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ABSTRACT

The concept of atmosphere to architecture, proposed as a spatial ambience in the 
early 19th Century, suggested the notion of a prevailing ‘mood’ created through a 
relationship between the inhabitant and their environment. Schmitz suggested that 
an atmosphere is the creation of surface-less space, the ‘felt body’ experienced in a 
non-physical way.1 Böhme, however, argues for a direct relationship between the 
body and the current environment inhabited, suggesting an emotive response to the 
environment is a representation of the inhabitants ‘where-ness.’2 Sloterdijk argues for 
a more intimate relationship between current environment and emotive position, 
suggesting the notion of a ‘relationship sphere.’ Atmosphere becomes a developed 
culmination of relationship spheres which consequently, continually change how the 
current environment is perceived.3

The focus of this thesis lies in its consideration of atmosphere as an architectural 
concept: What is atmosphere in architecture; and can it be defined as a relevant 
concept for contemporary space? Concluding that an architectural atmosphere is the 
perceptive evaluation of the ‘feeling body’ within an architectural environment, the 
proposal for a new gallery and museum in Queenstown, New Zealand, becomes an 
exploration of contextuality. Context here, describes both the emotive and physical 
environment of the user. Explored through the notions of alpine architecture and 
stone, a series of maquet studies are undertaken before considering an architectural 
proposal. The proposal therefore becomes an exploration into the intensification 
of context within the built environment suggesting that architecture can intensify 
the perception of atmosphere, creating a greater awareness of the contextual 
environment.

The thesis finally proposes that although atmosphere can be determined as a relevant 
concept to architecture, a building’s spatial atmosphere is largely defined by its 
engagement with the contextual conditions which the architect may not comprehend 
or control. It is therefore suggested that architecture and specifically its internal 
atmosphere, becomes a manipulation of uncontrollable external parameters. The 
architecture therefore does not create atmosphere, so much as intensify how the 
inhabitant perceives atmospheric variables.

1  Hermann Schmitz, Rudolf Owen Mullan, and Jan Slaby, “Emotions outside the box - the new phenomenology 
of feeling and corporeality,” Phenomenology and the Cognitive Sciences 10, no. 2 (2011): 245.

2  Gernot Bohme, “Atmosphere as the subject matter of architecture,” in Herzog and de Meuron: Natural History, 
ed. Philip Ursprung (Baden, Switzerland: Lars Muiller, 2002), 5.

3  Peter Sloterdijk, Bubbles: Microspherology, trans. Weiland Hoban (London: Semiotext(e), 2011). 10-12.

“…being-in means this: inhabiting the monstrous.”
Peter Sloterdijk, Bubbles-Spheres 1, p.630.



VIITEXT PART ONE ATMOSPHERES

Sir John Everett Millais, Bubbles (A child’s world), 1886, 
oil on canvas, 948mm x 638 mm,
Lady Lever Art Gallery, Liverpool.
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INTRODUCTION

With the continued development of mobile technology, architecture too, has 
become more invested in the visual representation of ideas and the speed of its 
delivery. This intentional focus on the image of an architectural concept appears 
to have caused a decrease in the consideration of the environment of architecture, 
that is, the atmospheric quality of a space. Atmospheres: An exploration into the 
perception of architectural context is an exploration into this notion of atmosphere 
as a perception of architectural environment. More specifically, it explores what 
atmosphere is to architecture; and whether it can be defined as a relevant concept for 
contemporary space. It is not intended that an atmosphere be explored in terms of 
human physiology, but instead, to focus on the perceptive atmosphere so often used 
to describe an architectural proposal. It is intended therefore that the outcome of 
this thesis will suggest how an architectural proposal might intensify the perceptive 
response of an inhabitant within the built environment. If architecture is the creation 
of space, this thesis aims to reintroduce the importance of the way the inhabitant 
creates relationships to that space and the context in which they exist, encouraging 
a refocus on the spatial condition of the built environment. To encourage the 
questioning of spatial relationships, the thesis explores the notion of ‘felt’ space. The 
atmosphere thus becomes a sensuous - felt - response to the perceived environment.
 
The design proposal for an art gallery and museum in Queenstown, New Zealand, 
becomes therefore an exploration into the notion of architecture as ‘intensifier.’ 
Explored through a series of maquette studies of site, perception and context, 
the final building proposal becomes a hyper-contextualisation of the perceived 
environment. Intended to encourage the questioning of place, the gallery and 
museum collection, along with the context of the inhabitant are explored in 
relationship to each other. Relationships, instead of being defined, are left to be 
explored and manipulated within the built environment. The visitor is therefore left 
to question their perceived environment, rather than relating unconsciously to it. By 
encouraging the viewer to become aware of the creation of relationships - between 
inhabitant, object, space and environment - atmosphere has the potential to become 
an intentional concept in the design of architectural proposals.

Chapter One explores the notion of atmosphere as a spatial phenomenon. The 
philosophical considerations of Herman Schmitz, Gernot Böhme and Peter Sloterdijk 
on atmosphere and more specifically the feeling body are discussed and defined, 
proposing that the creation of relationships is the inevitable and defining function in 
the perception of an atmosphere. This notion is then explored in relation to art and 
architecture, specifically within the relationships created between viewer and work. 
The ability for an artist or architect to manipulate how the viewer perceives their 
work and thus relates to it, suggests an opportunity for relationships to be intensified 
to encourage a greater consideration of environment.
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Chapter Two is a more direct exploration into the perception of architectural 
environment. Recognising a general shift in architectural representation, it 
proposes a re-evaluation of the sensuous experience in architecture. Expressed as 
a relationship between the body and space, the sensuous experience is suggested 
as a way for the inhabitant to question and develop a deeper consideration of their 
perceived environment; the atmosphere. 

Chapter Three poses the question Atmosphere = Context? suggests the personal 
position taken towards architectural atmosphere within this thesis. Context, initially 
explored in a broader sense, is defined as the interweaving of the natural and artificial 
environment within an architectural proposal. Architecture therefore has the 
possibility of manipulating how relationships are created by the visitors, intensifying 
their perceived environment. The site is then explored in relation to the alpine 
context; cloud, water and stone.4 Reflecting on the ethereal nature of the environment 
and its ability to naturally manipulate how it is perceived, it is suggested that through 
the intensification of perception, an indeterminate relationship can be created to 
physical context.

Chapter Four, A Building for Collection is a contextual investigation into the 
programming of exhibition spaces. Although an extensive amount has been written 
on the notion of a collection, it is intended that this chapter merely explore the 
notion of context to a space for housing collection. Context in exhibition has, 
and can change one’s ways of perceiving a particular work in space. It also has the 
ability to intensify our reflections on the physical context in which it exists in. The 
collection is therefore, also explored, however the entire collection is left undefined. 
The typology of works and artefacts is suggested specifically in relation to the context 
of the environment as a methodology for intensifying the participant’s atmospheric 
perception of space.

The thesis finally proposes that although atmosphere can be determined as a relevant 
concept to architecture, a buildings’ spatial atmosphere is largely defined by its 
engagement with the contextual conditions which the architect may not comprehend 
or control. It is therefore suggested that architecture and specifically its interior 
atmosphere, become a manipulation of uncontrollable external parameters. The 
architecture therefore does not so much create atmosphere, as intensify how the 
inhabitant perceives atmospheric variables.

4  The notion of cloud, water and stone is initially defined in Case Study: Chinese Scholars’ Stones within Chapter 
Two - Perceptions in Architecture
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It is intended that this thesis offer a suggestion as to how atmosphere may be used 
in an architectural proposal. The relevance of ‘an atmosphere’ within architectural 
theory is proven through its continued exploration within architectural philosophy; 
however its re-introduction to architectural practice is of particular significance. 
With a growing focus on architectural imagery and sustainable technologies, it 
is important to re-consider the focus in practice. This is not a suggestion that the 
imagery and sustainability of a project are not relevant but, instead, a suggestion 
that the inhabitant must remain as a significant driver for architectural practice. 
With the ability to intensify context, an inhabitant’s atmospheric perception may be 
manipulated to allow architecture to create environments in which the viewer can 
become fully immersed in.
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1. ATMOSPHERES

1.1. Introduction

“…participation is an affective tendency by which 
our mood is attuned to the nature of a space, to 
its atmosphere”

Gernot Böhme, Atmosphere as the Subject Matter of Architecture, p. 5.

The notion of atmosphere, which dates back to the early 17th century, was initially 
derived from the Greek words atmos (vapour) and sphaira (sphere). Initially used to 
describe the vaporous surroundings of the earth, its use as the portrayal of a spatial 
ambience was only established as early as the 19th century. Gottfried Semper in his 
discussion of Textiles: Technical-Historical wrote,

Every artistic creation, every artistic pleasure, presumes a certain carnival spirit, or 
to express it in a modern way, the haze of carnival candles is the true atmosphere of 
art. The destruction of reality, of the material, is necessary if form is to emerge as a 
meaningful symbol, as an autonomous human creation.5

Defined as a “prevailing psychological climate; pervading tone or mood; 
characteristic mental or moral environment,”6 the notion of atmosphere here, 
describes an emotive relationship created through experience, a relationship not only 
to others but also to objects and environments. This thesis will focus on the notion 
of an architectural atmosphere; the emotive relationship created between an occupant 
and the built form. 

