chp10

1b

1c

Developing the Get-away
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comments on design Process

Painting

Through schematic methods, 
these visualised responses 
do not represent a concrete 
reality, but rather begins 
to apply an architectural 
legibility to the creative 
impression of the previous 
stage. 

Standard conventions of 
plan, section, 3D modeling, 
and rendering are used 
to convey the illustrative 
experiential led design of 
1 & 2 to develop a clear an 
understandable architectural 
response.

Once the purpose of the 
architecture is determined- 
via the three part method on 
the previous page. Painting is 
used as the first broad brush 
approach of generating 
a creative impression of 
design possiblities. 

Sketch, Collage & Diagram Arch Representation
1 2 3

design Initiation

Fig
. 2
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Two conditions are set up through 
visual metaphor. The order through 
symmetry and balance is connected 
to a place of movement and transition 
though aligning and interesecting 
elements.

unbalance vs symmetry
wild vs tame

order
balance

tame

transition
unbalanced

wild

Co-existence of Opposing Qualities

abstract concept- functioning of Painting
experiential and emotive

The Story

A language is refined 
through creative 
decisions here. Limited 
material palletes 
remove unneccessary 
complexities, strong 
contrast defines elements, 
and the tactics of 
connection -intersection, 
alignment, and overlaps 
are used to tie together 
pieces and the story.

Spaces and their 
intangibilty is approached 
through design 
composition and visual 
metaphor. Symmetry and 
balance provide spaces 
of rest and repose while 
unbalanced spaces with 
elements of movement 
and increased vibrancy 
encourages emotion, 
engagement and activity. 

A series of central qualities 
define the ‘story’ of this 
conceptual painting- 
and the designed place. 
The process of coming 
together, thresholds that 
exist between different 
states, the duality of 
containment and release, 
and the existence of 
moments. 

The LanguageThe Pieces 

220/ 

Elements that construct 
borders, alignment, and 
order are used to direct 
visual movement and weight. 
increased complexity at the 
edge condition in ‘a’ reveal a 
transitioning state. This can 
be achieved through tactics 
seen and tested in Chp 4. 
in ‘b’ an off-centred mass 
and the sloping of the 
periphery texture creates the 
perception of an area that is 
indeed unbalanced and not a 
space for rest- but a place of 
movement.

As an assemblage of framed views 
and openings the painting depicts 
the importance of this piece by piece 
aspect. Not only in form but connection 
to nature. This quality reveals that the 
connection to the outdoors remains a 
key value that is desired in the Makers of 
Moments get-away. 

border

An Assemblage of Views

Composition as Visual 
Metaphor

a

b

22
2/

 

22
1/

 

Developing the Get-away



Makers of Moments

25
6

25
7

As the first stage of the intuitive process of 
painting is deliberately employed to refine 
all the ideas and possibilities that has has 
been revealed through the opportunities 
of site, programme, material, design work, 
occupation- of everything that has been 
suggested into a single creative work. 

This selective creative process develops an 
informed conceptual origin that is inclusive 
of technicalities and also intangible 
elements.

Painting as Design Process Prompt
22

3/
 

Makers of Moments Development
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a

a

B

B

scheme and Massing

224/

1  

4  

3  

2

1    

3    
2    

4  

A steep decline provides release as the views open up

A topographical depression provides a moment of transition between ‘1’ & ‘4’

Plateau edge with a steep and immediate drop-off

A narrow side gully runs to the ridge, the sloping faces act to enclose & contain
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scheme and Massing

2  

1

226/

1  

1  

2

227/

Developing the Get-away

1    

2    Opening up towards a main gully there is a sense of decreasing privacy as proximity 
to the main gully increases

The narrow side gully decreases in width, and the scrub encroaches more closer to the 
top. This creates the perception of an increasing containment. 

1    
2    

Either end of the ridgline depression are highpoints, these overlook and are exposed.
The ridgeline depression ‘cuts away’ the surface and creates a sense of an increasing 
relationhsip to the ground. This provides opportunity to enhance a connectedness.
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scheme and Massing

228/

21

3

2

229/

Fig. 224-229/ 

Developing the Get-away

1    

2    

A place of connection and exposure- a place that portrays the wildness of Makara. This 
is the zone will enable the architecture to fully engage with the site conditions.

The second zone as already shown is containing and enclosing. This limits the ability 
for the architecture to directly engage with wind.

