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Abstract 

Figure 1 : Toe Toe in Hataitai 

Western education systems have always over-shadowed my Tokelauan 
heritage. Through my tertiary education, I have found architecture to be a 
predominantly Western profession that has struggled to integrate South 
Pacific values. 

I wonder how Tokelauan knowledge and values might contribute to 
Western architecture - particularly in suburbs like Hataitai.
 
I have used the redesign of a primary school campus - a mini-city of sorts 
- to explore how Tokelau culture might inform an approach to density and 
community. Through design-led experimentation, I have discovered a 
set of spatial techniques that mediate between depth and confinement. 
These include: layering inwards from the building envelope, overlapping 
layers of tactile boundaries, and softening the perimeter edge. While 
these techniques are rooted in Tokelau culture, they are also utterly 
relevant to dense urban living in Wellington.
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Introduction   

How might Tokelauan knowledge and 
values inform a new approach to density 
and community in the suburban context of 
Wellington?

Approaching this question, I reflected on 
my own Tokelauan heritage where I have 
learned the strong value in community 
that is rooted in Tokelau culture. Through 
this process, I have discovered alternative 
understandings of space that are intrinsic to 
Tokelauan values.

The word, vā, is a Tokelauan concept 
of space which is invariably embedded 
in relationships. It loosely translates as 
relational space that exists between 
human and non-human entities to facilitate 
individual and collective well-being. It is 
fundamentally different from the western 
understanding of space; as a continuous 
area or an open expanse. These starkly 
different conceptions of space have sparked 
the over-arching aim for my research. This is 

to explore how a Tokelauan vā perspective 
might inform a new approach to density and 
community in Wellington's eastern suburb, 
Hataitai. 

Hataitai serves as a case study for car-
centric sprawled suburbs. The streets curve 
organically along the contours forming a 
loose road network that works better for 
cars than pedestrians. Sparse rows of 
stand-alone housing follow the meandering 
roads and consequently leave large areas of 
unused space. Hataitai's development was 
never a purposeful attempt to create a dense 
and walkable cityscape. These are issues 
that have evolved alongside our rapidly 
increasing population and unsustainable 
reliance on the car. A cultural preference 
for private and spacious properties has 
contributed to the persistent expansion of 
sprawled suburbs in New Zealand. This 
leads to a broader question about how we 
live together. How do we get closer but 
maintain a sense of spaciousness?
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I began my research through design-led 
experimentation which involved processes 
of photography, drawing, and making. 
Through an understanding of vā, I have 
reflected on these experiments to discover 
the significance of depth and confinement in 
facilitating a relational approach to density.  

Through experimentation, I have 
interrogated the role of the boundary. I have 
explored depth and confinement at human-
scale by overlapping tactile boundaries and 
layering inwards from the thermal envelope. 
Zooming out, I have explored the role of the 
building edge to investigate how the campus 
might respond to its immediate context. By 
observing the suburb as a whole, I have 
explored how the campus might respond 
to the wider context of Hataitai through 
pedestrian pathways. Simultaneously, how 
the pathway might facilitate community.

Through a reciprocal process of group 
discussion and personal contemplation, I 
have reflected against other architects and 
ideas to contextualise my work. Modern 
regionalist precedents by architects such 
as Bijoy Jain, Kengo Kuma, and Shunri 
Nishizawa, demonstrate strong ideas of 
depth that I have found to resonate with 

Tokelauan vā. Yet, the precedents which are 
relevant to depth do not deal with issues of 
density and do not require a defined thermal 
envelope. My research, therefore, reconciles 
the tension between the significance of 
depth versus the utter need for a thermal 
envelope. Ultimately, this has formed the 
most problematic investigation for my 
research: to contextualise my learning of vā; 
from the tropical climate of Tokelau to the 
cool climate of Hataitai. 



P.3Figure 3 : Hataitai, Hohiria Road 
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Method 

This research follows a continuous process of doing and discussing.  
 
Through design-led experimentation, I have followed an intuitive and 
iterative design process. I have produced a series of design experiments 
through methods of photography, drawing, and making. A continual act of 
doing where I revised, developed and pushed my evolving ideas further 
based on personal reflections.   
 
Group discussions regularly followed my intuitive design process. I 
shared discussions with my peers, Ariana, and Emily, as well as my 
supervisor, Sam. These discussions often involved local Wellington 
artists; Billy, Wayne, and Grant. Throughout the year we had fort-nightly 
meetings where we shared our own work, visited exhibitions, and had 
rich discussions between the disciplines of art and architecture. We 
questioned the overlaps and differences between the two practices which 
were extremely valuable for understanding how art and architecture can 
correlate. Additionally, abstracted discussions within the architecture 
discipline have allowed me to understand my work at a much broader 
level. These discussions have collectively contributed to my personal 
reflections and understanding of my design process.  
 
I have been involved in three exhibitions during the course of the year. 
One in central Wellington, one in Hataitai, and one in Seoul, South 
Korea. Each exhibition had different objectives and were independently 
valuable learning experiences. They challenged me to think deeply about 
how to exhibit my work effectively and shed light on possibilities for my 
research at human, architecture and urban scales. I will discuss each 
exhibition and my correlating discoveries and reflections in chapter 0.2 
The Scheme.  
 
Doing and discussing has ultimately allowed authentic design research. 
This has enriched my understanding of how Tokelau culture might inform 
my design process and architecture practice. It has also allowed me 
to develop certain criteria for my research that I have learned through 
exposure to different perspectives, disciplines, and scales.

Figure 4 : (Left) Discussion with friend at my Flash exhibition 

Figure 5 : (Right) The Doing - tracing paper drawing
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Scope

My research is grounded in Hataitai and located at the site of Hataitai 
School. I have used the programme of a primary school campus as a 
vehicle to explore my research aims. I have considered learning and 

teaching practices, but they have not been my main focus. Instead, I have 
acknowledged the campus as a mini-city of sorts to investigate spatial 

strategies for density and community at human to urban scale. 

Hataitai School contains several large buildings that my research does 
not aim to resolve in full. Through section and plan, I have suggested the 
formal and spatial composition of the campus; as a whole and in relation 
to the surrounding context. Three spatial strategies that mediate between 

depth and confinement have informed the programme of the campus. 
These are: layering inwards from the building envelope, overlapping 
layers of tactile boundaries, and softening the perimeter edge. These 
strategies do not propose a structural solution for the campus but aim 

to develop a new approach to density based on human experience and 
relationality. I acknowledge that the structural possibilities could be further 

explored beyond the scope of my research.
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This content is unavailable. Please consult 
the figure list for further details.

Figure 6 : Traditional Tokelauan fale, cookhouse and latrine

This content is unavailable. 
Please consult the figure list for 

further details.
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Figure 7 : Inati (equality & sharing). When the village 
fisherman catch fish, every family in the village is allocated 
an equal share. This is called inati - a term that is unique 
to Tokelau.    

This content is unavailable. 
Please consult the figure list for 

further details.
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Hataitai is a well-loved neighbourhood of 
Wellington that sits between the Town Belt 
and Evans Bay. The elevated hills of Hataitai 
have widespread views to Mirimar and the 
Cook Strait. The lower levels of Hataitai 
are close to Evans Bay. However, to walk 
between these two levels is a distant and 
meandering journey. 

Hataitai 
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Hataitai was a productive farm land before its 
development. The 1880 map (Figure 8) shows 
Hataitai as one of the last plots of land to be 
developed in Wellington. The Hataitai Land 
Company was formed in 1901 and foresaw Hataitai 
to be a desirable residential suburb. With the 
construction of the Tram Tunnel in 1907, the slow 
development of Hataitai began. 

Hataitai's complex terrain meant that the roads were 
built along the contours of the hillside. The result 
is a loose road network that works better for cars 
than pedestrians. The construction of Mount Vic 
Tunnel in 1931 established a major transport link 
between Wellington city and Hataitai. The tunnel is 
used frequently by pedestrians and cyclists, as is 
the Town Belt. However, Hataitai's poor pedestrian 
infrastructure makes it difficult to walk to these links - 
especially from the eastern side of the suburb.

A handful of pathways attempt to increase the 
suburbs walkability. Some are public, and some 
have been generously opened to the public 
through private properties. These pathways make 
a significant difference when traveling between 
the distant streets. They demonstrate the need 
for a connected pedestrian network and they also 
project a sense of trust and community. A complete 
pedestrian infrastructure has many possibilities 
for community interactions and public space. A 
pedestrian-friendly network could hugely benefit 
walkers, runners, cyclists, and commuters - allowing 
them to move efficiently from the beach to the city 
and anywhere in-between.  



P.15
Figure 8 : 1880 Map of Wellington - Hataitai highlighted in orange

Figure 9 : Present-day Hataitai, aerial image 



P.16 Figure 10 : Sparse Roads and Dense Pathways

1

1 Hataitai School N



P.17Figure 10 : Sparse Roads and Dense Pathways

I sketched this experiment to gain a quick 
understanding of how a dense array of pathways 
might inform movement in the suburb and toward 
Hataitai School. How many pathways could I 
squeeze in? This was an excessive amount, but it 
was useful to think about how people might move to, 
or even through, Hataitai School campus.

School campuses intensify with people at various 
times of the day and alternately become empty 
during others. I wondered how the pathway might 
assist with campus fluctuations and increase the 
suburbs walkability. 
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Hataitai's loose grain of stand-alone housing is 
largely informed by the undulating topography and 
sparse road network. The suburbs density is only 33 
people per hectare which is lower than neighbouring 
suburb Mount Victoria which reaches 44 people per 
hectare. Barcelona has a significantly high density 
of 160 people per hectare which demonstrates 
how close people can live. Hataitai and Mount 
Victoria have similar housing typologies which stem 
from Britain and the USA. However, on the hilly 
topography of Hataitai, these houses are unable to 
sit in proximity. This shows that there is potential to 
densify. But it also raises the question, how? 

Figure 11 : Overlooking Hohiria Road eastward toward Mirimar 
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Hataitai School site consists of three main levels that 
drop below street level. The south-east corner of the 
site is the only area that is above, or level with the 
street. This is the main entrance to the school. The 
second entrance to the school is on the opposite 
side and leads into the center of the site. 