The development of an emotive relationship between a person and their context 
was initially rejected by theologians who, until the late 18th century, insisted that 
a human-being above all was an individual who created relationships as they saw 
necessary.7 However, it is now argued that relationships are created irrespective of 
whether one is consciously aware of them occurring or not. Heidegger suggests that 
the acknowledgement of something existing requires a relationship to be created, 
the existence of something only truly being measured through the creation of a 
relationship to it.8 The ability ‘unconsciously’ to create an emotive relationship to an 
environment, and thus to perceive its atmosphere is what is explored below. Three 
philosophers are discussed; Herman Schmitz, Gernot Böhme and Peter Sloterdijk. 
Each questions the notion of atmosphere in architecture, particularly in terms of 
how relationships to space are created. What atmosphere is to architecture is defined, 
before exploring the notion of atmosphere from the perspective of artists and 
architects.

5  Gottfried Semper 1803-1879, Style in the technical and tectonic arts, or, Practical aesthetics, trans. Harry Francis 
Mallgrave and Michael Robinson (Los Angeles: Getty Research Institute, 2004).

6  “atmosphere n.,”  in OED Online (Oxford University Press, 2012).
7  Sloterdijk, Bubbles: Microspherology: 129.
8  Ibid., 339.
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1.2. Atmosphere as a Spatial Phenomenon

Schmitz’ Felt Body

Hermann Schmitz’ concept of atmosphere stems from his notion of the ‘felt body.’ 
For Schmitz, the ‘felt body’ is an accumulation of surface-less spaces. He develops 
this by suggesting that initially a space is experienced in a non-physical way, the ‘felt 
body’ effectively having an emotive response to the perception of a space before we 
physically orient ourselves. 9 To define this he states,

…in the case of an emotion, before the person can intentionally take a stance towards 
it, they always find themselves already situated in a stance one way or another, and 
can no longer confront it in an unbiased way.10

To describe this response, Schmitz introduces the term ‘self-ascription.’11 Self-
ascription describes one’s ability to immediately identify and respond to a given 
circumstance without having (and/or needing) a moment of contemplation. By 
having an immediate emotive understanding, through accumulative knowledge, we 
can instantaneously respond to a situation. Schmitz also states that the condition 
of the ‘felt-body’ is not defined by boundary, and thus through actions such as 
relaxation, the space can widen, while actions of immediate focus may cause 
contraction to the emotive response.12

Schmitz’s, atmosphere is defined as something which independently exists within 
an environment, negligent of the objective form that one inhabits.13 Atmosphere 
becomes an occupation of the surface-less space by the ‘felt body’ or, through 
one’s occupation of a physical environment the occupier also brings a surface-less, 
‘self-ascribed’ atmosphere. The atmosphere of an environment therefore becomes 
a subjective response to that environment through ‘self-ascription,’ where physical 
context has little to do with the immediate emotive response. Derived through 
familiarities and one’s experiential knowledge, Schmitz’s self-ascribed atmosphere 
neglects the objective form that the inhabitant occupies. As an architectural 
concept, the independence of Schmitz’ atmosphere from the physical, suggests 
that architecture cannot manipulate an atmosphere. If the ‘felt body’ can ascribe an 
atmosphere to any environment prior to the physical orientation of the inhabitant, 
an atmosphere within architecture must instead be an emotive response to an 
inhabitants personal context at the time of inhabitation. Architecture thus becomes a 
space for the ‘felt-body’ to occupy, while the orientation of the occupant has little to 
do with its response.

9  Schmitz, Mullan, and Slaby, “Emotions outside the box - the new phenomenology of feeling and corporeality,” 
245.

10  Ibid., 254.
11  Ibid., 248.
12  Ibid., 245.
13  Ibid., 255.
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Böhme’s Concept for Architecture

Unlike Schmitz, whose ‘felt body’ perceived an atmosphere through past experiential 
knowledge, Gernot Böhme’s concept of atmosphere reflects directly on the present 
day experience. Writing on atmosphere as an aesthetic concept for architecture he 
suggests,

The new resulting aesthetics is concerned with the relation between environmental 
qualities and human states. This ‘and’, this in-between, by means of which 
environmental qualities and states are related, is atmosphere.14

Böhme’s atmosphere focuses particularly on the physical presence of an occupier 
within an environment, suggesting that ‘mood’ is our sensual response, or 
representation of where we are. He also states however, the importance of ‘where-
ness’ while occupying space. This refers to the necessary ability of the inhabitant to be 
oriented within a space both physically and spatially. The implication being that both 
the surrounding context and the spatial environment influence our sensual response, 
and thus determine the associated atmosphere.15

Atmospheres for Böhme define a response from one visitor to another, to the 
built form and to the surroundings.16 As an architectural concept, it is suggested 
that through the shaping of spaces, architects may begin to manipulate the way 
we relate to the presence of such things. The resurgence of ‘how’ something exists 
within a space, rather than ‘what’ suggests a refocus of aesthetics and how a space is 
perceived.17 This allows for the possibility of introducing atmosphere as a key concept 
to architecture, through the built form’s ability to encourage relationships to spatial 
environment, and more specifically to allow perceptions and thus connections to 
that space. Reflecting on this relationship, Böhme touches on what Peter Sloterdijk 
would later refer to as ‘immersion,’ “[i]n order to get to know them [atmospheres], 
we ourselves have to enter into them fully.”18 He suggests here that through a total 
immersion within a space, its atmosphere may become more considered, our 
connection to that space greater. However, what this seems to neglect are the pre-
contexts, which Schmitz had suggested by the ‘felt body,’ on which an individual’s 
atmospheric perception is built. 

14  Gernot Bohme, “Atmosphere as the Fundamental Concept of a New Aesthetics,” Thesis Eleven 36(1993): 114.
15  Bohme, “Atmosphere as the subject matter of architecture,” 5.
16  Gernot Bohme, “The atmosphere of a city,” Issues in Contemporary Culture and Aesthetics 7(1998): 9.
17  Gernot Bohme, “Atmosphere as an Aesthetic Concept,” Daidalos 68(1998): 114.
18  Bohme, “The atmosphere of a city,” 11.



9TEXT PART ONE ATMOSPHERES

As an architectural experience, therefore, Böhme suggests that through the process 
of making and manipulating built form, atmosphere is created.19 Light is proposed 
as a device which can immediately create space, e.g. “…through the cone of light 
from a street lamp.”20 However, it also has the ability to dissimilate how space exists. 
Nolen Gertz suggests in his paper titled ‘On the possibility of a phenomenology of 
light’, that light not only illuminates objects but also reveals and dissimilates what 
is physically present.21 Gertz however extends this to suggest that even though light 
may illuminate the physical presence of space, the mind is capable of filling it without 
visibility.

… [We] do not perceive things simply, as though in each case [we] see something as 
though [we] see it ‘for the first time,’ but rather that [we] come to ‘apperceive’ things. 
Thus [we] come to form expectations of how things should look, and can distinguish 
between things given properly and things seemingly given.22

Thus, although a space and its attributes may manipulate how we perceive it, the 
perceived space will always exist in a physical manner for the perceiver.
The difficulty in quantifying atmosphere objectively to architecture is suggested 
by Böhme as the limitation to its conceptuality.23 Atmosphere therefore, as a 
perception of space, becomes a qualitative measure of the emotive environment for 
the inhabitant. This is justified by Böhme’s suggestion that because atmosphere is a 
‘common reality’ between the inhabitant and the built form, its presence must exist 
as a reality to the perceiver.24 The space between the perceiver and the object is what 
Böhme believes creates an atmosphere. The qualities of the surroundings and how 
these are perceived by the inhabitant thus define an atmosphere individually.25

19  Bohme, “Atmosphere as the Fundamental Concept of a New Aesthetics,” 123.
20  Bohme, “Atmosphere as the subject matter of architecture,” 8.
21  Nolen Gertz, “On the possibility of a phenomenology of light,” PhaenEx 5, no. 1 (2010): 48.
22  Ibid., 43.
23  Bohme, “Atmosphere as the Fundamental Concept of a New Aesthetics,” 116.
24  Ibid., 122.
25  Bohme, “The atmosphere of a city,” 12.
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Sloterdijk’s Micro-spherology

Peter Sloterdijk’s Micro-sphereology centres on the notion of ‘spheres’ suggesting, “[l]
ife is a matter of form…every act of solidarity is an act of sphere formation, that is to 
say the creation of an interior.”26 Sphere formation therefore, is the act of relationship 
making. Sloterdijk argues that accumulatively, through the acknowledgement of 
the existence of a form, object, or person, there is always a relationship created. 
The relationship ceases to exist only when the objective realities of the relationship 
are changed or removed. The strength of the relationship is thus measured by its 
influence on the day-to-day reflection of the people involved. Suggested as ‘existential 
spaciousness’, Sloterdijk states, 