1    

2    

3

Occupying the area of release provides the opportunity fo architecture to adopt those 
desired qualities
The multiple forms allows the penetration of wind and smells- creating opportunity for 
the architecture to interact with the site
Occupying the area of shelter tight against the protection of the northermost bank, it 
creates a sense of ‘leading up to’ something
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1  

2

3  

4  

scheme and Massing

Fig. 230/
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1    

2    

3

4

Occupying the edge of the plateau provides a moment of physical transition which can 
be emphasised to support the transition of intangible qualities.
An e longation of t he f ootprint l eading u p to a n entrance can b e used t o seperate 
functions and emphasise the transition between the opposing qualities of the site.
A courtyard s tyle e ntrace w ay p rovides a brief moment o f enclosure followed b y 
exposure again- this creates a sensory order, and creates a hinge-point/ connection 
point.
A compositional representation of t he d esired space o f comfort a nd r est- this is 
achieved through symmetry and the perceived embrace of concavity.
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Diagramming of Architectural Intent

Oranges on the Beach
Blowing Like Forty Bastards

Oranges on the Beach
Piece by Piece

Symmetry and balance, emphasised entrance and threshold space via levels
Emphasised SR engagement, mental attention, associative memory, predetermined 
emotion in space/ domains  

Core Qualities?
Memory?

Key 
Precedents:

developing architectural Intent

Fig
. 2
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Entrance- passing utility and programme that depicts work- period of sensory exclusion, 
enter into courtyard and then transitioning into a warm light well. 

Descended into, the lowest point is a place of collection and containment, a place that 
encourages occupation and family interaction. it is a sensory marker/ central point

This is seen as the least sucessful gesture. The angled form was utilised to create a 
deflection of attention from the entrance and remove visual balance and symmetry.

1
2

3

Fig
. 2
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Sketch begins to introduce architectural 
qualities to the intangible nature of the 
conceptual painting. The strokes of 
the pen become vertical or horizontal 
members, and lineweights denote 
structural qualities. inherent to sketch 
is a slight distancing form the sensory 

and the emotive. However this sketch 
stage is to be read alongside the emotive 
qualities of the painting. Together 
structure and architectural qualties of 
skected plans, sections, and perspectives 
are combined with the painterly emotive 
and suggestive qualities. 

Fig. 234/ Sketch process

235/ Sketch intentions- an iconic marker

Developing the Get-away
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developing architectural Intent

UP

DN

L.W 1_ entry Level

2_Lived Level

Fig. 236/ Floor plan over two levels

Balanced and Unbalanced

intersecting masses and functions- 
transition and entry space intersects 
the occupied level

The lived spaces are symetrical in 
plan, a compositional order aims 
to support a desired psychological 
sense of calm and rest, whereas 

The concavity of the perimeter wall 
is an architectural gesture aiming to 
create a perceived embrace

embrace Intersect

DN

L.W

DN

L.W

UP

coM

coM

UPU
P

1_ entry Level

2_Lived Level

Isolating senses

exCLUDe

exCLUDe

The entry level is dedicated to utility 
and threshold spaces, 

the unbalanced composition of the 
entrance conveys movement and 
transition

Fig. 237/ Sensory analysis of plans

Developing the Get-away
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238/

239/

240/

The outcomes were perceived as 
successful based on select moments, 
however the synthesised form as a whole 
remains compositionally awkward. This 
design clung to the architectural results 
of Chapter 8 because they were seen as 
successful, however a slight disregard 
for the original parameters and context 
led to this lack of success. 

What’s not Successful?
To further the design the core sensory 
tactics, compositional considerations, 
and narrative based parameters need to 
be the conceptual prompt rather than a 
past design result- a precedent.
 

241/

Fig. 238-241/ Key architectural moments

Developing the Get-away
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revising architectural Intent

Key Moments

Compositional and sensory centre point, releasing and containingCore Qualities:

U

EK

D
U

B

BL

U

1

3

2

1  

2  

3

Entrance- a series of thresholds, both excluding the senses and engaging

Cantilevering out from the hillside this section is driven by a desire to engage with the 
surrounds and the elements.

Connected to the hillside this wing portrays a connectedness to the landscape and a 
sense of containment to contrast the ‘release’ of two.

Emphasised SR engagement, mental attention (focal point), associative memory, 
predetermined emotion in space/ domains  

Memory?

Developing the Get-away

Fig
. 2
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1

4

5

6

8

7

2

3

1

4

5

6

8

7

2

9

3

1. Entry threshold- transition
2. Pump room- passing utilities
3. Shower room- washing off and entering rest
4.Access to water tower
5. Courtyard- an engagement of wind and shadow
6. Sheltered entry threshold- transition
7. Stairwell- sensory exclusion and a marker of time
8. Lightwell- sensory exposure
9. Wastewater treatment- Natural Flow