The buildings of Hataitai School follow a similar 
grain to the suburb. Their disjointed arrangement 
leaves pockets of unused space throughout the 
entire campus. The site fronts onto the three major 
streets, Hataitai Road, Hohiria Road, and Arawa 
Road. These streets frame the site and denote it as 
a central cross-roads with no room left to expand. 
The site serves as the testing ground to investigate 
how a new approach to density might work within a 
restricted site and in relation to the immediate public 
context.   
 
How might Tokelau culture and vā, inform a new 
approach to density and community within this 
particular context?

Figure 12 : Aerial image of Hataitai School 
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1.0 The Scheme 

The Scheme entails the proposed design for a new 
Hataitai School campus. Within this chapter I will 
give an overview of the scheme. I will then discuss 
the key design aspects that correlate with my three 
spatial techniques: overlapping tactile boundaries, 
layering inwards from the envelope, and softening 
the perimeter edge. 

Each of these techniques, and consequent design 
moves, derive from four experiments that I discuss 
in chapter two, The Doing. These techniques stem 
from my investigation into Tokelauan vā and have 
informed a new approach to density in suburban 
Hataitai.  
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Scheme Overview

(1.1) 

The scheme consists of two main buildings, the Hall and the Mesh Block. 
The Hall is intended to be used as a place for assembly, sports, and 
performance. Separated from the Mesh Block, it has its own entrance 
that can be accessed by the community as well as the school. The Mesh 
Block encompasses the school programme within one large building 
footprint. It is split into two learning wings that house rows of classrooms 
and learning streets. A library with group learning areas sits between the 
wings. One internal pathway connects the three domains to a central 
atrium that looks over the center of the site. Along this internal edge are 
the staff areas, school reception, vertical circulation, and places to sit, 
wait, chat, and observe. 

The Mesh Block and Hall push up to the street front to define the campus 
boundary and overlook the field, pathway, and court below. These edges 
allow for surveillance on the exterior and interior of the site and consider 
the public and private realms. The Mesh Block and Hall frame the center 
of the site as a place of fluctuation and community interaction. Right in 
the middle, the field marks a place of performance, an informal pathway, 
and a place to congregate. During the school rush parents, pupils, and 
teachers can spread into this space. 

The pathway is a strong gesture of connection and community 
interaction. It connects Hohiria Road to Hataitai Road and through the 
middle it passes the entrances to the Hall, the Mesh Block, and the field. 
The pathway invites school members and the community through this 
collective space. Connected to a wider pedestrian infrastructure, it also 
facilitates walkability and spontaneous interaction throughout the wider 
suburb.  



P.28

classrooms

learning margins

library 

walkway

first floor reception

main entrance (ground floor)

secondary entrance (first floor)

student common room 

staff room

meeting rooms

toilets

offices

atrium (ground floor to second floor)

perimeter verandahs

1
2
3

4
5
6
7
8
9

10
11
12
13
14

Hataitai School Thoroughfare 

1

1

4

5

9

4

13
10

10

3

34

4

8

1

1

1

1

1
1

11

11

11

12

12

12

2

2

2

7

6

14

14

14

14

Hataitai  Road

A
ra

w
a 

R
oa

d

Hohiri
a R

oad

C
ou

rt

H
al

l

Field



P.29

classrooms

learning margins

library 

walkway

first floor reception

main entrance (ground floor)

secondary entrance (first floor)

student common room 

staff room

meeting rooms

toilets

offices

atrium (ground floor to second floor)

perimeter verandahs

1
2
3

4
5
6
7
8
9

10
11
12
13
14

Hataitai School Thoroughfare 

1

1

4

5

9

4

13
10

10

3

34

4

8

1

1

1

1

1
1

11

11

11

12

12

12

2

2

2

7

6

14

14

14

14

Hataitai  Road

A
ra

w
a 

R
oa

d

Hohiri
a R

oad

C
ou

rt

H
al

l

Field



P.30 Figure 13 : Section A through court, field, Mesh Block. Drawn at 1:200 



P.31Figure 13 : Section A through court, field, Mesh Block. Drawn at 1:200 



P.32 Figure 14 : Observing Depth and Confinement through Boundaries. Internal view



P.33Figure 14 : Observing Depth and Confinement through Boundaries. Internal view

Boundaries 

My inquiry into vā led an intensive investigation into 
the boundary. How might the boundary mediate 
between moments of depth and confinement? How 
might this allow spaces to become denser?

The programme of the Mesh Block is composed by a 
succession of boundaries that draw from three tactile 
stages. Deep concrete walls, open timber-frames, 
and ephemeral fabric screens. The walls, frames, 
and screens, overlap to create various amount of 
connection or separation. This allows for subtle 
changes in environments which make alternate 
spaces more approachable. As seen in Figure 14, 
each boundary varies in permeability or openness. 
A certain quality of granularity can be observed 
through the layers. Glimpses of distant boundaries 
and materials emphasise depth. The contrast in tone 
- between the timber-frame and the concrete - helps 
to define the depth. 

The boundaries adopt qualities of granularity, 
contrast, and overlapping, to create a sense of 
spaciousness through depth and visual connections.
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Figure 15 : (Above) Young Boy looking outward. Internal view

Figure 16 : (Right) Depth beyond the open-frame, Confinement within the concrete wall



P.35Figure 17 : Ephemeral boundary. model photograph
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Relating Space 

Throughout the year I was involved in the curation 
of three exhibitions. I will talk about these between 
my scheme discussions (as interludes) to explain 
my methods of reflection and how they informed the 
development of the scheme. Each exhibition has 
contributed to my understanding of my research as a 
whole and has informed certain discoveries.  

The fastest and most informal exhibition of the three 
was my Flash exhibition: Relating Space. This was a 
reasonably straightforward exhibition where I curated 
and displayed my work to date at a local architecture 
firm, Slessor Architects.  The objective of this 
exhibition was to communicate the evolving ideas 
in my work by establishing a dialogue between art 
(my work) and architecture. Therefore I questioned 
how the display might enhance the experience of the 
work. As an exercise, this exhibition offered valuable 
reflections on the ideas I was exploring in line with 
the success of the display.

Figure 18 : Displaying visual experiments 

Exhibition 

Date 

Location 

Relat ing Space: a study on the nature of  boundar ies

October 2019 

Slessor Archi tects,  Wel l ington

Exhibi t ion ~ Inter lude 01



P.38

The meeting room at Slessor Architects is 
approximately 10m² with a 2m² trestle table in the 
middle. This left an intimate walkway along the 
brick walls and next to the table. The entrance to 
the space runs alongside an old brick wall which is 
mirrored by another on the other side of the room. 
I took the opportunity to use these brick walls to 
hang the visual experiments that I printed onto A5 
paper. I used pins and blue-tack to hang them in a 
chronological yet inconsistent arrangement. I did 
this to show the progression of the studies but also 
to reflect my inclination for granularity that is evident 
throughout my work. For clarity and aesthetic, I 
aligned photos of the same experiment. To relate 
to the architecture I used the lines of the brick wall 
to inform these alignments even onto the concrete 
columns (Figure 20). I used the table in the middle to 
display my pragmatic drawings of the scheme in their 
work-in-progress state. They showed my planning 
process that consists of layered tracing paper. 
Working in plan and axonometric to explore the 
programme and form simultaneously (Figure 23). 

The exhibition displayed my visual experiments 
(produced in experiment one Close Together) in 
correlation with my pragmatic drawings (produced 
in experiment two Across the Site). To highlight 
my exploration of depth and confinement, I hung 
the visual experiments on the wall so people could 
observe them as a layer to look through. The layered 
tracing paper drawings were more successful 
at this because people lifted layers to reveal the 
layers behind (Figure 19). In contrast, I displayed 
my pragmatic drawings horizontally on the table to 
emphasise my architectural approach to the planning 
of the scheme. 

The Display
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Figure 19 : Spectator interacting with the layered line drawings 

Figure 20 : Visual experiments 

Figure 21 : Edge studies 

Figure 22 : Edge study 

Figure 23 : Pragmatic drawings / drawing the building

19

20
21

22

23
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Through conversations with the public, my peers, and architects, I discovered the 
need to interweave both experiments. The qualities of depth and layering that I 
attempted to show in my visual experiments were abstract. Whereas my pragmatic 
drawings were very precise and concerned with form. It was difficult to see how they 
related to each other - or how the architectural space might develop. What might it 
look like inside? 

As I explained the relevance of depth to the scheme I realised I needed to 
show how creating depth through multiple boundaries could create a sense of 
spaciousness. I had attempted to integrate depth along the campus edge (Figure 
24). However, these were too representational of the external space and did not 
push the idea of depth and confinement. Through discussion and reflection, this 
confirmed the need to experiment with creating depth through multiple internal 
walls. 

The Flash exhibition was a valuable exercise to reflect on my work and learn how 
to curate and display it. The conversations that I had at the exhibition challenged 
me to clarify my research and explain it in short. Through these discussions, I was 
forced to simplify the key themes of my work and reflect on how they might become 
architectural. 

The display worked reasonably well within the architectural space. There was a 
dialogue between the granular texture of my experiments, the granular A5 display, 
and the granular brick wall. However, this method of display did not enhance the 
ideas that I was exploring. The idea of depth and confinement was not clear - 
having them in elevation view at eye level was not enough. The small-scaled image 
and white edge depicted these experiments as purely textural objects. Whereas, 
I was investigating their experiential qualities (from an art perspective) which 
therefore needed to be more immersive. This reflection led to further experiments 
where I modeled boundary layers and photographed them to capture depth through 
multiple walls (experiment four, Exploring Layers). 

On reflection, I realised that an exhibition is at one level an art experience, but it is 
also part of an architectural process. It is both the 'end' as art, and the 'means' as 
architecture. While I felt I could have developed a more experiential display, it was 
no less useful for my discoveries that contributed to the evolving design. 

Discoveries

Reflections

Figure 24 : Spectator at the exhibition
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P.42 Figure 25 : First Floor Plan. Layering inwards from the thermal envelope. Drawn 1:250
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Layering

A continuous thermal envelope grounds the scheme 
in Hataitai. A 500mm thick concrete wall defines the 
boundary between the private campus and the public 
street. From the internal side of this edge, depth is 
emphasised into the building rather than out into the 
landscape. The internal boundaries layer inwards 
from this line to create layers of space that visually 
overlay. From the edges, occupants will observe 
moments of depth across the classrooms, the central 
walkway, and the atrium. 