This principle of the intimate relationship space should make it clear why a life 
is always a life-in-the-midst-of-lives. Being-in, then, should be conceived as the 
togetherness of something with something in something.27

‘Existential spaciousness’ becomes the effective environment in which a person exists.  
Relationship spheres shape the form of this spaciousness. Awareness of objects, form 
and inhabitance consequently act as individual parts which collaborate to allow 
for a complete emotive response to the environment, the atmosphere.28 Sloterdijk 
justifies this by recognizing that the knowledge of something existing effectively 
means a relationship exchange has occurred. For a relationship to occur the action of 
inhabitation must take place and therefore spatiality becomes the resultant ‘sphere’ 
created through relationship making.29

The collective environment, which a person exists in, is defined as the relationship 
of the inhabitant to their current physical environment. Thus the relationship sphere 
becomes an atmospheric impression of all events and actions that have taken place. 
Orientation must therefore play on how relationship spheres are perceived at any 
certain time. Sloterdijk suggests that a face-to-face interaction has a far greater 
influence on a relationship sphere than any other.30 Heidegger however, argued 
through the notion of ‘Dasein’ that the act of ‘de-severance’ allowed ‘remoteness’, 
which Sloterdijk acknowledges. Relationship spheres are not isolated and thus 
their strength is determined by their relevance to a current physical and emotive 
‘situation’, e.g. a relationship with another being, not physically present, may affect 
the relationship sphere which the occupier is currently experiencing. The ‘situation’ 
suggests the togetherness of all co-existing elements define the emotive response to 
an environment.31

26  Sloterdijk, Bubbles: Microspherology: 10-12.
27  Ibid., 542.
28  Ibid., 607.
29  Ibid., 335.
30  Ibid., 226.
31  Peter Sloterdijk, “Architecture as an Art of Immersion,” Interstices - Journal of Architecture and Related Arts 

12(2011): 107.
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The designed space, when inhabited, takes on the role of total environment, i.e. the 
manipulator of how an inhabitant perceives the context in which they physically 
exist. Consequently through the act of inhabitation, humans engage with the 
artificial environment.  Sloterdijk’s ‘immersion’ refers directly to the ability one has 
to adapt and immerse oneself within the artificial environment, in a similar way 
to the natural.32 He argues that by being capable of fully immersing oneself in an 
environment, there is the possibility of ‘self-abandonment’. This suggests that through 
submission to the environment, we are capable of becoming spectators of our own 
existence, or more specifically, the event or experience creates a greater impression 
than the action itself.33 David Leatherbarrow suggests,

Events cannot be defined, organized, or scripted because their beginning, middle, 
and end resist objective comprehension…to understand architecture’s performative 
character, we cannot rely on transparent and objective description alone…34

The experience of ‘immersion’ within an artificial environment becomes a 
way of allowing oneself to be perceptible to the environment, the relationship 
(event) between the two becoming greater through this submission. Sloterdijk 
continues on ‘immersion’ to suggest that it has the potential to create a completely 
incomprehensible environment. Unlike a framed painting, the removal of the frame 
or the dissolving of spatial boundaries within an environment allows for a greater 
submission to the spatial envelope,35 much in the same way as was suggested by the 
Impressionist painters of the 19th century.36 Boundaries here suggests the limits of 
spatial stimuli capable of being perceived within an environment and thus, with 
total immersion in a situation, we are only restricted by our own envelope of spatial 
understanding.37

Architecture, Sloterdijk proposes,

…must remain conscious of its responsibility for the shaping of situations. 
Architecture is above all, the design of immersions. Part of the ethics of the 
production of space is the responsibility for the atmosphere…38

The responsibility for shaping a situation, which Sloterdijk suggests, implies that 
one should be aware of the way in which multiple elements are considered together 
within the built environment. A forest as an example of nature is completely 
incomprehensible as individual parts, but as a whole we are aware of its spatial 
condition and are able to immerse ourselves within its envelope. Within architecture, 
an environment, manipulated artificially, should allow for a similar response. The 

32  Ibid., 105.
33  Sloterdijk, Bubbles: Microspherology: 93.
34  David Leatherbarrow, Architecture Oriented Otherwise  (New york: Princeton Architectural Press, 2009). 53.
35  Sloterdijk, “Architecture as an Art of Immersion,” 105.
36  Brian O’Doherty, Inside the white cube: the ideology of the gallery space  (Santa Monica: Lapis Press, 1986). 27.
37  Ibid., 106.
38  Ibid., 109.
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inhabitant should be able to immerse themselves completely in a designed spatial 
envelop, allowing for ‘self-abandonment’. ‘Relationship spheres’, consequently, are 
determined by pre-existing conditions, which then become part of an experiential 
knowledge, applied to the creation of a new ‘relationship sphere’.  ‘Immersion’ 
within an architectural envelope thus defines the relationship one has within it. The 
‘relationship sphere’ becomes a combination of both pre-existing spheres and the 
current situation in which one is enveloped.

Concluding Comments

Atmosphere as a spatial phenomenon has clearly been subject to large developments 
over the past century.  Hermann Schmitz ‘felt-body’ suggested that through 
experiential knowledge; a visitor is capable of ‘self-ascribing’ an atmosphere to 
an environment prior to the physical orientation of inhabitation. However, his 
atmosphere was based solely as a response to personal context at the time of 
inhabitation. Gernot Böhme saw a weakness in Schmitz argument and suggested that 
the qualities of the built environment must impact on the atmospheric perception 
of an occupier coinciding with their personal context. Yet, in his attempts to 
quantify atmosphere, he seems to suggest that it must be a fixed subjective response 
to environment. However, as a qualitative response to environment, atmosphere 
seems to be in a state of flux. Peter Sloterdijk’s ‘relationship spheres’ quantify the 
existence of multiple contributors within an overall emotive response. Suggesting 
that a relationship sphere be affected not only by other inhabitants but the built form 
and environment clarifies that atmosphere is a perception of both the emotive and 
physical contexts in which an inhabitant exists at the time of occupation. ‘Situation’, 
as Sloterdijk suggests, therefore must be qualitative at the time of inhabitation and 
experiential knowledge is added to and affects all alternate occupations of that 
same space. Atmosphere as a spatial phenomenon, therefore, becomes a subjective 
response to both the emotive and physical context (relationship spheres) in which an 
inhabitant exists at any single moment in an environment. 
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C.V. boys, Soap-Bubbles, and the Forces which Mould Them, 1902.FIGURE 2.  
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1.3. Atmospheric Representation

Fine Arts

Atmosphere as an ambient description had only existed for a number of decades 
before Joseph M. W. Turner proclaimed; ‘Atmosphere is my style’ (1844).39 As a 
painter, Turner focused particularly on the way a viewer considered the ambient 
condition of a situation rather than the physical subject. Through the use of light and 
the interwoven ‘blur’ between subjects, Turner expressed space as a consideration 
of the whole environment rather than focusing attention on specific individual 
elements.40 The viewer thus perceives the painting as a single subject, allowing for 
multiple understandings of the work [FIG. 3].  Michael Bockemuhl suggests,
In order to create the impression of an in-depth spatial, atmospheric expanse, Turner 
was required to concentrate and shorten the countless particulars, bringing out their 
characteristic features.41The quality of the atmosphere is defined by the characteristic 
features of the environment. The paintings suggest an instantaneous response 
to the environment portrayed, where details are only revealed through further 
investigation.

Claude Monet, as an Impressionist painter, furthered what Turner had begun, 
exploring painting (as well as the viewing of painting) as an ‘art of observation’.42 
Expressing the experiential quality of a scene, Monet focused on natural light and 
its manipulation of space and in particular how changes in the condition of light 
affected a viewer’s perception of the relationship between themselves and the subject. 
Water Lilies [FIG. 5], in particular, where Monet removed the river bank taking away any 
objective reference, refocused the viewer’s attention on the water’s surface and the 
lights interaction and reflection within it.43 By removing perspective Monet was able 
to abstract moments which often would be unseen had he not drawn our attention 
to them. While Turner focused on the wider ambient condition of an environment, 
Monet focused on a specific detail which developed an ambient condition.

39  Turner, quoted in Peter Zumthor, Atmospheres: Architectural Environments, Surrounding Objects  (Basel: 
Birkhäuser, 2006). 5.

40  Michael Bockemuhl, J. M. W. Turner 1775-1952: the world of light and colour, trans. Michael Claridge (Koln: 
Benedict Taschen, 1991). 61.

41  Ibid., 18.
42  George Shakelford, Monet and the Impressionists  (Sydney: Art Gallery of New South Wales, 2008). 55.
43  Ibid., 125.
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Claude Monet, Water Lilies, 1914-18, Musee d’Orsay, Paris.FIGURE 4.  