13000 13000

45
00

40
00

4000

13001350 1350

37
50

18
00

42
00

13
50

1_ entry Level

2_Lived Level

revising architectural Intent

exCLUDe

exCLUDe

1. Stairwell
2. Kitchen- communal cooking space
3. Shared meals- family 
4. Connection walkway- partial exposure
5. Toilet and shower room- engaging the outdoors
6. Safety netting- rest and reading
7. Multi-function/bed room- release
8. Living- comfort and rest
9. Bunkroom- togetherness, aromas, and warmth
10.Balcony- continues interior to the exterior
11.Header tank- water supply
12.Wastewater treatment- Natural Flow
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7. Multi-function/bed room- release
8. Living- comfort and rest
9. Bunkroom- togetherness, aromas, and warmth
10.Balcony- continues interior to the exterior
11.Header tank- water supply
12.Wastewater treatment- Natural Flow
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7. Multi-function/bed room- release
8. Living- comfort and rest
9. Bunkroom- togetherness, aromas, and warmth
10.Balcony- continues interior to the exterior
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6. Safety netting- rest and reading
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8. Living- comfort and rest
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6. Safety netting- rest and reading
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2. Kitchen- communal cooking space
3. Shared meals- family 
4. Connection walkway- partial exposure
5. Toilet and shower room- engaging the outdoors
6. Safety netting- rest and reading
7. Multi-function/bed room- release
8. Living- comfort and rest
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Fig. 244/ Floor plan over two levels

Release & Containment

Wind and smells permeate the get-
away through intentional exposure 
to all directions. 

Expressing a sense of f reedom 
versus the sense of comfort. A heavy 
and thick masonry wall c onnects 
the living s pace t o the earth. This 

The warmth o f the lightwell, t he 
brightness of the white walls, & the 
movement o f shadows creates a  
sensory rich space that encourages 
attention.

Sensorial Marker Engagment

Isolating senses
The entry level is d edicated t o 
utility s pace, t hreshold s pace, a nd 
the select e ngagement with w ind 
and smells.

groundedness d emarcates a  r est 
whereas the open, cantilevered, and 
pod-like qualites provides a sense of 
escape and connection.
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The get-away can become a lasting 
memory of the people who made it, a 
trace of the landscape that it sits in, and 
at its core a product of the region. 

When you occupy the space an 
intellectual level of memory is strived 
for. Material and craftmanship builds 
stories and attaches places to the get-
away place. 

Highly crafted joints express the memory 
of the tradepeople that were here.

To build ‘an intellectual memory’ into 
place precedence ig given to locally 
sourced materials that are at their core, 
New Zealand.

Polycarbonate;
lightweight & temporal

ECOply Plywood;
sustainably-grown in the North 
islands pine plantations

Macrocarpa;
an aromatic cypress sourced through 
suppliers in Wellington City 

Materials tell a story

Developing the Get-away

Fig. 246/ 
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Black Slate;
craftmanship of local tilers

KayneMail;
from Wellingtons film industry

Carbon Fibre Composites;
a sculptural element symbolic of Wellingtons wind

Hand Lacquered White Tiles;
an expression of local craftmanship

Developing the Get-away

Natural Wool insulation;
locally harvested and sourced Natural Wool 
Products in Wellington

Fig. 247/

Fig
. 2
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the wharehou Bay get-away

Developing the Get-away

Fig. 249/ Situated on the Wharehou Bay headland
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1. Entry threshold- transition
2. Pump room- passing utilities
3. Shower room- washing off and entering rest
4.Access to water tower
5. Courtyard- an engagement of wind and shadow
6. Sheltered entry threshold- transition
7. Stairwell- sensory exclusion and a marker of time
8. Lightwell- sensory exposure
9. Wastewater treatment- Natural Flow

13000 13000

45
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40
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4000

13001350 1350

37
50

18
00

42
00

13
50

Emphasised entrance and threshold spaces through sensory engagement/ exclusion
Emphasised SR engagement, mental attention, associative memory

Core Qualities?
Memory?

entry level

Developing the Get-away

Fig. 250/
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1. Stairwell
2. Kitchen- communal cooking space
3. Shared meals- family 
4. Connection walkway- partial exposure
5. Toilet and shower room- engaging the outdoors
6. Safety netting- rest and reading
7. Multi-function/bed room- release
8. Living- comfort and rest
9. Bunkroom- togetherness, aromas, and warmth
10.Balcony- continues interior to the exterior
11.Header tank- water supply
12.Wastewater treatment- Natural Flow
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1. Water towers for an iconic marker
2. Passing utility
3. A controlled wildness of Makara
4. A secondary threshold before entry
5. Embedded in the hillside to ground and anchor
6. The hollow splatter of rain on a polycarbonate
7. Reflections of light and a canvas for shadows
8. Concealed storage spaces
9. Safety netting- informal rest
10. Perching over the edge with tensile support