The journey along the central walkway shifts 
between moments of depth and confinement. In 
some places walls line the edges of the walkway and 
in others walls are absent to reveal a succession of 
boundaries and space on either side. One side of 
the walkway looks over the atrium and into the field 
center of the site. The other side of the walkway 
looks into classrooms and learning streets that 
occupy the margin against the thermal envelope. 

I have developed the programme using parallel 
boundaries to establish depth, and therefore 
spaciousness and connection, within the confined 
spaces of the Mesh Block. 
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Figure 26 : View 1 - Looking 'outwards' through layers of light porous walls, toward the concrete thermal envelope

Figure 27 : Library Floor Plan. Drawn at 1:250 
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Figure 28 : Section B - The Library, layering walls to create moments of depth in dense or confined 
spaces. Drawn at 1:20 
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Countryside to Cityscape 

Exhibition 

Date 

Location 

Countryside to Ci tyscape: Imagining the future of  Hatai ta i

May 2019 

Hatai ta i  Bowl ing Club, Wel l ington

Exhibi t ion ~ Inter lude 02

This exhibition Countryside to Cityscape was a day-
long display at the Hataitai Bowling Club. Ariana, 
Emily and I worked on this exhibition as a team. 
From the early stages of curation to the set-up 
and pack-down on the day. Our objective for the 
exhibition was to gain a broader understanding of 
the suburb, its future possibilities, and discuss these 
with the local community. All of the work displayed in 
the exhibition shared an overarching objective that 
questioned how Hataitai might densify and become 
more walkable. 

It was a rewarding and humbling exercise that gave 
purpose to our projects. This exhibition revealed the 
reality of the density and walkability issues. It allowed 
us to imagine how a collection of architectural 
interventions might play a role in the urbanisation of 
sprawled suburbs. 
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The Hataitai Bowling club is central to the Hataitai 
community and is continuously used by various 
community groups throughout the week. Therefore, 
it was the perfect location for a community-directed 
exhibition - a place where many of the Hataitai locals 
felt comfortable popping in. 

The interior space of the Bowling Club is bitsy and 
inconsistent. This left small amounts of wall space to 
display our work. This challenged how we displayed 
our work cohesively and in a way that established a 
dialogue with the architecture. Typically, we are used 
to pinning our work on vertical surfaces, but here 
we had to be much more innovative. We decided 
to use nine clothes horses arranged in an evenly 
spaces 3x3 grid. This allowed enough room for 
people to walk along the racks like isles. We pegged 
the work onto the racks for ease of view and project 
clarity. Ariana, Emily and I each presented our work 
across two clothes horses (one in front of the other). 
Our projects marked the front of the rows that we 
intended people to begin walking down. Most of the 
work was hung from this direction, only one or two 
pieces were hung the other way. Having the work 
face one direction allowed people to walk down an 
aisle observing work. People did this slowly and 
took their time to look through the layers of work. 
As they walked up the other side, the absence 
of work to observe turned their focus to the room 
again, the architectural space and the people within 
it. This switch in focus - between art (the work) and 
the architecture - allowed people to ponder and 
encouraged conversations to start.

The third clothes horses, behind ours, displayed the 
thesis projects of three pupils from the year before. 
These proposed a six-unit residential building, a 
cycle loop, and a public library.  

The Hang 



P.51Figure 29 : Preparation, Hang, Discussion 
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A large part of the preparation was sifting through the previous student's thesis 
work from the Art and Architecture stream from the previous year. Going through 
this process and contemplating how to hang their work helped me to envision 
how Hataitai might become denser and more walkable. It was interesting to see 
how their projects each aimed to intensify the suburban centre. In comparison 
our projects were dotted throughout the suburb. They collectively focused on the 
possibilities of a connected pedestrian infrastructure to densify and intensify the 
suburb. 

The local community were enthusiastic and excited to see what we were working 
on. They were very positive about the future possibilities for the suburb and the 
community. This gave me confidence to develop a campus scheme that primarily 
explored how a Tokelauan perspective might inform an approach to density and 
community. 

One of the ladies I talked to said expressed how "children just want to play". This 
was valuable feedback at this stage of my research. I had been heavily exploring 
material and texture through a Tokelauan vā lens. I wondered how I could pursue 
my tactile investigation to develop interactive walls for climbing, sitting, storing 
things, looking through etc. 

Displaying our work in the middle of the room and independent of the architecture 
established a humble dialogue between the old Bowling Club and our new 
propositions for the suburb. In this way, our proposals did not intrude on the 
architecture. They had a temporary and adjustable presence which I felt was 
approachable for the community. The pegs suggested that our ideas were at an 
early stage; that they could, and would, be re-arranged and re-thought. This allowed 
for a healthy dialogue between the local community and us. 

The starting point of the exhibition needed to be clearer. The Bowling Club entrance 
led into the sides of the clothes horses, therefore it was difficult to see that the 
display started from one end. We ended up welcoming each person in and giving 
them an overview of the layout. This turned out to be successful in sparking more 
discussions. Overall the exhibition was a success. It allowed me to situate my 
project amongst a wider proposal that worked towards the urbanisation of the 
suburb. Through discussions with locals and simply being in Hataitai, I gained a 
broader understanding on the suburb. 

Discoveries

Reflections
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P.54 Figure 30 : Section through Mesh Block - concrete thermal envelope, occupiable margin, public street. Drawn at 1:200  
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Edge

The Mesh Block nestles into the site contours - 
sitting close to the street but three meters below. 
The space between is an occupied margin, an 
intimate learning and play space for pupils. Concrete 
platforms extend out from the edge to form balconies 
for outdoor learning. Stairs, ramps, and ladders 
lead into the garden below. In this space, pupils can 
make forts, read books, run around, and tend to the 
vegetable gardens. The predominantly north-facing 
edge will receive partial shade from the perimeter 
trees. Where trees are not sufficient, frames and 
screens are implemented for moments of privacy 
(confinement), as well as shade.    

The result is an active building edge which engages 
the public with visual interest and provides pupils 
with intimate learning and play space. Passive 
surveillance is permitted by an array of granular 
openings that protrude through the thermal 
envelope. This enables a level of safety and security 
for the public street and private margin. 

The occupiable margin along the edge relates to 
the immediate context through visual interaction. By 
occupying this edge, the marginal space becomes a 
valuable part of the programme and both separates 
and relates the public and private realms. 



P.56 Figure 31 : Concrete thermal envelope, seating and stairs, frame and partitions. Two layered drawing. Drawn at 1:50
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P.58 Figure 32 : Layering inwards from the concrete envelope. Three layered drawing. Drawn at 1:50
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The Seoul Biennale was the largest and most 
exciting exhibition of the three. This was only the 
second Seoul Biennale and the first time New 
Zealand had taken part. Wellington and Christchurch 
represented two of the 80 cities that were invited 
to participate in the Cities Exhibition; one of the 
four core exhibitions of the Biennale. The exhibition 
was open from the 7th of September to the 10th of 
November 2019. 

Countryside to Cityscape was the title of Wellington's 
display. It presented a series of projects that aim to 
contribute to the slow evolution of Hataitai - from a 
productive farm to a collective urban environment. 
Ariana, Emily, and I worked on the development of 
the exhibit alongside Sam Kebbell and Dongsei Kim. 
This involved planning the display, developing sets 
of architectural drawings, prototyping and making the 
model (fit for transport), and traveling to Seoul to set-
up and take part in the Biennale. The process from 
start to finish expanded my knowledge on curation 
and display. It also allowed an in-depth investigation 
into Hataitai as a whole. 

Seoul Biennale 

Exhibition 

Planning

Location 

Curators

Team

Seoul Biennale of  Archi tecture and Urbanism: Col lect ive Ci t ies

March -  September 2019 

Donuimun Museum Vi l lage, Seoul ,  South Korea 

Sam Kebbel l ,  Donsei  Kim

Ariana Faulkner,  Emi ly Dal ley,  Eleni  Timoteo

Exhibi t ion ~ Inter lude 03



P.62 Figure 33 : Machine and hand-stitched map of Hataitai. Model scale 1:750 



P.63Figure 33 : Machine and hand-stitched map of Hataitai. Model scale 1:750 
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Curation

The exhibit displays an overview of Hataitai's past, present, and 
future. The map on the floor shows the 1880 map of Wellington 
that I introduced earlier on page 15. The images along the wall 
are a collection of old photographs taken in Hataitai. These give 
a visual overview of the suburbs slow development. The map 
on the ceiling shows an aerial view of present day Hataitai - 
from the Town Belt to the water's edge.  

These past and present overviews framed the primary focus 
of the display - a 1:750 topographic model of Hataitai that 
proposed a connected pedestrian infrastructure.  The sewn 
fabric (Figure 33) shows Hataitai's current property boundaries, 
roads, bus stops, green areas, and pathways. The main point 
of interest was the proposed network of potential pathways 
to facilitate the urbanisation of Hataitai. The lolly-pop images 
which protrude through the model show drawings of the 
proposed pathways in their particular site. On the back-side 
of the lolly-pops, are the corresponding photographs of the 
existing site. We planned for a mirror on the back wall to reflect 
these photographs - to show past as well as the present. 
However, due to mis-haps with the mirror, we had to find a 
plastic alternative. On the back-side of the historic images, 
we displayed six of speculative and realised projects that also 
collectively contribute to Hataitai's incremental urbanisation. An 
MDF laser cut lattice structure is the base for the model. We 
made it in Wellington and traveled with it to Seoul where we 
were thankful to see fit perfectly with the pre-cut plywood shelf. 



P.65Figure 34 : An overview of the Countryside to Cityscape display 
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Discoveries & Reflection 

This was a valuable side project for my research. 
Throughout the model planning, prototyping, and 
making, I was consistently analysing the site. From 
taking photographs throughout the neighbourhood, 
planning pathways, stitching roads, and modeling 
the topography - I was immersed in the systems 
of the suburb. More specifically, it got me thinking 
about how people and cars approach Hataitai School 
campus and how a public pathway could facilitate 
community interaction within it. 