J.M.W Turner, Simplon Pass, watercolour and goache on cream wove paper, 
380 x 552 mm, Fogg Museum, Harvard University.

FIGURE 3.  
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Although born a year before Monet, Paul Cézanne declared himself unlike his 
Impressionist counterparts.  Focusing more specifically on the ‘harmonious 
disposition’ in which subjects were positioned together, Cézanne attempted 
to express the nature of the relationship between.44 Rather than describing the 
relationship between viewer and work, Cézanne more specifically tried to create an 
understanding of the object relationships of his subjects. In conversation with Émile 
Bernard, he discussed the notion of Blue and its ability to express relationships,

Blue gives other colours their vibration, so one must bring a certain amount of blue 
into a painting…in fact, the atmosphere is this blue; in nature it is always found over 
and around objects and they merge into it the more they draw away towards the 
horizon.45

Particularly his watercolours such as La Montagne Sante-Victoire [FIG. 5] Cézanne 
begins to describe the merging of both the subject foreground and the contextual 
background. Objects are distinguishable through depth and tone; however, we are 
also forced to consider the image as a whole, where perspective is both defined and 
vague. 

Alfred Stieglitz, as a photographer, expressed a similar interest in the obscuring of 
depth through layers. Particularly in his Clouds series [FIG. 6], Stieglitz focused on 
the detail of the familiar to allow for multiple understandings of a singular subject. 
Stieglitz, in a letter to a friend, asks,

…I’m most curious to see what the ‘Clouds’ will do to you. About six people have 
seen them – Men, Women, Girls and young fellows, artists and laymen - all are 
affected greatly and forget photography entirely - …46

Touching on what Peter Sloterdijk would later define as ‘immersion’, Stieglitz 
describes an atmospheric perception of his work. In his quest for emotional impact, 
he allows the viewer to focus on a fixed moment in time, where the viewer creates 
an atmospheric relationship to the image, rather than focusing on the subject itself.47 
Unlike Impressionist artists before him, Stieglitz did not attempt to describe a 
relationship between viewer and object. Instead he allowed the viewer to re-evaluate 
the relationship they had to a subject. 

44  Kurt Badt, The Art of Cézanne, trans. Sheila Ann Ogilvie (London: Faber and Faber, 1965). 161.
45  Ibid., 57.
46  Doris Bry, Alfred Stieglitz, photographer  (Boston: Museum of Fine Arts, 1995). 19.
47  Ibid., 20.
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Alfred Stieglitz, Clouds: Equivalent, 1926(?).FIGURE 6.  

Paul Cézanne, La Montagne Sainte-Victoire, 1890, oil on canvas, 550 x 654 mm, National Gallery of Scotland.FIGURE 5.  
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Umberto Boccioni, as an advocate for Futurism, declared the importance of the 
spectator to an artwork and more specifically that the artwork should regard the 
spectator as the centre of the action.48 In what he defined as ‘living art,’49 Boccioni 
attempted to capture objects in a state of flux. Focusing on the space created, 
Boccioni engaged the viewer with the ‘plasticity’ of the objects reality.50 Particularly 
in his work, Bottle Evolving in Space [FIG. 7] Boccioni created an impression of the 
bottle which allowed the viewer to consider the subjective reality of the bottles 
existence rather than the object itself. In a similar fashion, Harold Edgerton’s speed-
photography captured moments of live action, allowing the viewer to understand a 
subject’s true relationship to space, expressing the realities of movement, action and 
engagement in space [FIG. 8].

While Boccioni and Edgerton described the plasticity of object or action in space, 
Alberto Giacometti attempted to create this ‘plasticity’ through his investigations 
of the void between the viewer and his sculptural works.51 In an attempt to create 
movement and conflict for the viewer, his works encouraged exploration through 
perspective and light. 52 The work therefore became both the physical object and 
the viewer’s interaction with it. Giacometti argues that a work should develop an 
understanding for the subject and through the conceptual development of that work, 
create ‘sensation.’ Therefore, to emotively respond to a work a ‘sensation’ experienced 
will only be affective if that response has meaning and therefore purpose.53

Extending Giacometti’s notion of void, Eduardo Chillida investigated the intentions 
of a void within the consideration of space.54 The traditional notion of void seems 
to suggest ‘nothingness’, something which is incapable of existing or creating 
connection. However, Heidegger argues,

…the body already inhabits the space beyond its bounds, the way it bleeds into the 
world as a relational and contextual entity. For this reason there is no emptiness or 
void…55

Suggesting due to our knowledge of the existence of the object, the void 
(nothingness) cannot exist, because we already have some form of relationship to it. 
For this reason, Heidegger suggests that emptiness suggests gathering, “[t]he spacing 
apart of things [must maintain] a loose and elastic connection between them.”56 

48  Umberto Boccioni, “Manifesto of the Futurist Painters (1910),” in 100 Artists’ Manifestos: From the Futurists to 
the Suckists, ed. Alex Danchev (London: Penguin Books Ltd, 2011), 9.

49  Ibid., 11.
50  Sigfried Giedion, Space, time and architecture : the growth of a new tradition  (Cambridge Mass: Harvard 

University Press, 1954). 441.
51  Jaques Dupin, “Impossible Reality,” in Giacometti, three essays (New York: Black Square Additions, 2003), 84.
52  Ibid., 78.
53  Ibid., 80.
54  Andrew J. Mitchell, “Eduardo Chillida: The Art of Dwelling,” in Heidegger: Among the Sculptors - Body, Space 

and the Art of Dwelling (Stanford, California: Stanford University Press, 2010), 66.
55  Martin eidegger, quoted in Ibid., 74-76.
56  Ibid., 72.
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Alberto Boccioni, Bottle Evolving in Space, 1911-1912.FIGURE 7.  

Harold Edgerton, Speed photography of a tennis player.FIGURE 8.  
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Chillida’s works play on this notion of void through the creation of tension. [FIG. 9] By 
creating a balance between space in sculpture and sculpture in space, the viewer no 
longer sees the work as an object surrounded by void and is forced to consider the 
wider external context in relation to the work.57

More recently, Antony Gormley, particularly in his series Feeling Materials, has 
attempted to describe the ‘space of the body.’58 Declared as a drawing in space, the 
works explore the notion of space to the body through continuous loops of steel 
wire. Defining the body, but more subjectively defining the external parameters of 
that body, the works propose the notion of the individual, and their autographical 
presence within a space.59 Gormley’s works clearly describe the complexities of the 
body in space, particularly the independent relationships one has to the physical 
context they exist in. Unlike a work created within a studio, in particular his Feeling 
Material XIII [FIG. 10], suggests that no spatial condition ever exists as the same.

57  Ibid., 68.
58  Antony Gormley, “Antony Gormley,”  http://www.antonygormley.com/.
59  Antony Gormley, Michael Mack, and Richard Noble, Antony Gormley  (Göttingen: SteidlMack, 2007). 435.
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Eduardo Chillida, Música callada (Silent Music), 1955, iron, 630 mm.FIGURE 9.  

Antony Gormley, Feeling Material XIII, 2004, 1.5km of 5mm square section rolled stainless steel bar.FIGURE 10.  
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THE TRIANGULATION OF OUR CONSCIOUSNESS
Taken from Robert Irwin’s paper entitled The Hidden Structures of Art.

Describing a state; existing between the felt, the thought and the current physical existence, a person is both 
sensually effected and responsive within an environment. The atmosphere, thus relies on a condition sought 
through an effective result of these three variable conditions.

FIGURE 11.  
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Spatial Installation

Spatial installation, unlike the fine arts, explores the perception of environment in a 
more specific physical way. Robert Irwin and James Turrell both work with light as 
an intensifier of our awareness and relationship to environment while DéCosterd and 
Rahm explore more directly the manipulation of the non-visual sensory perception 
of an environment to manipulate an inhabitant’s response to space.

Robert Irwin encourages the interaction of the viewer within his works. He suggests 
that the work remains incomplete until this interaction takes place.60 Touching on 
the notion of temporality, Irwin suggests transference from the objective importance 
of art to a more subtle notion of the perceptive experience encouraged by an 
intervention. His works, often ephemeral in nature, remain only for the period of an 
exhibition; he suggests that the question asked should not be ‘what is it?’ Or ‘what 
does it mean?’ but instead how did the work manipulate or change the way a space 
was experienced?61 Klaus Kertess suggests,

Irwin’s ‘there’ is all lightness and light, its primary boundaries are defined not by 
materiality but by the conditions of the viewer’s aesthetic perception. He dissolves the 
object in the subject.62

Through Irwin’s manipulation of perception, the viewer constantly questions their 
perception of what is objectively being presented. The works never confront the 
viewer, however, once engaged, the viewer is forced to question how he or she 
perceives what is visually being presented.63 Works such as External Window [FIG. 12] 
highlight different layers of visual depth, before focusing on the detail of a specific 
element. Colour and light are abstracted before the viewer focuses on the detail 
of materiality and function.  The viewer is encouraged to perceive the whole and 
the detail at once, which in turn forces a constant re-evaluation of what is being 
perceived as the artwork.