Developing the Get-away

Fig. 252/ Cross-section, looking SW
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4. A secondary threshold before entry
5. Embedded in the hillside to ground and anchor
6. The hollow splatter of rain on a polycarbonate
7. Reflections of light and a canvas for shadows
8. Concealed storage spaces
9. Safety netting- informal rest
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1. Winds of Makara
2. Aromas of Macrocarpa framing
3. Concealed storage spaces
4. Open air connection- warmth and smell of firewood
5. Black slate radiates the heat and denotes a tactile boundary
6. Sliding panels reveal an embeddedness in the hillside
7. Rope elements define an entry way and welcome touch and interaction
8. Cold and dark, a sensory threshold
9. Morning sun and crossflow ventilation
10.Warmth and light reflect of imperfection of the tiles
11.Sounds of rainwater gushing
12.Winds push and pull these, and shadows are cast 
13.Smells of the vegetation and cool breezes
14.Open air mesh
15.Opening panels brings nature into shower room
16.Flickers of candlelight and the smell of wax

1 2

94

3

65 7

8

3

10

15

14

13
1

9

16

11

12

1. Winds of Makara
2. Aromas of Macrocarpa framing
3. Concealed storage spaces
4. Open air connection- warmth and smell of firewood
5. Black slate radiates the heat and denotes a tactile boundary
6. Sliding panels reveal an embeddedness in the hillside
7. Rope elements define an entry way and welcome touch and interaction
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9. Morning sun and crossflow ventilation
10.Warmth and light reflect of imperfection of the tiles
11.Sounds of rainwater gushing
12.Winds push and pull these, and shadows are cast 
13.Smells of the vegetation and cool breezes
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16.Flickers of candlelight and the smell of wax
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Fig. 253/ Cross section, looking Ne
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Fig. 254/ A recollection of the Wharehou Bay get-away origin
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an Iconic Marker

The Wharehou Get-Away is an iconic marker in my memory. 
The watertowers that i used to hide and play in remain strong 
in my minds eye. We used to race towards this silouhete on 
the horizon. 

In Retrospect

Fig. 255/ Approach from below
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In Retrospect

Fig. 256/ An entrance marked by water towers

Fig. 257/ A hollowed watertank forms a secret place
Next page- Fig. 258/ entry threshold
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seeing wind

The courtyard space bristled as the reeds were whipped in the 
wind- these forces of the site became tangible as the shadows 
danced against the rear wall. 

In Retrospect

Fig. 259/ Detailed view of carbon-fibre composite reeds

Fig. 260/ Carbon-fibre composite reeds to interacts with wind and sun
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As you stepped into the stairwell you were hit by a coldness and 
darkness. The corten steel retained the cold of the night. in this 
moment of darkness and coldness, of stark contrast, i knew i was 
about to enter this treasured space

Fig. 261/ top of entry stairwell
Next page- Fig. 262/ Descending the stairs
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Running my hand against the wall revealed 
etchings of families that shared the place 
before us. Scratched names and dates 
revealed a community of people brought 
together by this place. i didn’t know who 
they were, and I was always filled with 
curiosity and wonder. Who were these 
names on the wall?
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a Perceptual focal Point

In Retrospect

Fig. 263/Volume of the kitchen and entry space

Fig. 264/ Kitchen space detail
Next page- Fig. 265/ Kitchen occupying the lightwell, a sensory marker
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Flood with light, the informal entrance is bright and it is white. 
Warmth permeates down from the polycarbonate roof and 
shadows dance across the tiled wall. A focal point, it drew you in. 

In Retrospect
Fig
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Fig. 268/ play of light in the kitchen space



Makers of Moments

31
4

31
5

Our meal times were spent playing 
games of scanning the ocean 
before us. From this vantage point 
we perched over the edge. i felt free 
here and unconstrained by life or 
even the ground itself. i was above 
it all, released into a complete 
getaway. 

In Retrospect

Fig. 269/ Dining, a space of release and engagement with the outside
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senses of comfort

I step down, lower and lower till I find a place 
of rest. The smoothly sanded timbers and the 
softness of the upholstery portrayed a softness in 
this space. 

In Retrospect

Fig. 270/ Lounge and bunkroom as places of comfort

Fig. 271/ Details of easterly openings towards the hillside
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In Retrospect

Fig. 272/ A living space of comfort
Next page- Fig. 273/ the fireplace as a symbol and marker of rest
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Flickers of the candles, the crackle 
of the fire, the aroma of firewood 
and the soft woollen throws 
embodies this place of comfort in 
my memory. 



Makers of Moments

32
2

32
3

Warm macrocarpa aromas washed over us as we slept. 
The heat of the fire and the aroma released from the 
firewood resins connected us to this central space of 
comfort. Long after bedtime, whispers between bunks 
accompanied the sound of the wind.