Attending the Seoul Biennale was also significant 
to my research. I have never been to a city as large 
as Seoul. What I found most interesting was the 
contrast in street scales that I experienced when 
walking through the city. One moment we would 
be on large-scaled streets. Home to skyscrapers, 
cars, buses, and large amounts of public and green 
space. The next moment, we would find ourselves 
in a historic human-scaled street. The scale of these 
pedestrian streets encouraged me to pause, slow 
down and take notice of the buildings, the people, 
and activities happening close by. These pedestrian 
streets were a break from the bustle of the large-
scaled streets. Restaurants, shops, and local 
residents made these streets feel safe. They were 
intimate and full of community interactions.  

Figure 35 : Process Collage - making the model 
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These two different street-types were similar to 
a primary and secondary transport network. A 
large-scaled one for major transport systems and 
orientation, and a small-scaled one for pedestrians 
and human interactions. I discovered the significance 
of human-scaled streets (between vehicle-scaled 
streets) for human interactions and vibrancy in urban 
environments. I wondered how a small-scaled street, 
or pathway might have a similar effect through the 
school campus. 

What might people stop and do along the campus 
pathway? What will people see? What type of 
activities can happen along the pathway? How do I 
make it intimate? 

Figure 36 : Overlooking the contrasting street environments - the traditional and the new 
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Figure 37 : Map of Hataitai. Displaying the existing pathways (black lines) and proposed pathways (dotted black lines) 
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Pathway

The black dotted lines mark the pedestrian system 
that we proposed for the Seoul Biennale (Figure 37). 
These pathways (small-scaled streets) connect the 
large-scaled streets to create a web or walkability. 
With this system in place, the community can walk, 
cycle, and meander, between the east and the west 
sides of the suburb. Establishing a much more direct 
pedestrian connection between the suburb and the 
western links to the city - the Mt Victoria Tunnel and 
the Town Belt. 

The pathway through the school invites members 
to use the public facilities: the Hall, the field, and 
the court. The internal edges of the school adopt 
granular textures - developed through timber 
detailing, seating, and windows. By 'granulating' the 
facade into a series of elements, the dimensions of 
the edge can relate to human-scale. This aims to 
invite people to occupy these edges - a place that 
encourages community interaction. 
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2.0 The Doing 

The Doing entails what I did and how I did it - a 
continuous cycle that does not stop with the final 
scheme. The following experiments are foundational 
to my research and practice. They independently 
investigate how a Tokelauan vā perspective might 
inform a new approach to density and community in 
Hataitai.

Throughout The Doing, I continuously contemplated 
my work, what was working, and what wasn't. I let 
my intuition drive a majority of the investigations and 
decisions. Group discussions, with my peers and 
supervisor, also contributed to my decision making 
and introduced particular precedents and architects 
that resonated with the ideas in my work. 
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P.77Figure 38 : Early drawings that explore the notion of vā Pen on tracing paper.

The Va 

The Tokelauan term vā translates as space 
and relationship. A pair of words that have 
separate meanings in the English language. We 
typically interpret space as an open expanse 
and relationship as a connection between two 
people or two things. In contrast, the South 
Pacific notion of space, vā, is embedded in 
relationships. It is important to note that vā 
is not unique to Tokelau. Like the people of 
the Pacific, it has migrated across the ocean 
and has adapted accordingly to context. The 
equivalent term in Maori is Wa, and even as far 
as Japan, they have Ma. With their respectable 
differences, they share undeniable similarities. 
 
The current understandings of vā thread 
together a collective expression of Pacific 
identity and values (Refiti, 2015). While few 
texts discuss vā uniquely to Tokelau, I have 
gained a general understanding through 
reading literature that stems from other 
Polynesian cultures. From these perspectives, 
I understand vā as a relatedness that expands 
well beyond the relationships between 
individual people (Reynolds, 2016). The vā 
encompasses the social, physical and spiritual 
realms. Humans, knowledge, the environment, 
and other entities, are all related through the 
vā. In the book Sea People (2019), Christina 
Thompson gives an insightful description of 
this type of relatedness. Thompson writes 
the following quote to compare the different 
perspectives of European and Polynesian 
navigators:

 "For a Tahitian, the physical world was less like 
a set of discrete, objective phenomena, and 
more like a web of connections in which gods, 

ancestors, humans, fish, birds, insects, rocks, 
clouds, winds, and stars were linked to one 
another genealogically." (Thompson, 2019). 
    
I found this comparison productive for 
understanding the significance of the vā; the 
spiritual, physical, and social connections for 
indigenous Polynesian people. 

Conversations with my father, Sinbad Timoteo, 
gave me a more specific observation of vā from 
a Tokelauan perspective. He recognised the 
vā, te vā, as a sacred relationship that informs 
the social construct of an extended family. One 
example is the vā between a brother and his 
sister’s sons. In tradition, this vā is known as 
mate. This relationship dictates that the brother 
has the higher authority over his nephew than 
his sister and brother in-law. Albert Wendt 
(1999) defines Samoan vā in part as 'Unity-
that-is-all' and suggests vā as a construct 
which facilitates unity within a group. This led 
me to acknowledge mate as one of the many 
relationships that facilitate collective living.  
 
From these expressions, I depicted vā as the 
relatedness or connectivity that exists between 
entities as well as people. 

The following experiments share an overarching 
aim: to explore how vā might exist in my design 
processes and practice. 
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Exp.1 Close Together

(2.2) 

My first experiment questioned the relationship 
between objects. I wanted to know what physical and 
spatial qualities enabled objects to be close without 
appearing too close.

I began by taking photographs intuitively. The first 
set of photos (Figure 39) were taken during a trip 
home to Kapiti from Wellington. I took these photos 
freely with not particular criteria. Capturing all sorts; 
textures, materials, landscapes, buildings, roads, 
etc. Consequently, the photographs reflected my 
design inclinations but were also informed by an 
attentiveness for relationships between objects. 

Once the photographs had been processed, I spent 
a long time pondering the spatial and physical 
qualities that allowed objects to exist close together. 
I attempted to categorise them multiple times to 
define what vā looked like. Initially, I came up with 
categories that described the subject or scene of 
the image rather than the qualities that the images 
shared. Categorising the images based on the 
subject or scene didn't provide a new perspective on 
the relationship between objects. It pulled away from 
the visual qualities that were pivotal for developing a 
spatial approach to density. 
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Figure 39 : Close Together, series one 



P.80



P.81Figure 40 : A refined set, beginning to elude to key visual qualities
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I took a second set of photographs to explore the 
relationship between buildings. With a particular 
focus on form and proximity. I questioned the 
qualities which enabled two buildings to exist close 
together without appearing confined.  

Initially, I analysed the nature of the space between 
buildings - what was in them and the views which 
they framed. The sub-elements of the buildings: the 
windows, timber slats, and detailing became more 
of a focus. They divided the mass of the buildings 
into materials and textures. I felt it was these sub-
elements which related the buildings and allowed 
them to be close. 

My inclination for texture and material changed 
the direction of this experiment. I discovered the 
relationship between forms heavily relied on the 
nature of the building, rather than form and proximity 
alone. 

I let go of form and proximity to pursue my 
fascination for materiality and texture. 



P.83Figure 41 : Close Together, series two 
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Material & Texture

I enjoy the process of woodblock printing. Starting 
with a smooth surface, carving negative space, and 
revealing the positive space (the image) with ink. It 
is a process that always develops an unexpected 
outcome; on the wood block as well the print. 

To experiment with texture I carved into a piece of 
medium density fiber board (MDF) that was stained 
black (Figure 42). I carved vertical sections to 
demonstrate sub-elements (Figure 43). Dividing the 
previously flat surface into a series of undulating 
lines. I cropped the photos of the panels to frame 
texture. The velvety MDF core contrasted the stained 
surface, and the shadows accentuated the concave 
nature of the sections. When I flipped the image 
(Figure 44), the carved sections appeared to be 
convex, as though they pushed out from the surface. 
I found this fascinating because the material depth 
became remarkably ambiguous. In Figure 43 the 
carved sections appeared to be deep but in Figure 
44 they appeared to come forward. 

I wondered how ambiguity in depth might be 
achieved in space through the use of sub-elements 
like these. How close elements might appear 
far away and how this might imply a sense of 
spaciousness in dense environments. 
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180°

Figure 42 : (Left) Flat MDF surface 

Figure 43 : (Middle) Carved MDF surface

Figure 44 : (Right) Carved MDF surface, flipped 180° 
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Continuing with sub-elements, I interwove strips of 
paper together that varied in transparency (Figure 
45). Through this overlaying process, the paper 
developed dark (dense) and light (sparse) sections. 
The lighter sections appeared permeable, I could 
see through them. Whereas the darker sections 
appeared solid, they blocked my view through. 
To capture this quality I photographed the result 
(Figure 45) with a light behind it. This emphasised 
the shift between permeable and solid sections and 
consequently implied a sense of depth. 
 
I increased the contrast in studies to the right: 
overlay and side by side, to exaggerate the dark 
and light sections (Figure 46 and Figure 47). I 
repeated and rotated the module to increase 
the area of dark sections. In doing so, the dark 
elements become much more defined against the 
light background. Now appearing as solid elements 
with gaps between. This increased the perception 
of depth from Figure 45. There was a sense that I 
was peering through to something into the distance, 
both close to the foreground and at some distance 
to the foreground. I found this interesting in terms of 
density because this impression of depth reduced 
the feeling of confinement. 

Figure 45 : Woven Paper Study. Unedited photograph  

Figure 46 : (Left top) Overlay 

Figure 47 : (Left bottom) Side by side 
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P.88 Figure 48 : Palmyra House, Studio Mumbai 

This content is unavailable. 
Please consult the figure list for 

further details.
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In the previous studies (Figure 46 and Figure 
47) I used my print below (Figure 49) to 
represent a natural backdrop. This illustrated a 
permeable relationship between the black sub-
elements and nature. Palmyra House by Bijoy 
Jain materialises this idea of depth through 
louvered walls against the natural setting of 
a Palmyra palm tree plantation (Figure 48). 
Here, the architecture aims to establish a 
fluid relationship between interior and exterior 
through the overlay of permeable boundaries 
(Jain, 2017). This type of fluidity between 
spaces is particularly admirable in terms of 
density. This because the presence of depth 
allows a sense of spaciousness that extends 
beyond the constructed boundaries. 