60  Robert Irwin, “The Hidden Structures of Art,” in Robert Irwin, ed. Russell Ferguson (New York: Rizzoli 
International Publications, 1993), 26.

61  Ibid., 19.
62  Klaus Kertess, “The Architecture of Perception,” in Robert Irwin, ed. Russell Ferguson (New York: Rizzoli 

International Publications, 1993), 113.
63  Ibid., 119.
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James Turrell, although not strictly an architect, works as an artist who specifically 
focuses on the condition of light within void in space. With an emphasis on 
considering light for its abilities other than that of creating brightness, Turrell seems 
to compose space, and thus atmosphere, through the use of ‘light as material’.64 
Böhme in his essay The Phenomenology of Light suggests,

Light as a phenomenon is primarily and actually brightness [i.e. bathed in light]…
brightness is primary and fundamental. It precedes every individual perception of 
colour, shapes, and things. I perceive all these things, but in brightness. And this 
becoming aware of brightness is the basic experience of light.65

Turrell’s spaces allow for ‘immersion’ in light without giving any other significant 
purpose to the space, allowing the visitor to become subjectively involved in the 
spatial condition [FIG. 13].  By removing the depth of field, Turrell allows for a ‘hyper-
reality’ to be created between the viewer and the light source (the sky). The light 
seems to enclose the space in one way while in another create its own space, which 
the viewer can visually occupy.66

Investigating atmosphere specifically, DéCosterd and Rahm’s architectural work is 
developed on the basis of perception. With a focus on the relationship between body 
and space, which they suggest, re-introduces architecture to its ‘basic-principles.’67 
Focused on the corporeal dimension of an individual, ‘…the ritual, experience, 
code and effect of architecture’68 becomes the focus of what could easily be seen as 
interventions. As Tortosa suggests, DéCosterd and Rahm’s architecture often allude 
to a building, unseen. The utopic nature of their work removes ideas of program and 
instead refocuses architecture directly on the notion of spatiality. Rahm’s project 
Diurnisme is a direct translation of this. Through the manipulation of the level of 
light and wave length, he increases the nanometres within the room allowing a 
manipulation of the inhabitants ‘inner circadian clock.’ By doing this he encourages 
the action of sleeping while alternatively the room is illuminated to a light level 
similar to that of day light.69 Although direct in his manipulation of perception, 
Rahm exhibits the abilities of architecture to spatially manipulate an inhabitant’s 
experience, without the need for any formalistic intervention.

64  James Turrell: Geometrie des Lichts = geometry of light,   (Ostfildern: Hatje Cantz, 2009). 21.
65  Gernot Bohme, “The Phenomenology of Light,” in James Turrell: Geometrie Des Lichts = Geometry of Light.  

(Ostfildern: Hatje Cantz, 2009), 69.
66 James Turrell: Geometrie des Lichts = geometry of light: 46.
67  Federico Nicolao, “Philippe Rahm: The unconcious and the light,” Daylight and Architecture - Velux, no. 07 

(2008): 19.
68  Guy Tortosa, “Decosterd and Rahm associes, the sense(s) in the senses,” in DéCosterd & Rahm : Physiological 

Architecture = Architecture Physiologique, ed. International Architectural Exhibition (8th : 2002 : Italy) (Basel; 
Boston; Berlin: Birkhauser, 2002), 50.

69 Nicolao, “Philippe Rahm: The unconcious and the light,” 17.
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Robert Irwin, External Window, 1985, The Pace Gallery New York.FIGURE 12.  

James Turrell, Third Breath, 2005, Skyroom, daytime exposure to light.FIGURE 13.  
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Architecture 

Architectural atmosphere is the ambient description an inhabitant gives to an 
experienced space, the defining emotive response to an environment, negligent 
of the detail which defines the physical form.70 The emotive response therefore is 
initially defined by an overall presence of space with consideration to context before 
one is able to become intellectually orientated within the built form. Of particular 
significance is the use of light in space. Light, as a manipulator of environment has 
the capability to deceive, intensify and focus attention within a space. This does 
not only suggest the ambient condition of the interior, but also how the external 
condition is reflected within the interior space. Extending the significance of light 
to an atmosphere, Junichiro Tanizaki suggests, “…we find beauty not in the thing 
itself but in the patterns of shadow, the light and the darkness, that one thing 
against another creates.”71 Light therefore, is an effective controller in the ability 
and/or qualities of a relationship created between the observer and the subject. 
Tanizaki urges that a spatial quality is not measured by its illumination, but by the 
consideration of both light and shadow within an architectural proposal. Space, he 
suggests, should not only articulate itself as a reflection of light but also as a space of 
articulated darkness. The depth and quality gained from this multi-faceted lighting 
condition allows for multiple understandings of that space. 72

Joseph Paxton’s Crystal Palace is arguably the first architectural proposal to express 
the notion of atmosphere [FIG. 14-15]. Quoting Lothar Bucher, 

If we let our gaze travel downward it encounters the blue-pained lattice girders. At 
first these occur only at wide intervals; then they range closer and closer together 
until they are interrupted by a dazzling band of light – the transept – which dissolves 
into a distant background where all materiality is blended into the atmosphere… It is 
a sober economy of language if I call the spectacle incomparable and fairylike. It is a 
Midsummer Night’s Dream seen the clear light of midday.73

The dematerialization described by Bucher suggests an infinite, ethereal nature to 
the spatial relationship created between inhabitant, building and landscape. The 
articulation of the steel girders is no longer considered as structural elements and 
instead acts as a blurring filter between inhabitant and external context. Compared in 
Sigfried Giedion’s Space, Time and Architecture to the work of J.M.W. Turner (see 1.3. 

70  Juhani Pallasmaa, “Space, Place and Atmosphere - Peripheral Perception in Architectural Experience,” Finnish 
Architectural Journal, no. 5 (2011): 21.

71  Junichiro Tanizaki, In Praise of Shadows, trans. Thomas J. Harper and Edward G. Seidensticker (New Haven, 
Conn: Leete’s Island Books, 1977). 46.

72  Ibid., 63.
73  Bucher quoted in Giedion, Space, time and architecture : the growth of a new tradition: 252.
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Joseph Paxton’s Crystal Palace exterior.FIGURE 14.  

Joseph Paxton’s Crystal Palace interior.FIGURE 15.  
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Atmospheric Representation - Fine Arts), external objects are no longer experienced 
as objective forms and instead allow subjective reflection on colour, tone, light and 
texture.74

Peter Zumthor, in a similar way to what Schmitz suggested as ‘self-ascription,’ 
argues that atmosphere in architecture suggests the possibility of an emotional 
sensibility, the ability for the inhabitant immediately to create an opinion of a space 
or surrounding they exist in, an almost “immediate appreciation…a spontaneous 
emotional response.” 75 Suggested as a non-linear process of thought, space becomes 
something which does not have a directional alignment or consideration as to how 
it is approached. Instead, it is just there, and because of that fact we do not have a 
chance to consider other possibilities for our emotive response. The architecture 
therefore creates a “freedom of movement, a milieu for strolling, a mood that [has] 
less to do with directing people than seducing them.”76 Spaces, he continues, need to 
reflect on the nature of their locality. Materiality in his buildings, therefore, becomes 
an investigated, manipulation of localised materials.77 Zumthor also stresses the 
importance of considering the building as it will be used in the future; architectural 
places being used and dwelled in, away from the architect’s preconceived 
expectations of space, encouraging un-conceivable emotive and physical responses to 
environment [FIG. 16-17].78

Steven Holl, similar to Alberto Giacometti’s investigations in sculpture (see 1.3. 
Atmospheric Representation - Fine Arts), suggests that the architectural concept must 
have an effective relationship to the formal proposition. The act of perception, he 
concludes, is only truly measured by the inhabitant of the built form,

… Only then do the real spatial fields open up; this is when individual perception 
begins its activity, comparing that which is new about the space and its sensuous 
components with respective personal experiences.79

Architectural design for Holl becomes a process based on exploration of the 
relationship between concept and form, with the possibility of creating manipulated 
perceptive environments. However, his conclusion reiterates the significance of the 
inhabitant within the built form. The inhabitant’s perceptive environment is only 
manipulated, not controlled, by the architectural intervention.