Fig. 274/ Bunkroom to living room connection Fig. 275/ Bunkroom to living room connection



Makers of Moments

32
4

32
5

In Retrospect

Fig. 276/ the bunkroom in the afternoon sun
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celebrating exposure

In Retrospect

Fig. 277/ Bathroom ‘pod’ 
Opposite page- Fig. 278/ A partially exposed linkspace
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i would run to the bathroom as the wind used to billow through 
the fabric of the façade. To go to the bathroom was to take part 
again in the wildness of the site.

In Retrospect

previous page- Fig. 279/ A bathroom that opens up and enegages
Fig. 280/ An open walkway connecting spaces
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In Retrospect

Fig. 281/ KayneMail mesh screen provides protection from the full force of the winds
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living in the Moment

In Retrospect

Fig. 282/ Bedroom and multi-function space

Fig. 283/ A visual connections along the built axis
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In Retrospect

Fig. 285/ A place for sleep and sensory engagementFig. 284/ A folding out bed from the built in joinery
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During the day this room was the embodied the sense of summer. The heat of the 
day and the coastal scent was carried in on the breeze, the sound of cicadas and a 
coolth of the earth came from the rear. 

We would not sleep much though- the moonlit waves below and the stars shooting 
across the sky drew us away from sleep.

In Retrospect

Fig. 286/ Opened up in the summer
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Fig. 287/ An impression of the Wharehoue bay get-away from below
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author’s remarks

The author found that memorable 
architecture can be designed through 
moments embodied with rich sensory 
engagement and emotion. 

The design of these individual moments 
and the latter synthesis of these through 
a poetic and artistic process formed the 
Wharehou Bay get-away. Each of these 
moments considers three fundamentally 
important categories:

1. Design of moments should engage 
emotion as a forethought in design. 
These spaces need to be considered 
beyond the programmatic needs. 
Each space should be considered with 
an emotional mindset- what are the 
desires of the occupant in this space 
Components of composition (balance, 
weight & direction, colouring, and 
emotional meaning, spatial depth) can 
then be used to construct a space that 
can prompt the occupant’s physiological 
relationship with space for an emotive 
purpose.

2. Challenges to the controlled and 
homogenous contemporary environment 

is recommeded. in design, this has been 
tested through engagment with the 
uncontrollable qualities of the site. The 
wind is celebrated rather than shutout. 
The sun interacts with the architecture 
to engage with time and occupation. The 
rain creates a soundtrack and demarcate 
spaces. Coldness is not avoided but used 
to emphasise thresholds. These strong 
thresholds of sensory engagement and 
exclusion define boundaries beyond 
the visual that emphasise the important 
contrast between the get-away and 
everyday life.

3. An integrated consideration of the 
overlapping senses is needed. it was 
revealed early on that a sensory flatness 
in architecture can lead to spaces that 
are weak in their capacity to support 
memory. To create memorable spaces 
the designer needs to consider not only 
the inclusion of sensory components 
but also the occupant’s engagement 
with these.  The framework of sensory 
design tactics used in this design-led 
research is valuable tools for the sensory 
composition of moments for the goal of 
memorable experiences.

Mechanisms of Memory

The initial question asked how can holiday architectures be specifically designed to 
provoke unique and profound moments to create memorable experiences?

Through the construction of a personal and context-specific design process, and the 
constant learning through successes and failings, the design-led research led to the 
ultimate goal of a place that can act as a canvas for building memories. 

it became apparent that the default 
conventions of the architectural design 
process limited the author’s ability to 
generate sensory-rich and authentic 
results. The design-led research has 
revealed two parts of the author’s design 
process that evolved over the project; 
workflow and representation. 

it is not enough to simply source 
elements of someone else’s design 
process (tactics, frameworks, precedents, 
conventions, drawing styles, etc.) and 
insert these into your existing workflow, 
and design process. That is because this 
removes these elements from an existing 
context, and specific to evrey designs 
context are idiosyncrasies that inform 
the design process.
 

The author wanted to celebrate these 
valuable idiosyncrasies of the context 
(site, materials, construction, users 
desires, etc.) because there seems to be 
a default tendency for the designers to 
blindly repurpose the successful works 
of others without themselves first firmly 
grounding their work in context.

‘Context’ here is not written lightly, 
because throughout this research 
the author has become aware of the 
paramount importance of not only 
understanding the context but also 
its ingrained and personal meaning. 
Without this meaning, design can tend 
towards the superficial as evidenced in 
chapter five. 

Processes

28
9/

28
8/
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The author utilized a three-part 
design series to generate an authentic 
understanding of all the components 
that contribute to the development of the 
Wharehou Bay get-away. 
1. The Pieces consist of the core human 
desires of a select typology. it recognizes 
that the emotion of space is intrinsic 
to place and this must become an 
intentional forethought before design.

2. The Story consists of conceptual 
narratives generated from the site or the 
circumstance. it reveals the essence of 
the site, not known by visiting but known 
through being on and in the site. 