As seen in Figure 48, far-reaching views 
amplify depth and visually connect separate 
space. This quality of openness and depth is 
typically realised in modern eastern-influenced 
projects like Palmyra House. Set in isolated 
locations and warm tropical climates, they 
tend to address issues other than density. Yet, 
they establish a strong sense of relatedness 
across spaces that is undoubtedly relevant 
to the issue. I wondered how openness and 
depth might transfer in temperate climates like 
Wellington. How visual and spatial depth might 
facilitate density.

Figure 49 : Grass Print (2018). Woodblock relief print.
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Nouvo Development (Figure 50) is one of Wellington City Council's 
(WCC) medium-density housing examples. It showcases a 
conventional approach to density that fails to consider relatedness 
and connectivity almost completely. The closed cellular structure 
distinctly contrasts the louvers of Palmyra House (Figure 52). The 
use of solid boundaries visually and physically secludes occupants 
from each other and from the surrounding environment. Windows 
and doors appear to be the only means of connectivity and depth. 
Yet, they are unable to establish connectivity across space due to 
their placement which seems to forbid privacy. 

Wellington's climate demands a solid envelope, but internal 
walls could allow for fluidity between spaces. I began to think 
about layering permeable walls inwards, (rather than outwards 
like Palmyra House) in aim to establish depth and connectivity 
in cooler climates. I will return to this query in experiment four, 
Exploring Layers. 

Figure 50 : Nouvo Development, Wellington 

This content is unavailable. 
Please consult the figure list for 

further details.
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Figure 51 : Solidity & Opaqueness (Brick) 

Figure 52 : Permeability & Depth (Louvers). 
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This content is unavailable. 
Please consult the figure list for 

further details.
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Figure 53 : Coloured Overlay 

Inspired by Jain's technique of overlaying, I 
explored the possibilities of a wall made from 
separate layers. The layers were derived from 
the study to the left: coloured overlay (Figure 
53) and cut out of materials that varied in 
depth and transparency. I envisioned the wall 
as part of the building envelope and used 
tracing paper to cover openings that might 
become windows or doors. 
 
In this test, Compressed Layers, light and 
shadow indicated depth. The transparent 
tracing paper allowed light to pass through 
the model. The light quality accentuated the 
granular texture of the tracing paper and 
created a fuzzy view through the model. 
Fuzziness established a vague connection to 
the other side of the model. Anything on the 
opposite side of the boundary looked like a 
shadow, or a blurred silhouette (Figure 55). In 
this case, fuzziness created a sense of privacy 
but also connectivity. Effectively, providing a 
balance of both depth and confinement. In 
a school, this quality might allow for subtle 
connections and appropriate separations 
between activities, environments, and pupils. 
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Figure 53 : Coloured Overlay 

Figure 54 : (Top Left) Overlaid Layers 

Figure 55 : (Bottom Left) Fuzziness and a vague silhouette 
Figure 56 : (Top Right) Overlaid Layers 

Figure 57 : (Bottom right) Light picking up the tracing papers granular texture
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P.94 Figure 58 : A record of inclinations, Close Together 



P.95Figure 58 : A record of inclinations, Close Together 

Through my model tests I became much more 
concerned with the spatial relationships between 
people. More so than objects and forms. I 
persistently challenged the boundary; what kind 
of screen, wall or layer might allow for closeness 
between people and glimpses of depth? This 
naturally suggested an approach to vā in my design; 
through a sensitive consideration for relatedness 
between people, across environments, and through 
boundaries. This was one approach that became 
essential to my design. 

As I continued to reflect, it was impossible to ignore 
the dominating language that evolved through the 
experiment Close Together. Through photographs 
and model making I had discovered a library of my 
own design inclinations. While I had discussed my 
models as screens and walls, they are explicitly 
textural studies which share qualities with my earlier 
photograph series. Figure 58 demonstrates a 
collection of swatches that show the evolution of the 
experiment and my strong inclination for granularity, 
overlaying and contrast. 
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Granularity portrays multiple 
sub-entities that are part of a 
collective whole. I am drawn to 
this quality because it reveals 
the nature of the element, in 
this case, the mat. Where the 
materiality, craft, and assembly is 
exposed and can be appreciated.  
Each sub-entity is critical in 
the performance of the final 
element; they are completely 
interconnected. Weaving 
together, they demonstrate 
harmony in group unity.  

The discovery of my design inclinations opened a new door for vā and 
Tokelauan culture in my work. I was able to use vā as one way to explain 
my design inclinations, rather than forcing a 'visual definition' of vā. In this 
way, my design process and tendencies became reflective of my Tokelauan 
heritage. Moreover, granularity, overlaying and contrast, are qualities 
which inevitably involve two or more entities that are observed close 
together. Importantly, these qualities can be used to analyse and define 
entities and their spatial relationship. Collectively, they are key approaches to 
investigating depth, confinement and relatedness. 
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Figure 59 : A Tokelauan mat, woven from dried pandanus leaves  
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I am drawn to elements, tones and 
textures that contrast. Contrast 
emphasises the difference between 
entities, consequently drawing 
attention to their relationship to 
each other. As well as defining 
their independent identity. This 
relationship portrays opposing 
entities in a juxtaposed yet unified 
manner. 

Overlaying elements allows for 
multiple entities and spaces to 
visually relate and separate. From 
this angle (Figure 60), the overlay 
of columns creates multiple layers 
of space that can be seen in one 
line of sight. Whereas, from another 
angle the columns and space could 
separate, or completely align. 
This would result in a changing 
depth of view; between a sense 
of spaciousness or confinement. 
Thereby, overlaying allows 
for shifting moments of visual 
relatedness. A dynamic sense of 
space between closeness and 
distance; a vā space.
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Figure 60 : Concrete columns at the Wellington Railway Station 

Figure 61 : Road barriers on SH1 against a grass backdrop  
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This site map (Figure 62) highlights the present state 
of Hataitai School campus. The site consists of three 
main levels as shown. Level two sits approximately 
three meters below level one, and level three sits 
approximately six meters below level two. These 
level changes allow the site to drop below the 
road. In turn, the campus appears to nestle into the 
contours and the perimeter of trees. Inspired by 
these aspects, I drew potential pathways (double red 
lines) that could lead to the site. As well as sight lines 
(dotted red lines) which look through the campus. I 
was fascinated by the layered view of both trees and 
buildings. Through these views the contrasting duo 
had an apparently harmonious relationship. 

Hataitai School court and field are valued facilities 
of the school and the wider community. Already 
they provide public nodes for collective use and 
community interaction. From the beginning, I decided 
these areas would remain as they are and be utilised 
in my scheme. 

Exp.2 Across the Site 

Hataitai School campus spreads across the site 
in a cluster of disjointed buildings. This is a typical 
arrangement for many suburban schools and 
enables the campus to expand as needed. However, 
the fixed site boundary eventually leaves no room to 
grow. With a pressing need to densify, a new campus 
footprint is an essential consideration. The aim for 
this experiment, Across the Site, was to utilise the 
area of the plot with a strong urban perspective.

(2.5) 



P.99Figure 62 : Analytical site map of Hataitai School 
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These drawings (Figure 63) capture some of the 
views from the perimeter of the campus. I drew them 
with thick and thin lines to accentuate the contrast 
between the pieces of buildings and trees. These 
drawings identified techniques such as layering, 
repetition, hatching, and weight which set the 
foundations for my hand drawn experiments.

The following pages present a visual essay where I 
freely explored the possibilities of an urban campus 
in Hataitai. 
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Figure 63 : (Left) Pieces of Buildings and Trees. Pigment liner on tracing paper.   
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I explored how the campus might push up to the 
perimeter edge. A vital move to densify, yet a 
potential imposition on the public street edge. I was 
weary of the harsh building edges that dominate 
our urban environment. Walls which separate inside 
from out and leave external margins neglected. 
I understand the importance of solid walls for 
providing security and comfort. Yet, their predictable 
use throughout our urban environment has often 
developed undesirable and unused spaces.

I acknowledge that there is a lot of literature on 
buildings edges. WCC's Centres Design Guide 
(2014) requires that urban buildings must relate to 
their context and "should provide active edges, with 
frontages to adjoining streets and other public open 
spaces". More than visual interest, these edges give 
a sense of occupancy and inherent surveillance for 
passers-by. The building edge is a significant aspect 
of the design that should consider the local street 
edge and the wider neighbourhood (Centres Design 
Guide, 2014). If we are to densify with a collective 
perspective, perimeter edges must play an urban 
role. 

Edges 
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Figure 64 : Planning Sketch. Pencil on paper. 
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Figure 65 : Newtown School, street edge

Figure 66 : Public Pathway between the boundary and the tress. Pencil on paper. 

This content is unavailable. 
Please consult the figure list for 

further details.



P.105

Newtown School (Figure 65) has recently shifted from 
a cluster of disjointed buildings to a campus which 
boldly addresses its street edge. The street facade 
was "designed to address its immediate context, 
providing a positive edge between the public and 
private realm" (Jerram Tocker Barron, 2018). The aim 
for a positive street edge resonated with my Across 
the Site investigation. Jerram Tocker Barron's (JTB) 
approach to Newtown School's edge was therefore a 
useful example to ponder. 

Newtown School's zig-zagging facade sits shy of 
the footpath to create a series of triangular alcoves. 
Presumably, these alcoves would provide usable 
outdoor space, intended for public and/ or private 
use. A relational space of sorts, to spark a sense of 
connectivity between the two realms. However, as I 
walked along the edge, these alcoves were effectively 
unused margins. Abandoned between a line of fencing 
and the boundary wall of the school. 

The openness of the facade, which aimed to look 
outwards to the street (Jerram Tocker Barron, 2018), 
was secluded by a three-layered boundary - wall, 
margin, fence - for privacy. Deeming the tendency to 
look outwards unsuccessful for the ground floor. In a 
positive light, the three-layered boundary created a 
sense of depth which softened the street edge. Yet, 
it still separated the public and private realms and 
consequently discarded a large amount of valuable 
street space. 

Having discovered the significance of the edge for 
separation and connection, I considered how it might 
be occupied. A public pathway perhaps? In the margin 
between my campus scheme and the trees (Figure 
66). This was a simple gesture that related the public 
and private realms along the boundary. An initiative 
that might encourage community interaction. With the 
margin in mind, I continued to explore the campus 
edge through drawing.



P.106 Figure 67 : Dividing the Edge. West Elevation. Pencil on tracing paper. 