74  Ibid., 255.
75  Zumthor, Atmospheres: Architectural Environments, Surrounding Objects: 13.
76  Ibid., 41.
77  Ibid., 25.
78  Ibid., 39.
79  Steven Holl, Steven Holl: Idea and Phenomena  (Baden, Switzerland: Lars Muller, 2002). 12.
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Peter Zumthor’s Bruder Klaus Chapel, Germany.FIGURE 16.  Peter Zumthor’s Therme Vals, Switzerland.FIGURE 17.  
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It is necessary here to also introduce Diller and Scofidio’s Blur Building, which, in 
the architects words, was, “…just atmosphere…a whiteout, a loss of orientation, an 
erasure of context, a creation of white noise.”80 [FIG. 18-19] Blur refers to the building’s 
cloud-like nature, a fog, which was an investigation into spatial inhabitance, and 
more specifically the inhabitant’s ‘reaction to space and the expectations of a 
building.’81 Investigating perspective disorientation, the ‘building’ sits in constant 
flux with the environment. ‘Being in’ the building no longer suggests the act of 
inhabitation, and instead focuses the inhabitant solely on the condition of their 
existence within context. As Hubert Damisch suggested, the act of inhabitation 
involved the action of ‘breathing in’82 or, more specifically, the architecture engulfs 
the inhabitant with the condition it intends to portray. Unlike a traditional 
architectural proposal, Blur enforces a contextual relationship on its inhabitants 
where atmosphere becomes the sole reality of the building, its function non-existent, 
forcing the inhabitant to relinquish themselves to the contemplation of context.

80  Elizabeth Diller et al., “Technological landscape: an interview with Liz Diller regarding Blur,” Praxis: journal of 
writing + building, no. 4 (2002): 96.

81  Ibid., 107.
82  Hubert Damisch, “Blotting out Architecture? A Fable in Seven Parts,” Log Fall, no. 1 (2003): 18.
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Diller and Skofidio’s Blur Building concept renderFIGURE 18.  

Diller and Skofidio’s Blur Building aerial photographFIGURE 19.  
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PORTFOLIO PART ONE     EXPLORING THE SITE

The site proposed for this thesis is based just outside Queenstown, in Frankton, New 
Zealand. The site is currently under development by Remarkables Park Ltd, who both 
own the site and development company. Situated next to Queenstown International 
Airport, the intention is to expand what currently exists as Remarkables Park, as well 
as introduce additional housing, education, retail, medical and commercial space. 
The project for this thesis will focus on redeveloping the proposed ‘Public Precinct’ 
with the intention to develop the square, and more specifically the Gallery + Museum 
initially proposed within Remarkables Park Ltd’s masterplan.



The thesis proposition is positioned within a current development taking place 
in Frankton, on the outskirts of Queenstown within the Lakes District [FIG. 20]. 
Although a proposed master plan has been developed, only the initial stage has 
been built, which included a large retail development with dining facilities [FIG. 21]. 
With a foreseeable future, the development plans to introduce a large amount of 
accommodation while extensively developing the Frankton area as a key destination 
within the Lakes District. As stated on their website, 

Remarkables Park’s vision is to create a dynamic urban environment. The unique 
150 hectare Remarkables Park Zone is designed to deliver comprehensive multi-
use, retail, resort, residential and recreational opportunities to further enhance 
Queenstown’s thriving community.83

The intention of the thesis proposition is not to suggest that the proposed master 
plan by Remarkables Park Ltd needs redeveloping. However, opportunity was seen 
to redevelop the Public Precinct to encourage a stronger relationship between 
the proposed water-front square at the southern end of the site. This also allowed 
opportunities for the Gallery + Museum building to engage itself more deeply within 
the context of the site, including not only the Remarkables Mountain Range, but also 
the Kawarau-Shotover River which passes in front of the site. The following portfolio 
expresses this exploration into the redevelopment of the square, while also exploring 
the proposed master plan by Remarkables Park Ltd.

83  “Remarkables Park,” Remarkables Park Ltd, http://www.remarkablespark.com/.
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REMARKABLES PARK DEVELOPMENT

“Converging environments. A destination for 
inspiration.”

“Remarkables Park.” Remarkables Park Ltd, http://www.remarkablespark.com/.
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Completed section of Remarkables Park , photographed in relation to the Remarkables Mountain Range.

FIGURE 20.  REMARKABLES PARK DEVELOPMENT

FIGURE 21.  

Panorama overlooking Remakrables Park Site and wider Queenstown Area
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FIGURE 22.  AERIAL VIEW - QUEENSTOWN AREA    SCALE 1:20000

Taken from Google Earth, is an aerial view of the wider Queenstown area. In particular it shows the 
proximaty of Queenstown to the Remarkables Park Development. Of particular note is the extensive scale of 
the proposed development in comparison to the existing town of Queenstown, as well as the large body of 
water, Lake Wakatipu which in conjunction with the Remarkables Mountain range surround the site.

QUEENSTOWNLAKE WAKATIPU
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FRANKTON REMARKABLES PARK DEVELOPMENT THE REMARKABLES
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PROPOSED MAIN ROAD THROUGH DEVELOPMENT
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FIGURE 23.  PANORAMA OVERLOOKING THE REMARKABLES PARK DEVELOPMENT SITE   
 
Expressing the scope of the site, from the existing Remarkables Park Development, the Remarkables 
Mountain Range, and the valley heading away from Queenstown. Taken on a mid-winter day, the 
snowcapped mountain looms over the site, dwarfing the scale of the existing development. 
The road to the left of the image will become the main road through the development, and onwards around 
the base of the airport, to the main road out of Queenstown.

THE REMARKABLES and DEVELOPMENT SITE REMARKABLES PARK DEVELOPMENT
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FIGURE 24.  FIGURE-GROUND OF PROPOSED DEVELOPMENT BY REMARKABLES PARK LTD

Remarkables Park Ltd’s 
Proposed Public Precinct

Main Road to Queenstown

Existing Development and Housing
Intended Masterplan development
Intended Public Precinct
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FIGURE 25.  REMARKABLES PARK LIMITED’S PROPOSED MASTERPLAN NOT TO SCALE

Image courtesy of Mason and Wales Architects and  Remarkables Park Limited

Town Centre
Resort accommodation / Boutique Retail / Food and Beverage
Hotels
Conference, Visitor and Cultural Facilities
Tertiary Institutions, Student and Staff accommodation and childcare
Hospital / Integrated Medical Care
Seniors Village
Condominiums
Low Density Housing - Existing

Sports Facilities
High school

Existing Parkland
Parkland Extension
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INTERNATIONAL

DOMESTIC

Todi town centre, Perugia, Italy Perugia town centre, Italy Florence, Italy Venice, Italy

HamiltonAuckland Wellington Dunedin

REDEVELOPMENT OF THE SQUARE

Through exploration of both local and international existing squares, the Public Precinct was seen as what could be 
determined as a ‘cultural square’, which when considered in the context of the proposed masterplan, links through to an 
‘environmental’ square proposed at the southern end of the site. Edmund Bacon suggests,

The identities of the town and countryside are kept separate and are sharply defined within the individual 
parts of the composition.84

It was therefore the intention to encourage the environmental square to be ‘sharply defined’ by the context of the 
Remarkables Mountain Range. The Public Precinct therefore became an exploration into intensifying the relationships 
between, not only buildings (creating an enclosed square) and the external physical context.The square therefore was 
developed to highlight both physical links within the existing proposal, while also identifying and intensifying moments 
of perception with the physical context.

84  Bacon, Edmund N. Design of Cities.  London: Thames and Hudson, 1982. 98.

Case Studies of Existing SquaresFIGURE 26.  
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Square Proposed by Developers

Proposed development of square

Series of figure ground explorations, particularly looking at the formation of the square, with specific consideration 
of existing development surrounding the site. Also considered was the contextual connection to the Kawarau River, 
Remarkables Mountain Range and other surrounding physical contexts.

Figure Ground Explorations of Public PrecinctFIGURE 27.  
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FIGURE 28.  EXPLORATIVE MODELS OF SQUARE PROPOSAL 1:1000

Series of models exploring the treatment of the proposed public precinct, exclusivly looking at the treatment of the ground 
surface. Building masses have been based on sizes proposed within Remarkables Park Limited’s master plan.



45PORTFOLIO PART ONE SITE

FIGURE 29.  FIGURE GROUND - PROPOSED 1:20000
 Environmental and Public Square Link

Figure Ground exploring relationship set up between what has been defined as the Environmental Square at 
the southern end of the development, with the Cultural Square proposed to the North. 
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FIGURE 30.  PROPOSED MASTERPLAN FOR SQUARE 1.1000 OVER PAGE

 PUBLIC PRECINCT
1 Offices
2 Information and Events Centre
3 Community Centre
4 Library
5 Convention Centre
6 Theatre
7 Gallery and Museum
8 Artist-in-Residence

 
 INTENDED SURROUNDING FACILITIES
9 Hotels
10 Boutique Shopping

 Public Cycle and Walkways
 River Boundary
 1.1000 Cutout



47PORTFOLIO PART ONE SITE

KAWARAU - SHOTOVER RIVER
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FIGURE 31.  PHOTOGRAPHS OF 1.1000 MODEL OF PROPOSED PUBLIC PRECINCT
Model presented as part of final presentation

The model particularly explored the spatial relationship between buildings, while emphasising a connection with the existing 
proposed development along with the river bank.

Looking East, towards the river.

Looking South, the square plays a role in incorporating the Public Precinct with 
the existing proposed Remarkables Park Development.

Looking North, showing relationship between riverside and square.