3. The Language consists of the material, 
detail, and connections. it suggests that 
embodied in the detail should be the 
core themes and visual and sensory 
‘language’ that the whole will be defined 
by.

To provide a concluding remark on 
the process, the following statement 
expresses the author’s reasoning 
behind the research workflow and 
representation: the architectural product 
will not rise to the level of the goals that 
are set, but rather will fall to the level of 
the processes engaged in design. 

29
0/

Memorable experiences in architecture 
is unique to the context that the holiday 
occurs, and will always remain in 
essence intangible. The author’s process, 
therefore, engages the painterly and the 
abstract as mechanisms to align the 
nature of the context-dependent process 
with the nature of the goal.

The author’s approach to the 
architectural design process was 
challenged throughout this research, so 
it welcomes the reader now to likewise 
reflect upon his or her processes in 
design. it encourages designers to 
immerse themselves in the artistry that 
is architecture throughout the design 
process. 

There is a frustration in architecture 
when designers cannot freely express the 
emotion of a conceptual idea, the essence 
of the work that is conceived. The joy of 
architecture and a love for discipline was 
renewed when the author’s process of 
design engaged the poetic and artistic. 
This research suggests that extending 
your repertoire of representation from 
the literal to the abstract, or the realistic 
to the painterly can, and this case will, 
allow freedom in the expression of 
the qualities and emotions desired in 
architecture.

note to reader

Fig
. 2

88
- 2

91
/ D

et
ail

s o
f t

he
 W

ha
re

ho
u 

ba
y g

et
-a

wa
y



Makers of Moments

34
7

Bibliography

Albright, T., Arbib, M. A., Eberhard, J. P., Farling, M., Gallese, V., Gattara, A., … Pallasmaa, 
J. (2015). Mind in Architecture: Neuroscience, Embodiment, and the Future of Design. 
Cambridge: MiT Press.

Altman, i., & Low, S. M. (1992). Place attachment / edited by irwin Altman and Setha M. Low. 
New York: Plenum Press.

Baars, B. J., & Gage, N. M. (2010). Emotion. in B. J. Baars & N. M. Gage (Eds.), Cognition, 
Brain, and Consciousness (Second Edition) (pp. 420–442). London: Academic Press. 

Bachelard, G. (1994). The poetics of space / Gaston Bachelard ; translated from the French by 
Maria Jolas ; with a new foreword by John R. Stilgoe. Boston: Beacon Press.

Bartolomei, F., Lagarde, S., Villalon, S. M., McGonigal, A., & Bénar, C. (2016). The “Proust 
Phenomenon”: odor-evoked autobiographical memories triggered by direct amygdala 
stimulation in human. Cortex 90, 173–175. 

Bastéa, E. (2004). Memory and architecture. Albuquerque: University of New Mexico Press.

Bowring, J. (2006). The smell of memory : Sensorial Mnemonics. Lincoln

Chawla, L. (1986). The Ecology of Environmental Memory. Children’s Environments Quarterly, 
3(4), 34–42. 

Chawla, L. (1992). Childhood Place Attachments. in Place Attachment (pp. 63–84). New York: 
Plenum Press.

Cho, M. E., & Kim, M. J. (2017). Measurement of User Emotion and Experience in interaction 
with Space. Journal of Asian Architecture and Building Engineering, 16(1), 99–106.

Chun, M. M., & Turk-Browne, N. B. (2007). interactions between attention and memory. 
Current Opinion in Neurobiology, 17(2), 177–184. 

Cowan, N. (2001). The magical number 4 in short-term memory: A reconsideration of mental 
storage capacity. Behavioral and Brain Sciences, 24(1), 87–114. 

da Costa Meyer. (2009). The Place of Place in Memory. in Spatial Recall: Memory in 
Architecture and Landscape (1st ed.). New York: Routledge.

de Lourdes Luz, & Dos Santos. (2004). Patrimony and Cultural identity. Bastéa, E. (2004). 
Memory and architecture. Albuquerque: University of New Mexico Press.

DiSalvo, C., Hannington, B., & Forlizzi, J. (2004). An Accessible Framework of Emotional 
Experiences for New Product Conception. in Design and emotion: the experience of everyday 
things. London: Taylor & Francis.

Downing, F. (2000). Remembrance and the design of place. College Station, Tex: Texas A&M 
University Press.

Drummond, T. G. (1990). Folk architecture: a study of the private huts in the Orongorongo 
River Valley. Research report BArch--Victoria University of Wellington.

Dumper, K., Jenkins, W., Lacombe, A., Lovett, M., & Perlmutter, M. (n.d.). How Memory 
Functions. 

Edelstein, E. A. (2008). Searching for Evidence. HERD: Health Environments Research & 
Design Journal, 1(4), 95–110. 