P.107Figure 68 : Dividing the Edge. East elevation. Pencil on tracing paper. 
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I tested how a mesh-like structure might function 
in the mass of the campus (Figure 71). The 
cross-hatched areas, seen to the right of Figure 
71, introduced transparent sections along the 
building edge that could provide visual interest and 
connectivity between the public and private 'sides'. If 
these sections were glass windows they could allow 
views out of the campus and into the trees; providing 
natural surveillance and visual connectivity to the 
immediate context. From the street front, at certain 
times of day the glass would reflect the perimeter 
foliage or allow for glimpses inside. This would 
provide visual connectivity from both public and 
private sides while also maintaining a level of privacy 
and safety. 

I pushed and pulled the edge to break up the 
continuous surface (Figure 71). Developing a series 
of alcoves similar to Newtown School but used 
purposefully for planting. This would allow a pathway 
to run along an alternating edge of deep planted 
alcoves (Figure 69) and a proximate wall (Figure 
70). Both of which separate the inside from out, but 
provide a blend of soft (deep) and hard (confined) 
edges. 
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Figure 69 : Occupied margin and depth along the Edge. 

Figure 70 : Occupied margin and confinement along the Edge. 

Figure 71 : (Right)  Edge and Structure. Axonometric from the West. Pencil on butter paper. 
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P.110 Figure 72 : Nestled In. Section through site. Drawn at 1:500  



P.111Figure 72 : Nestled In. Section through site. Drawn at 1:500  
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P.112 Figure 73 : Between the Trees and the Road. Section through buildings. Drawn at 1:500



P.113Figure 73 : Between the Trees and the Road. Section through buildings. Drawn at 1:500

A
c

ro
s

s
 th

e
 S

ite



P.114 Figure 74 : Permeable Edge and Library. Section through Library. Drawn at 1:200



P.115Figure 74 : Permeable Edge and Library. Section through Library. Drawn at 1:200
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P.116 Figure 75 : Pathways on the Edge. Section through learning spaces. Drawn at 1:200 



P.117Figure 75 : Pathways on the Edge. Section through learning spaces. Drawn at 1:200 
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Provoked by my inclination for contrast, I explored 
the layers of trees (organic) and buildings 
(orthogonal) that I had observed on site. I began a 
drawing process consisting of layering, repetition, 
hatching, and weight. Naturally, these techniques 
divided lengthy edge surfaces into sub-sections. 
Animating a boundary edge that might offer 
connection, as well as separation, between the 
public and private realms. 

In particular, the technique of layered lines 
developed a sense of overlaying between hatches 
that might become screens. This technique 
developed qualities of transparency and depth that 
were especially noticeable in areas that consisted of 
hatches layered over trees. This can be observed in 
the drawings: Figure 73, Figure 74, and Figure 75. 
These areas were most effective due to the contrast 
between organic and orthogonal lines. 

Hiroshige Museum of Art by Kengo Kuma 
demonstrates this idea of overlaying. Kuma uses 
washi (Japanese paper) to construct the wall 
surfaces that make up the interior of the museum 
(Frampton, 2013). As seen in Figure 76, the washi 
creates a succession of transparent layers which 
reveal a continuous sense of spaciousness. 
Belfiore (2012) uses the terms 'layering and filtering' 
to describe Kuma's method for a 'continuous 
openness'. 

Kuma's method of filtering, observed in the Hiroshige 
Museum, is resonant with my idea of fuzziness which 
I discovered in my experiment Close Together. In 
this example, the process of overlaying visual and 
acoustic filters was central to developing the sense 
of spaciousness that my singular wall experiment 
Compressed Layers could not (page 92). It became 
clear that the process of overlaying (one of my key 
inclinations) was valuable for creating spacious 
density from somewhat fuzzy layers.



P.119Figure 76 : Hiroshige Museum, Kengo Kuma

This content is unavailable. 
Please consult the figure list for 

further details.



P.120 Figure 77 : Hiroshige Museum, Kengo Kuma

This content is unavailable. 
Please consult the figure list for 

further details.
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Through this experiment Across the Site, I revealed 
the boundary edge to be a significant consideration 
for the redesign of Hataitai School campus. To target 
the aim for density and community, the boundary 
edge must consider both public and private realms 
to reduce the possibility of undesirable and unused 
margins. 

Through my drawing process, I felt I was dividing 
white surfaces, or flat edges, into a series of sub-
elements. On reflection, I realised that this method 
was strongly related to my inclination for granularity. 
I would divide a surface in half, then the half into 
thirds, and then the thirds into a series of close lines. 
All the while, pondering window/ door locations, 
the heights of pergolas/ seats, and the scale of the 
edge. This was a process of granulation. I had used 
granulation to activate the edges through openings, 
occupations, scale, and of course, texture.
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Exp.3 Breaks to Breathe 

Classrooms in New Zealand are generally designed 
for groups of 25-30 pupils. Typically, these spaces 
are constructed with rigid perimeter walls that 
confine large groups within a secluded, internal 
space. With the exception of doors and windows, 
this space is almost completely separated from 
adjacent environments and activities. I wanted to 
challenge this tendency to separate, and investigate 
how spaces might relate instead. Inspired by Kuma's 
continuous openness, I questioned how breaks 
between solid elements might provide moments of 
continuous depth. Moments that visually connect 
distant environments; moments to breathe. 

(2.4) 

I explored depth at a small scale to begin with. I 
tested a flexible classroom composition, or a learning 
block, through iterative planning diagrams (Figure 
78). These explored one large learning space 
that could be used alternatively as three smaller 
learning spaces. I drew solid walls as thick lines and 
potentially permeable walls with thin lines. I split the 
solid walls and pulled them apart to create breaks. 
Along some edges I drew a double layer of thin 
walls. In others I drew only one - these single-lined 
edges were the breaks that I envisioned to frame 
deep views, or moments to breathe.
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Figure 78 : Exploring different configurations of circulation and walls. 
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circulation

Figure 79 : Framing Depth in the Breaks between sub-spaces. Pigment liner on tracing paper
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I tested the learning block on-site and drew the 
perimeter pathway through breaks in solid walls 
(Figure 80). I also considered a secondary pathway 
to cut through the campus and concurrently provide 
circulation between the learning blocks. As I drew, 
the proximity between the pathway and the inward-
facing learning blocks became seemingly close. 
Proximity, in this case, would not only be an issue 
of security but also a distraction to the occupants 
within the block. The public and private realms 
were too close. If the realms were to overlap this 
closely, I needed to define the separation and allow a 
measure of surveillance. 

The composition of the learning block that I had 
been testing did not seem to work collectively. I 
realised that I had started with the wrong scale. 
Beginning with a singular learning block deemed 
an individualistic perspective on space. Each block 
remained its own entity even when I attempted to 
merge them on-site. I was dealing with singular 
cells, rather than the collective mass. This was 
not so different from the conventional approach to 
suburban school campuses where each classroom 
is designed, more or less, independently from the 
others. Designing cells and pushing them together in 
a conglomerated arrangement was not enough. The 
spatial and formal composition was becoming more 
congested than spacious. 



P.127Figure 80 : Learning cluster and circulation. Pigment liner on tracing paper
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P.128 Figure 81 : Break in the Learning Block  
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I returned to my strategy for framing depth to test 
how it might give a sense of spaciousness and 
connectivity. I used scrap paper and hot-glue to 
model and test quickly. 

The breaks between the solid walls created deep, 
vertically framed views. A narrow glimpse to an 
environment beyond. Rather than establishing 
a visual connection between spaces, the break 
created a restrictive and rigid frame. This prevented 
a sense of spaciousness and instead enforced a 
feeling of congestion (Figure 82). 

The strategy for framing depth did not work as 
well as I had expected. I had rushed the modeling 
process and failed to consider materials that could 
progress the qualities of granularity, overlaying, 
and contrast. With these inclinations neglected, the 
result became rigid and consequently congested. 

Figure 82 : Closing In

Figure 83 : Pathway through the Break  
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This content is unavailable. 
Please consult the figure list for 

further details.
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House in Chau Doc by Nishizawaarchitects 
does an exceptional job at framing depth.

The exposed timber-frame encompasses 
rooms which layer horizontally and 
vertically (Figure 85). The use of the open 
frame, rather than solid walls, establishes 
strong visual connections through the 
architecture. Similar to the screens of 
Palmyra House, the open timber-frames 
overlap and produce a quality of granularity 
throughout the space. In some areas 
the walls overlap to block views, while in 
others they overlap to give deep views to 
the surrounding context (Figure 84 and 
Figure 85). This process of overlapping 
permeable boundaries reduces the feeling 
of confinement that solid walls might 
otherwise impose. 

Through this analysis, I realised my 
inclination for overlaying could be 
spatialised as overlapping. A key method 
for developing depth. I discovered the 

breaks did not necessarily have to be 
framed between solid walls, but needed 
to protrude through multiple layers of wall. 
In this case, House in Chau Doc was 
successful in creating depth.

Movable partition walls are used 
throughout the house to allow the space to 
open and close as required. In the context 
of Vietnam, this is significant for natural 
ventilation. Beyond climate, the movable 
partitions also give spatial flexibility. The 
residents of House in Chau Doc are three 
families of kin which led me to assume 
the need for an adaptable space to serve 
a range of activities and a fluctuation of 
people (2017). 

School and density designs also deal with 
similar fluctuations which require the ability 
to adapt. I considered how the campus 
might benefit from movable partitions by 
testing their applicability to the learning 
block.