Looking West, from the river side.
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FIGURE 32.  PHOTOGRAPHS OF 1.20000 MODEL EXPLORING SITE RELATIONSHIPS TO WIDER CONTEXT
Model presented as part of final presentation

Particularly exploring the relationship between the Remarkables, development site, Kelivn Heights and the 
proposed Gallery + Museum

Looking East towards the Remarkables with Kelvin Heights to the right of the image. 
Gallery + Museum visible in the foreground

Looking North towards the Remarkables Park site, from Kingston Valley.
Gallery + Museum at end of red line

Looking South towards Kingston Valley with the Remarkables (left) and Kelvin 
Heights (right). Development site in centre
Gallery + Museum at end of red line

Plan view of Model
Gallery + Museum at cross of two red lines
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2. PERCEPTIONS IN ARCHITECTURE

2.1. Introduction

2.2. Designing for the photograph

“…only architecture can simultaneously awaken 
all the senses - all the complexities of perception.”

Steven Holl, Questions of Perception: Phenomenology of Architecture, p.41.

“The fundamental event of the modern age is the conquest of the world as picture,”85 
as Martin Heidegger suggested in his paper entitled The Age of the World Picture, 
expressed a notion of the photograph and the image to ‘conquest’ the world. 
Conquest, here, describes a photographs ability to mass-produce and distribute the 
visual experience of an action, event or physicality. In an age of digital photography 
and international media distribution, architecture has too, in some ways been 
conquered by the photograph. Juhani Pallasmaa argues that architecture has become 
a visual commodity.86 The ability for an architectural proposal to be presented quickly 
and appeal in a visually stimulating way seems to have caused a suppression of the 
other senses in the consideration of architectural space.

Instead of an existentially grounded plastic and spatial experience, architecture has 
adopted the psychological strategy of advertising the instant persuasion…detached 
from existential depth and sincerity.87

Pallasmaa, in his portrayal of architecture as billboard advertising, is possibly a 
little generalising.  However, his comment does beg the question as to whether 
in a world where visual perception and speed of image delivery is at its greatest, 
is a consideration of architectural atmosphere truly necessary or valued as an 
architectural concept anymore?

If experiential quality is no longer the focus of an architectural project and the act 
of inhabitation a bi-product to the production of form, the distinction between a 
successful and un-successful proposal must be determined by the way the building 
stimulates visually. This one-sided approach however, also questions who exactly 
the architect is designing for. Gernot Böhme suggests that an architect, to establish 
a reputation, must design buildings which are successful in their photographic 
representation. He continues stating “…thoughts of later photographic rendition 
already enter into the design stage” of any building project.88 The acknowledged 
shift in design process must also represent an acknowledgment of the shift in how 

85  Martin Heidegger, “The age of the world picture,” in The question concerning technology, and other essays (New 
York: Garland Publishers, 1977).

86  Juhani Pallasmaa, The Eyes of the Skin: Architecture and the Senses (Hoboken, NJ: John Wiley and Sons, 2005). 
16.

87  Ibid., 30.
88  Bohme, “Atmosphere as the subject matter of architecture,” 401.

The intention within this chapter is to discuss the notion of perception in 
architecture. Recognising a general shift in the way in which architecture is 
represented, it proposes a re-evaluation of the importance of a sensuous experience 
within space. The sensuous experience, expressed as the relationship between the 
body (inhabitant) and space, is then suggested as a way for inhabitants to focus more 
specifically on the consideration of this relationship; the atmosphere.
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architecture is understood. The quality of the image, or as Gemma Tipton suggests, 
the ‘linear perspective’ of spatial interaction becomes the determinate of a successful 
building proposal.89 

With an increase in media distribution, Peter Sloterdijk’s discussion of relationship 
spheres explains that it is no coincidence that non-spatial interaction is now a 
determinate of our emotive response.

[T]he most distinctive new place in the innovated medial world is the interface, 
which no longer refers to the space of encounter between faces, but rather the contact 
point between the face and the non-face, or between two non-faces.90

Photographic quality and how we view a building has thus become a key factor of 
an architect’s design process.  The worry, however,  is that architecture becomes so 
visually orientated that the physical act of using the space is completely neglected 
in search of the ‘perfect’ image. A building as architecture, if it is to be considered 
that, must maintain a spatial quality and functional use. Böhme expands on this and 
suggests that it also must be “a work of art…it must have marketable appeal.” 91 The 
suggestion is not that architecture should be invisible, or that the ocular experience 
is not relevant to design. In fact, it is quite the opposite. Architecture, to be successful 
as a spatial experience, if we are to consider architecture as the creation of space, 
must allow for a complete emotive response to environment. An architectural 
atmosphere therefore becomes the accumulation of all sensuous responses within an 
environment.

89  Gemma Tipton, Space: Architecture for Art  (Dublin: Circa, 2005). 14.
90  Sloterdijk, Bubbles: Microspherology: 189-90.
91  Bohme, “Atmosphere as the subject matter of architecture,” 401.
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Reflecting on the shift in how architecture is now perceived, Pallasmaa, in an almost 
ironic statement suggests that although architecture now (in its wider context) 
is evaluated primarily through its aesthetic appeal, its atmosphere is still “often 
more decisive and powerful in determining our attitude to the setting.” 92 This 
statement suggests the extent to which our perception is capable of defining an 
emotive experience. The problem is that the overall impression, instantly grasped, 
determines our memory of that space. It seems relevant that the articulation of our 
perception, i.e. how we perceive a space, must be considered in the formation of a 
building proposal. Without this articulation, the notion of a building’s atmosphere 
becomes negligent in our spatial repertoire. Jacques Herzog and Pierre de Meuron 
in an interview with Philip Ursprung reflected on this issue within contemporary 
architecture,

 Architecture that looks good in reproduction – and we, too, make buildings of that 
kind – is more marketable. But for the medium of architecture to survive, the only 
thing that counts is the one-to-one experience. That is the first priority, and the only 
way architecture can compete with other media…It is absolutely essential to continue 
to aspire to these intrinsically architectural qualities.93

Touching on the notion of the one-to-one experience, Herzog and de Meuron’s 
description of ‘architectural qualities,’ describes the intentional act of acknowledging 
the inhabitant within space. As a medium then, architecture, to remain as a relevant 
design practice must associate the notion of the inhabitant within a functional space 
as the key to any architectural proposal. The marketable value, although important, 
should remain a bi-product of the spatial experience created by the architect/s.

Pallasmaa in his quest to define the sensuous experience in architecture introduces 
an ‘unconscious and unfocused peripheral perception’ of environment, where the 
“quality of the whole permeates, affects, and controls every detail.”94 This holistic 
understanding of an environment, and our ‘immersion’ within it, defines atmosphere 
where “peripheral perception transforms retinal images into a spatial and bodily 
involvement and gives rise to the sense of an engaging atmosphere and personal 
participation.”95 To extend this, Pallasmaa touches on the notion of spatial contrast, 
and more specifically the ability for space to create ambiguity. As a consideration of 
the ‘whole,’ he begins to suggest a tactile blurring of conditions.96 However, perhaps 
this is not a suggestion that a space should visually be blurred, but in fact that spatial 
stimulation should stem from an articulation through spatial contrast; in terms of 
light and dark spaces, hard and soft surfaces etc.

92  Pallasmaa, “Space, Place and Atmosphere - Peripheral Perception in Architectural Experience,” 24.
93  Herzog and De Meuron: Natural History,   (Baden, Switzerland: Lars Muiller, 2002). 82-83.
94  Pallasmaa, “Space, Place and Atmosphere - Peripheral Perception in Architectural Experience,” 21.
95  Ibid., 25.
96  Pallasmaa, The Eyes of the Skin: Architecture and the Senses: 46.

2.3. Sensing Architecture - Re-introducing the act of inhabitation
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 A reduction of the pictorial quality to a bi-product of the articulation of space allows 
architecture to manipulate the atmosphere of an environment while also being 
conscious of the image created. Junichiro Tanizaki suggests that unlike the oriental 
use of light and shadow, and their comfort in immersing in darkness, western culture 
tends to ‘eradicate’ shadow in the search for crisp architectural form.97 Touching on 
what Pallasmaa refers to as ‘ageless perfection,’98 Tanizaki reflects on the timeless 
nature of Western architecture and more specifically its attempt to eradicate traces of 
use.

There is no denying, at any rate, that among the elements of the elegance in which 
we take such delight is a measure of the unclean, the unsanitary…we love the colours 
and the sheen that call to mind the past that made them.99

Tanizaki here describes an articulated experience of space, exemplifying that through 
the articulation of environment, architecture has the possibility of allowing what 
has been referred to by Peter Sloterdijk as ‘immersion.’ As architects, both Steven 
Holl and Peter Zumthor experiment with material as a method for articulating the 
spatial environment. Zumthor refers to materials, not for the sensuous experiences 
we expect them to attain, but instead for the particular effect the material has within 
a specific environment.100 Holl pushes this further to suggest “[m]aterials produce a 
psychological effect such that mental processes, feelings and desires are provoked,”101 
implying that the experience within some spaces can induce the sensation of touch 
without the need for physical contact. 