Makers of Moments

34
8

34
9

Gerard, R. W. (1953). What Is Memory? Scientific American, 189(3), 118–127. 

Gill, B. (1978). Summer places. Toronto: McClelland and Stewart.

Grigor, J. (2008). Baches & cribs: a pictorial journey through New Zealand’s favourite holiday 
places. North Shore City, N.Z: Penguin.

Jelić, A., Tieri, G., De Matteis, F., Babiloni, F., & Vecchiato, G. (2016). The Enactive Approach 
to Architectural Experience: A Neurophysiological Perspective on Embodiment, Motivation, 
and Affordances. Frontiers in Psychology, 7. 

Juhani Pallasmaa. (2014). Space, place and atmosphere. Emotion and peripherical perception 
in architectural experience. Lebenswelt: Aesthetics and Philosophy of Experience, (4). 

Klein, S. B., & Nichols, S. (2012). Memory and the Sense of Personal identity. Mind, 121(483), 
677–702. 

Lee, J. (2013). Design for all 5 Senses. TED Talk.

Lehman, M. L. (2011a). How sensory design brings value to buildings and their occupants. 
intelligent Buildings international, 3(1), 46. 

Lehman, M. L. (2011b). How sensory design brings value to buildings and their occupants. 
intelligent Buildings international, 3(1), 46–54. 

Lehman, M. L. (2017). Adaptive sensory environments: an introduction. Abingdon, Oxon ; 
Routledge.

Lowe, P. (1995). Survival of an icon: the great New Zealand bach : submitted in partial 
fulfilment of the Bachelor of Architecture degree, Victoria University of Wellington. Research 
report BArch--Victoria University of Wellington.

Lupton, E., & Lipps, A. (2018). The senses: design beyond vision / [edited by] Andrea Lipps 
& Ellen Lupton. Hudson, NY: Princeton Architectural Press.

Lyndon, D. (1994). Chambers for a memory palace. Cambridge, Mass: MiT Press.

Lyndon, D. (2009). The Place of Memory. in Spatial Recall: Memory in Architecture & 
Landscape (1st ed.). New York: Routledge.

Marcelo Coelho Fotografia. (n.d.). Retrieved January 12, 2020, from http://marcelocoelho.
com/

Marcus, C. C. (1992). Environmental Memories. in i. Altman & S. M. Low (Eds.), Place 
Attachment (pp. 87–112). Boston, MA: Springer US. 

Mastin, L. (2019, November). Sensory Memory. Retrieved from https://human-memory.net/
sensory-memory/

McCabe, S. (2009). Who needs a holiday? Evaluating Social Tourism. Annals of Tourism 
Research, 36(4), 667–688. 

Miller, G. (1955). The Magical Number Seven, Plus or Minus Two Some Limits on Our Capacity 
for Processing information. Psychological Review, 101(2), 343–352.

Mitchell, W. (1984). What is an image? New Literary History, 15(3), 503-537. doi:10.2307/468718

Pallasmaa, J. (2000). Hapticity and time: Notes on fragile architecture. The Architectural 
Review; London, 207(1239), 78–84. 

Parsons, R. (2015). David Chipperfield: A Place to Be. Architecture for Art Documentary.

Raffelt, U., Littich, M., & Meyer, A. (2011). Architectural branding as brand communication: 
Does it contribute to employees’ brand commitment? Marketing ZFP, 33, 247–258. 

Richter, A., Göbel, H. K., & Grubbauer, M. (2017a). Designed to improve? City, 21(6), 769–778. 

Roediger iii, H. ., Zaromb, F. ., & Goode, M. . (2008). Learning Theory and Behaviour. in 
Learning and Memory: A Comprehensive Reference (Vol. 1, pp. 11–24).

Rossi, A. (1981). A scientific autobiography. Cambridge, Mass: MIT Press.

Schänzel, H. A., Smith, K. A., & Weaver, A. (2005). Family Holidays: A Research Review and 
Application to New Zealand. Annals of Leisure Research, 8(2–3), 105–123. 

Shaw, S. M., Havitz, M. E., & Delemere, F. M. (2008). “i Decided to invest in My Kids’’ 
Memories”: Family Vacations, Memories, and the Social Construction of the Family.” Tourism 
Culture & Communication, 8(1), 13–26. 

Stamps, A. (2000). Psychology and the Aesthetics of the Built Environment. New York: institute 
of Environmental Quality San Francisco. 

Sternberg, R., & Sternberg, K. (2011). Cognitive Psychology (6th ed.). Cengage Learning.

Stone, E. (2017). Black Sheep and Kissing Cousins : How Our Family Stories Shape Us. 
Routledge. https://doi.org/10.4324/9781351320924

CiDREE. (2017). Wellbeing in our Schools: international Perspectives (CiDREE Yearbook 
2017). Dublin.