Figure 84 : (Left) House in Chau Doc, Vietnam, Nishizawaarchitects 

Figure 85 : (Above) House in Chau Doc, Vietnam, Nishizawaarchitects

House in Chau Doc 
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further details.
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Figure 86 shows the location of the partitions if 
they were to divide a learning space into three. 
The arrows show how the partitions would move 
to arrange the space differently and open it up. 
Ultimately, the movable partitions allow the space to 
adapt as required. Adaptability facilitates density by 
condensing activities to one space and reducing the 
need to build additional large buildings. The following 
page displays the different arrangements of partition 
walls and the consequent spaces. These diagrams 
mark the end of my explorations into the learning 
block.  

adaptability 



P.133Figure 86 : Movable Partitions, Breaks, and Solid Walls 
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Figure 87 : (Left) Three separate learning spaces for small groups of pupils (10-15) 

Figure 88 : (Right) Three separate learning spaces for medium groups of pupils (15-20)
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Figure 89 : (Left) One large learning space for large groups of pupils (30-40) 

Figure 90 : (Right) One large learning space with three alcoves for collaborative learning activities, suitable for 
large groups of pupils (50-60)
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I moved on from the learning block to pursue an 
investigation into depth and breaks at campus scale. 
I extruded a cluster of interior and exterior walls 
from a developing plan (seen in the lower drawing 
of Figure 91). I offset them at random to develop 
complexity in the drawing and opportunity for multiple 
spaces - large and small. I used hatches to define 
sub-blocks within the mass, purposefully leaving 
vacant breaks between them. The breaks helped to 
identify individual sub-blocks by establishing a sense 
of breathing space between them. Consequently, the 
sub-blocks appeared to be stacked in a collective 
assembly. The composition of blocks and breaks 
illustrated a sense of granularity and unity in the 
developing form.

The term 'in-between space' generally refers to 
the spaces between buildings. As Jain (2019) has 
explained: they are 'the gaps and open spaces 
between components that define and give them 
intention'. He goes on to state that in cities, the 
in-between spaces allow buildings to breathe 
and reach out into the landscape (Studio Mumbai 
Architects, 2019). The idea of defining components 
and enabling buildings, or entities, to breathe 
resonated with my drawing Breaking the Mass 
(Figure 91). However, I did not intend for the breaks 
in my drawing to be external or allow the blocks to 
reach outwards. Instead, I wondered how these gaps 
might work as internal in-between spaces. I aimed 
to explore this by treating the in-between space 
as breaks that create a sense of depth beyond the 
confined sub-blocks.  



P.137Figure 91 : Breaking the Mass. Drawing collage  
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Figure 92 : Herzog and De Meuron, Jenga Tower, © Fernando Alda

Figure 93 : (Top Diagram) Jenga Tower, designed from the inside out 

Figure 94 : (Middle Diagram) My scheme, designed from the boundary in

Figure 95 : (Bottom Diagram) Perimeter Block footprint   

This content is unavailable. 
Please consult the figure list for 

further details.
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Herzog and de Meuron have used stacking as an 
approach to density. Their high-rise and high-density 
"Jenga Tower" consists of vertically stacked and 
offset glass cubes. Designed from the inside out 
(Figure 93), they aimed to define each room from the 
exterior. The offset cubes created external space for 
private balconies - personal breathing space for the 
residents (Myall, 2017). In reverse, I was designing 
from the outside in (Figure 94); developing a loop-
like stack that revolved around a center. Similar to 
the European perimeter block typology (Figure 95), 
I aimed to achieve high urban densities without 
building a high-rise tower. Stacking sub-blocks 
horizontally was therefore key for developing density 
but would inevitably create confined spaces. In the 
following pages, I test how breaks between the sub-
blocks might develop a sense of depth to reduce 
confinement. 
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A B

Figure 96 : Layering Space. Pencil on paper  
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I drew the breaks as a layer of space on the 
perimeter of the sub-block (Figure 96). I progressed 
the drawing by testing various wall-types - some 
solid, some open-framed, some with integrated 
seats, and some with windows. I questioned how 
one might walk through these breaks and what they 
might see (sight-line B). Additionally, how one might 
get a glimpse right through the block. From one 
side of the building to the other (sight-line A). I was 
seeking depth by generating views through layers of 
boundaries.
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Figure 97 : To the Other Side. Digital drawing

Figure 98 : Depth and Confinement. Digital drawing
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These perspective drawings (Figure 97 and Figure 
98) aimed to visualise the views that I drew as sight-
lines A and B (Figure 96). 

Light and shadow were key aspects for developing 
a sense of depth in these drawings. They helped to 
identify the multiple layer of boundaries and space. 
Additionally, by drawing elements in the foreground 
like walls and seats, and elements in the background 
like trees helped to emphasise a feeling of depth. 
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P.144 Figure 99 : Katsura Imperial Villa 

This photograph of Katsura Imperial Villa (Figure 
99) shares a similar sense of depth to my drawings: 
To the Other Side and Depth and Confinement 
(Figure 97 and Figure 98). In place of my solid 
walls, the Imperial Villa demonstrates a sequence 
of partitions that vary in materiality and tone. These 
recede from the foreground towards the background 
and consequently imply a sense of depth. The 
most effective indication of depth is the relationship 
between the foreground partition and the garden in 
the background. 

Spatial depth, okuyuki, is a fundamental notion to 
Japanese culture. Fumihiko Maki (1979) explains 
the concept as 'signifying relative distance or the 
sense of distance within a given space.' In traditional 
architecture, like the Imperial Villa, spatial depth is 
created through the sequencing of elements in the 
foreground, middle ground, and background. More 
specifically, these 'grounds' are identified as layers 
that separate the observer (ideally located inside) 
from the outside world (Figure 100) (Liotta & Belfiore, 
2012).  
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P.146 Figure 100 : Japanese Layering 

This content is unavailable. 
Please consult the figure list for 

further details.
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The first layer, kyokai, consists of two-
dimensional elements that mediate 
between inside and out. Kyokai were used 
to organise space and created Japanese 
intermediate space. This intermediate space 
established zones without the need for 
physical spatial barriers. The second layer 
is the garden where elements like trees are 
purposefully placed to block sight and create 
depth. This can be seen in the previous 
photo of the Imperial Villa (Figure 99). The 
third layer is composed of distant silhouettes 
of mountains that "close the image by 
providing a sense of intimacy" (Liotta & 
Belfiore, 2012). Figure 100 acknowledges 
this layer as the borrowed landscape, like 
any landmark it provides people with a 
sense of place and space. 

I was naturally drawn to these external 
layers in the development of my scheme. 
Firstly, I considered the perimeter trees on 
the site, which would play a similar role to 
the garden. Mount Victoria and the ocean 
were the borrowed landscapes. Through 
these layers, I aimed to connect the users 
of the school with their surrounding context. 
Simultaneously, these visual connections 
could establish a strong sense of depth. 
Revealing a sense of openness from a 
confined space.
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Exp.4 Exploring Layers 

By Exploring Layers, I aimed to investigate the role 
of materiality in boundaries. How different boundary 
materials might layer to both densify space and 
generate a sense of depth.

(2.7) 

I explored the layering of boundaries through 
physical modeling. This allowed me to test a range 
of materials for their textural, permeable, and solid 
qualities.



P.149Figure 101 : Screens and Slats. Physical model, made at 1:100 scale
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Figure 102 : Gamble House exterior view

Figure 103 : Gamble House, veranda view

This content is unavailable. 
Please consult the figure list for 

further details.

This content is unavailable. 
Please consult the figure list for 

further details.



P.151Figure 104 : Overhangs, External Pathway, and Porous Partition 

Gamble House by Greene and Greene shares a similar expression to my model Screens 
and Slats. In both cases, the defined timber members and overhangs deepen the boundary 
to create usable margins. In Gamble House, these margins create rooms that sit between 
the landscape and the interior of the building to provide views outward (Figure 103). These 
are somewhat in-between spaces. Literally existing between environments and purposefully 
built to experience the best of both. The Bungalow veranda, as shown in Figure 103, 
allowed people to experience the outdoors at any time and in any weather (Bosley, 1992). 
Alternatively, I wondered how these marginal spaces might work on the interior of a building. 
I considered how open timber frames for partial separation and observation might define 
internal margins.
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P.152 Figure 105 : Margins along the Edge  



P.153Figure 106 : Light and Shadow 
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P.154 Figure 107 : Projecting Light 
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From this elevation view, the succession of boundaries aligned into one 
view. Allowing observation across multiple spaces and activities at a 
distance. In the campus, the ability to observe and visually connect can 
contribute to the pupils' and teachers' sense of place and space. Thereby, 
contributing to a sense of collectivity that is fundamental to relational 
density. 

These timber-frames effectively confined space and overlapped to 
reveal the space beyond the boundary. The quality of granularity and 
overlapping developed an ambiguous separation of space that permitted 
deep views and a sense of spaciousness. However, I also felt the timber-
frames were too open and consequently may not provide a sufficient 
amount of acoustic or visual separation between certain environments. I 
needed to investigate different materials that could provide a higher level 
of separation and a solid thermal envelope. 

On reflection, I came to realise that screens and slats are much too 
superficial in the context and climate of Wellington. They are essentially 
purposeless along the building edge of a campus in Hataitai. By following 
my intuition, I was learning about depth and visual connections but I 
was also forgetting the thermal envelope. I had temporarily pushed it 
aside to follow my inclination for designing outwards. However, as I had 
already identified, Wellington's cool and windy climate demanded a 
closed thermal envelope. I needed to flip the direction from layering depth 
outwards, to layering depth inwards. This flip would contextualise my 
learnings on depth and connectivity in Hataitai. A critical pivot point for my 
research.
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My inclination for texture directed my focus to 
materials like concrete or rammed earth. Materials 
that firstly have great structural and thermal qualities, 
but secondly can be exceptionally deep in their 
constructed form. Deep enough to develop bold 
openings like windows and doors, but also provide 
seating and shelving. 

I used white plaster to test the possibility of concrete 
walls. I considered using sand or grains as rammed 
earth, however, my inclination for contrast prompted 
the use of white plaster. The Boundary Set across 
the page (Figure 108 to Figure 114) displays a library 
of wall-types. I envisioned these walls to overlap and 
layer within the thermal envelope of the campus to 
develop both depth and confinement. The Frame and 
Partition models aimed to progress my inclinations 
for granularity to develop spaciousness.  

The Boundary Set photographed with an 
extraordinary sense of depth and ambiguity. The 
double shadow gave the models a strong three-
dimensional presence even though the elevation 
view captured them in two-dimensions. The sharper 
shadows - projected above and to the right of the 
models - appeared to be an oblique projection of 
the constructed boundaries. This particular angle 
created ambiguity because it implied the depth and 
structural nature of the boundaries with clarity and 
accuracy. Ultimately, the shadow implied the depth of 
the boundaries on a surface where there is no depth.

The following pages display photographs of various 
Boundary Set compositions which I tested to find a 
balance between depth and confinement. 