Thiis-Evensen, T. (1987). Archetypes in architecture. Oslo: Norwegian University Press.

Thompson, P. (1985). The bach. Wellington, N.Z: Government Printer.

Treib, M. (2009). Spatial recall: memory in architecture and landscape. New York ; Routledge.

Tyng, C. M., Amin, H. U., Saad, M. N. M., & Malik, A. S. (2017). The Influences of Emotion on 
Learning and Memory. Frontiers in Psychology, 8. 

van Rompay, T., & Hekkert, P. (2004). On the Conceptualisation of Emotions and Subjective 
Experience. in Design and emotion: the experience of everyday things. London: Taylor & 
Francis.

Walters, T. (2014). “Cultural icons”: media representation of second homes in New Zealand. 
Journal of Tourism Consumption and Practice, 6(1), 81–85. 

Yoffe, S. (2000). Holiday Communities on Rangitoto island in New Zealand. University of 
Auckland.

Zumthor, P. (2010). Thinking architecture (3rd., expanded ed.). Basel: Birkhäuser.



Makers of Moments

35
0

35
1

figures list

3. Goodall, G. (1960). Elevated view of the Mount Maunganui motor camp and beach [Online image].

5. Scape, K. (1970). Family holiday at Millers Flat [Online image].

12. Be, M. (2018). Pik Pavilion [Online image]. 

15. Binet, H. (2011). Serpentine Pavilion [Online image]. 

22. Reynolds, P. (2014). Castle Rock House [Online image]. 

23. Kodakis,Y. (2013). Alemagou,Ftelia Beach, in Mykonos [Online image]. 

25. Blanca, O.T. (2016). Toledo Metro Station [Online image]. 

26. Gardiner, R. (2019). Punchbowl Mosque, Australia [Online image]. 

27. Malnar, J. (2004). Ranges of the Senses, from Sensory Design, University of Minnesota Press.

28. Grassi, G. (1979). Student halls of residence in Chieti [Online image]. 

29. Bague, A. (2016). Centro de Producción Audiovisual [Online image]. 

30. Bossi, S. (2017). American Memorial and Cemetery in Manila {Online image}. 

34. Mason, J. (1907). A Summer Holiday Camp on the West Coast [Online image]. 

35. Kent, T. (1929). A late summer holiday at a popular South island seaside resort [Online image].

89/ Meiring, J. (2017). Bethells Bach/ Herbst Architects. [Online image]. Retrieved Jun 2019 

90/ Meiring, J. (2013). Timms Bach/ Herbst Architects. [Online image]. Retrieved Jun 2019 

91/ McCredie, P. (2017). Te Horo Bach/ Parsonsons. [Online image]. Retrieved Jun 2019

92/ McCredie, P. (2019). Shoal Bay Bach/ Parsonsons. [Online image]. Retrieved Jun 2019

93/ McCredie, P. (201). Field Way Bach/ Parsonsons. [Online image]. Retrieved Jun 2019

94/ Crosson Architects. (2003). Coromandel Bach. [Online image]. Retrieved Jun 2019

if not attributed here, all images belong to the author

96/ Hut No. 25. [Digitized sketch]. in Drummond, T. (1990). Folk architecture. Wellington

99/ EasyBach NZ. (2017). The Austin. [Online image]. Retrieved Jun 2019 

100/ Eunoia Limited. (2009). Eunoia Bach L. [Online image]. Retrieved Jun 2019 

101/ Architex. (2013). iPad prefabricated residential unit. [Online image]. Retrieved Jun 2019

137/ (10 Dec 1949). A German refugee family. Gisborne Herald.
     (22 Nov 1941). Private Mary Churchill. The Evening Post
     (18 Sept 1939). The Chores of Army Life. New Zealand Herald. 
     North, P. (2015). Trees in the Wind [Online image]. Retrieved Dec 2020

182-183/ LiNZ Data Service. Makara region. Retrieved from https://data.linz.govt.nz/data/
global/oceania/ne w-zealand/wellington/. 9 Nov 2019

224-231/ LiNZ Data Service. Makara region. Retrieved from https://data.linz.govt.nz/data/
global/oceania/ne w-zealand/wellington/. 9 Nov 2019

184/ Makara Beach. Google Earth. 18 Dec 2019

207-212/ Makara Beach. Google Earth. 18 Dec 2019



Makers of Moments


	b907783cae379f3cb4f9e865d1b1c1ee8b967c2c4f07b0bd4102307635afbe87.pdf
	a772923f6e1f40f4423e3c52f5621aee6b37b7fc2876d5db17117f2206cd011d.pdf
	b907783cae379f3cb4f9e865d1b1c1ee8b967c2c4f07b0bd4102307635afbe87.pdf