Figure 108 : Wall to climb 

Figure 109 : Wall to peer through 

Figure 110 : Frame to stash things 

Figure 111 : Diamond partition 

Figure 112 : Frame to sit in 

Figure 113 : Frame with seat 

Figure 114 : Rectangle Partition 
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P.158 Figure 115 : Balance - Frame, shadow, plaster 



P.159Figure 116 : Layering open-frames around plaster walls



P.160 Figure 117 : Open-frame room, depth and spaciousness 



P.161Figure 118 : Plaster wall, glimpses of depth 



P.162 Figure 119 : Angled boundaries appear more congested
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As I photographed the models in different 
arrangements depth was emphasised much 
more through elevation view. This brought 
me back to the Japanese method of layering 
two-dimensional planes. A method that creates 
depth and strongly considers the natural 
context. 

Traditional Japanese woodblock prints 
demonstrate continuous depth and perspective 
through the Japanese concept of notan 
(Liotta & Belfiore, 2012). Notan is a process 
to create depth and perspective through the 
superimposition of two-dimensional layers that 
vary in colour intensities. The layers follow 
a similar succession of views to Japanese 
architecture. With elements like people in 
the foreground and a recess of garden and 
borrow landscape in the background. I found 
this interesting to consider as I photographed 
the boundary set and developed the campus 
scheme. A succession of parallel boundaries 
seemed to clarify depth and confinement while 
angled boundaries were cluttered and unclear. 
This informed the way I layered the boundaries 
within the campus and consequently how the 
programme was arranged. 

Figure 120 : Hiroshige, woodblock print 

This content is unavailable. 
Please consult the figure list for 

further details.



P.164 Figure 121 : Shadow and confinement



P.165Figure 122 : Layered granularity 



P.166 Figure 123 : Depth and Confinement



P.167Figure 124 : Depth and Confinement



P.168 Figure 125 : Small openings and seats for pupils



P.169Figure 126 : Overlapping open-frames
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As displayed in the previous pages, the Boundary 
Set could be freely arranged in an endless variety 
of compositions. I found that the Walls, Frames, and 
Partitions could work cohesively to create depth 
and confinement. The solid white plaster reduced 
the sense of clutter that emerged when too many 
frames overlaid. They reflected light to emphasise 
spaciousness and picked up shadow to show 
proximity. More than this, they provided an opaque 
separation between spaces, where Frames and 
Partitions could not. It was the contrast in materials; 
that allowed for these boundaries to work cohesively 
to produce depth and confinement. The contrast in 
their tone as well as their structural nature. 

Upon embarking on an internal Boundary Set, I 
had (temporarily) parted with my persistent desire 
to create depth between building and landscape. 
This was exceptionally valuable as it re-aligned 
my focus to looking inwards from the thermal 
envelope. Without the layers of garden and borrowed 
landscape, I was forced to experiment with depth 
and confinement through boundaries. Materiality, 
contrast in tone, and layering were critical for 
emphasising depth in these experiments. 

Figure 127 : Capturing foreground and background boundaries
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Following my Boundary Set test, I turned my focus 
to the thermal envelope. Through this drawing 
(Figure 128) I explored how walls might recess or 
come forward. This showed depth and possibility for 
occupation along the edge. This would be suitable 
for the internal campus edge, however, I felt the 
external edge might be more effective in terms of 
clarity if it were continuous. The following pages 
display a third model that explores how a continuous 
solid edge might encompass a series of internal 
layered boundaries. 



P.173Figure 128 : Layered Edge. West Elevation of Hall building. Pencil on tracing paper. 
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1:50layered boundary 

Figure 129 : Layering within the thermal Envelope. Isometric Drawing. 



P.175Figure 129 : Layering within the thermal Envelope. Isometric Drawing. 
Figure 130 : A continuous concrete envelope

Figure 131 : Layers behind the envelope  
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Figure 132 : Textural shadows from the thread 

Figure 133 : Tactile edge

Figure 134 : (Right) Soft boundary - fuzziness
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Figure 132 : Textural shadows from the thread 

Figure 133 : Tactile edge

Figure 134 : (Right) Soft boundary - fuzziness

The model was too solid. Introducing additional 
solid materials like MDF and thick paper closed the 
internal space up. Though it was only a test model, 
there were too many materials. As a result, the 
composition of walls and materials did not portray 
balance as the Boundary Set compositions did. 

I started to experiment with finer materials like thread 
to provide soft boundaries where solid boundaries 
were unnecessary, but frames were too open. The 
thread, or potentially fabric, provided a fuzzy layer 
that worked in a similar way to the tracing paper 
in the test Compressed Layers in experiment one, 
Close Together. The ephemeral material allowed for 
a vague visual connection to the adjacent space. 
This could be used between hallways and rooms, or 
layered over an open frame. 



P.178 Figure 135 : Depth through the thermal envelope 



P.179Figure 135 : Depth through the thermal envelope 

Through Exploring Layers, I discovered three stages 
of tactility that work cohesively towards a spacious 
density. Similar to three stages of tectonics or 
structure, this set of models demonstrated a primary, 
secondary and tertiary level of tactility.  

A solid concrete layer that introduced structural 
integrity, opaque separation, and a sufficient thermal 
envelope. A timber-frame layer that allows for visual 
connections and a subtle separation between 
spaces. Finally, an ephemeral material layer that 
creates vague visual connections and soft divisions 
between spaces. As I discovered in Boundary 
Set, the concrete and timber-frame boundaries 
could layer to create depth. With the addition of 
an ephemeral layer, I was able to introduce the 
quality of fuzziness that also created a sense of 
spaciousness. I used these tactile stages to develop 
the programme of the campus to mediate between 
depth and confinement. In particular combinations, 
they enabled spaciousness in a dense internal 
environment.   
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3.0 Conclusions



P.184

Summary 

Depth and Confinement draws from 
my Tokelauan heritage and personal 
interpretation of vā to inform a new 
approach to density and community in the 
sprawled suburb of Hataitai. The synergy 
of depth and confinement has informed 
a campus scheme that centers around 
the nature of relationships rather than 
impositions of form. 

Through design-led experimentation, 
three design inclinations: granularity, 
overlaying, and contrast became crucial 
to the grounding of vā in my practice. 
Foremostly, vā was a way that I could 
explain these qualities. As my experiments 
evolved, they flourished into spatial 
techniques that mediate between depth and 
confinement. 

The final scheme is composed of a series 
of layered boundaries that filter the amount 
of visual connection between spaces. 
Shifting levels of visual connections 
have been achieved by overlapping 
boundaries that vary between three 
stages of tactility. Ephemeral, framed, and 
solid, boundaries overlap to create open 
connections through granulated frames, 
vague connections through fuzzy screens, 
and opaque separation with solid walls. 
Layering inwards from the envelope aims 
to condense the programme into one 
building footprint. Maximising the site area 
and establishing a sense of spaciousness 
through visual connections (depth) to 
reduce congestion. This spatial technique 

inverses the direction of depth that I have 
observed in regional modernist precedents 
and Japanese art and architecture. 
Layering inwards aims to develop internal 
margins for observation. These margins 
exist alongside the thermal envelope of the 
Mesh Block and look through classrooms, 
the central walkway, and into the atrium. 
These visual connections aim to create 
a sense of collectivity to strengthen the 
community of the school. 

The final scheme aims to relate to the 
immediate context along the perimeter 
street edge. The Mesh Block's edge 
is activated by layering a margin of 
occupation between the solid envelope 
and the perimeter trees. A public pathway 
aims to enhance community within the 
wider suburb by encouraging the use of 
public facilities like the field, the court, 
and the Hall. The pathway is proposed 
as an incremental addition to a potential 
pedestrian infrastructure of wider Hataitai.  

By layering boundaries and emphasising 
depth, the final scheme pushes for visual 
connection as a fundamental approach 
to density and community within urban 
environments.
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Critical Reflection 

There is a stigma around density that for 
many people, paints a picture of congestion. 
In part, this has contributed to the continuous 
expansion of concrete sub-divisions that 
solely rely on the car and mobilise spacious 
low-density suburbias. Through this research, 
I have questioned how a Tokelauan vā 
perspective might offer an alternative 
approach to density that is fundamentally 
about relationality. 

Visualising and spatialising vā has required an 
in-depth reflection on my design inclinations 
and process. To do this, a design-led 
investigation was critical. Through methods 
of photography, drawing, and making, I have 
discovered vā through my design processes. 
In doing so, I have discovered the significance 
of depth for connection, spaciousness, 
and density. The final scheme implements 
depth through the development of particular 
ideas like fuzziness, granulation, balance, 
and overlapping. Starting with the qualities 
granularity, overlaying, and contrast, 
my experimentation with various mediums 
has developed multiple layers of spatial 
applicability. Through these layers of research, 
I discovered how layered boundaries can 
develop depth and confinement to facilitate 
a relational approach to density. The final 
scheme encompasses these ideas through 
three spatial techniques that are relevant 
to the programme of the school and the 
context of Hataitai. These are: overlapping 
tactile boundaries, layering inwards from the 
boundary, and activating the boundary edge. 

The redesign of Hataitai School campus 
investigates the possibilities of density 
and community at human to urban scales. 

I acknowledge that schools are a unified 
programme - a collectively used space where 
people of the community gather. This made 
the campus a valuable vehicle project for 
my research. I could build on the facilities 
and enhance the sense of community that 
primary schools possess. The campus, 
therefore, enhanced my inquiry into vā 
because the programme could benefit from 
visual connections, vague separations, and 
subtle changes in environments. Yet, the 
programme also limited my investigation into 
how we might live closer together. Toward this 
inquiry, more specifically, a residential project 
might also have been a suitable vehicle for my 
research. It would have posed new challenges 
and demanded a more rigorous investigation 
into privacy, security, and living areas. The 
spatial techniques that I have discovered in 
this research could be contextualised in a 
residential project. However, starting with an 
approachable programme, like the campus, 
is a humble starting point to begin the 
conversation on how we live together. 

To continue my research I would progress 
my explorations with materials. A detailed 
consideration of the relationship between 
materials and therefore tactile boundaries. The 
future potential for this research, I think, lies in 
the shift between the nature of relationships 
at intimate human-scale (that I gravitate to) 
and its applicability at urban-scale - how might 
vā inform a connected pedestrian system 
throughout the sprawled suburb of Hataitai? 
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