The ability for occupants to immerse themselves within an architectural environment 
thus becomes the totality of their perception of space, their atmosphere. The body 
– space relationship, which is extended on below, refers directly to the importance 
of spatial experience through physicality. As Robert Kudielka commented on 
Herzog and de Meuron’s work; “…For those who have never seen the building, its 
photograph is but a beautiful promise and a stale substitute for the actual photo-
graphia.”102 Architecture therefore, must present itself well within the media, be it 
print or digital, however, if the image is not backed up by an articulated atmospheric 
experience in the physical world, what is the point?

97  Tanizaki, In Praise of Shadows: 47-48.
98  Pallasmaa, The Eyes of the Skin: Architecture and the Senses: 32.
99  Tanizaki, In Praise of Shadows: 20.
100  Peter Zumthor, “Peter Zumthor,” Architecture and Urbanism (1998): 8.
101  Steven Holl, Steven Holl  (London: Artemis, 1993). 31.
102  Robert Kudielka, “Speculative Architecture: on the aesthetics of Herzog and de Meuron,” in Herzog and De 

Meuron: Natural History, ed. Philip Ursprung (Baden, Switzerland: Lars Muiller, 2002), 288.
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FIGURE 33.  MATTER - FORM - SPACE
Exploration of  an essay written by Adolf Hildebrand, The Problem of Form in the Fine Arts.

“...we must connect one object with another in every direction of a general space, so that we, on the basis 
of such kinaesthetic ideas, experience and understand space as a total volume or as a general space, a 
continuous and unbroken whole. Objects thus have to be used to build up a total space and create what one 
could call a kinaesthetic framework, - which though discontinuous - nevertheless suggests a continuous total 
volume.”

Hildebrand, Adolf. “The Problem of Form in the Fine Arts.” p. 239.

FORM

MATTER

SPACE
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‘Space’ for Atmosphere

The way in which we perceive and define space has been highly contested over 
the past century. In the second part of this section the relationship between body 
and space is explored, nevertheless it is necessary initially to explore the notion of 
space as an integral part to an architectural proposal. If atmospheres are an emotive 
response between the body and space, a relationship, what defines that space is 
essential in the understanding of atmospheres.

Gottfried Semper proposed that an architectural intervention was the ‘enclosing 
of space,’ architectural elements creating a visual representation of enclosure.103 He 
extended this to suggest that through the commonality between material and nature, 
architectural space could be defined by science, which in turn would allow for a 
quantifiable expression of space.104 In creating a common language between nature, 
architecture and science, Semper argued that the ‘self-evident’ laws of nature could 
be applied to architecture. Through the application of these, he suggests that what 
physically defines space no longer becomes a consideration in the spatial relationship 
created between inhabitant and space. Focus is reinstated on the relationship created 
rather than the defining boundary. Semper in his efforts to scientifically describe 
space removed any material alternative to expression of environment. Enclosure thus 
became the defining characteristic of space. 105

Adolf Hildebrand contested Semper’s notion of scientific space suggesting that the 
condition of form also manipulated how we perceived a space. ‘Effects,’ he suggested, 
individually had relative values to the overall perceived space.106 To visually grasp 
these individual contributors, Hildebrand introduced the notion of ‘Kinaesthetic 
relationships’ suggesting the importance of movement of ‘both of the eye, and the 
body in space.’107 Space he argued becomes a continuity where the body understands 
individual elements but also considers their contribution to the whole [FIG. 33].

[Space’s] most essential attribute is continuity. Let us therefore imagine the spatial 
continuum as a body of water in which we can submerge containers and thus define 
individual volumes as specifically formed individual bodies without losing the 
conception of the whole as one continuous body of water.108

103  Adrian Forty, Words and buildings: a vocabulary of modern architecture  (London: Thames and Hudson, 2000). 
257.

104  Carrie Asman, “Ornament and Motion: Science and Art in Gottfried Semper’s Theory of Adornment,” in 
Herzog and De Meuron: Natural History, ed. Philip Ursprung (Basel, Switzerland: Lars Muller, 2002), 104.

105  Gottfried Semper, The Four Elements of Architecture, trans. Wolfgang Herrmann Harry Francis Mallgrave (New 
York: Cambridge University Press, 2010). 102.

106  Adolf Hildebrand, “The Problem of Form in the Fine Arts,” in Empathy, form, and space : problems in German 
aesthetics 1873-1893, ed. Robert Vischer, Harry Francis Mallgrave, and Eleftherios Ikonomou (Chicago: Getty 
Centre for the History of Art and the Humanities, 1994), 235.

107  Forty, Words and buildings: a vocabulary of modern architecture: 259.
108  Hildebrand, “The Problem of Form in the Fine Arts,” 238.

2.4. Space Relationships
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INTUITED SPACE WITHIN SPACE
Exploration of  an essay written by August Schmarsow, The Essence of Architectural Creation.

Suggesting that space is a reflection of the inhabitants perceived projection of spatial confines, space becomes 
defined purely by an inhabitants own projected perception. Although a space may present itself as a single 
volume, the architect through subtle changes in ceiling height as an example can create ‘additional spaces’ in 
which an inhabitant may choose to participate in or not.

FIGURE 34.  
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However he also declares that without a visual relationship between effects, i.e. 
a consideration of the form; the inhabitant is unable to consider the individual 
effects in relationship to each other, and thus there contribution to the whole is 
non-existent.109 To Hildebrand, space must be conceived alongside form. He does 
not suggest however that space exists individually, “…we live and weave a spatial 
consciousness into the nature that surround us.”110 However, form allows awareness 
of a spatial boundary to exist, the mind sub-consciously acknowledges the existence 
of external space, however allows through the constraint of form a focus on effects 
currently being perceived.

August Schmarsow at the beginning of his essay The essence of architectural creation 
poses the question as to whether a work of art (or architecture) truly exists as a work 
of art unless, through ‘human aesthetic reflection’ the viewer is reflected within the 
work, both as a whole and as individual parts.111 As an extension to Hildebrand’s 
‘effects,’ Schmarsow discusses the notion of projection, or more specifically ‘intuited 
space’ [FIG. 34]. Taking a slightly different angle to Hildebrand, Schmarsow suggests;

The spatial construct is…an emanation of the human being present, a projection 
from within the subject, irrespective of whether we physically place ourselves inside 
the space or mentally project ourselves into it…112

Unlike Hildebrand who stressed the importance of form when defining space, 
Schmarsow attempts to quantify the existence of space within space. He also touches 
on what could be expressed as mental space, the possibility of imagining space 
without necessarily physically being present, or physically being confined.  Reflecting 
on his initial question, Schmarsow concludes that ‘space exists because we have a 
body,’ while constructed space is merely a three dimensional representation of the 
body’s space projection.113   He extends;

From our bodily experience of the world, through the various optical and muscular 
sensations, we acquire intuited space.114

Space to Schmarsow thus forms through intuition, personalised dependent on prior 
spatial knowledge.115  Although space may be implied by physical form, it cannot 
exist without the interaction of the inhabitant. Therefore as an architect, is space 
creation, not the creation of boundaries, but instead the manipulation of how an 
inhabitant reacts with implied physical limits?

109  Forty, Words and buildings: a vocabulary of modern architecture: 260.
110  Hildebrand, “The Problem of Form in the Fine Arts,” 239.
111  August Schmarsow, “The Essence of Architectural Creation,” in Empathy, Form, and Space : Problems in 

German Aesthetics 1873-1893, ed. Robert Vischer, Harry Francis Mallgrave, and Eleftherios Ikonomou 
(Chicago: Getty Centre for the History of Art and the Humanities, 1994), 285.

112  Ibid., 289.
113  Forty, Words and buildings: a vocabulary of modern architecture: 261.
114  Ibid., 260.
115  Schmarsow, “The Essence of Architectural Creation,” 288.
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VOLUME AND SPACE RELATIONSHIPS

“If the side walls of a volume are scattered in different directions, spatial relationships originate.”
Moholy-Nagy, László. The New Vision, 1928. p. 58.

Space, based on relationships, suggests that any combination of objects implies the notion of space. The 
object on the left-hand side appears as a singular object even though it suggests an internal volume and space. 
The series of objects on the right suggests an alternate consideration of space. There is still an over-arching 
space, however the perceived space is different dependant on how  the inhabitant approaches and interacts 
with it, i.e. how relationships are created.

FIGURE 35.  
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László Moholy-Nagy defines space as a reality of a sensory experience, or more 
specifically the relationship between bodies.116 Unlike Schmarsow’s space, 
manipulated through implied physical boundary, Moholy-Nagy suggests that the 
edge of space is much more fluid, ‘space is conceived as flowing.’117 The suggestion 
of movement and continuation of space links back to the earlier discussion of 
Hildebrand, however unlike Hildebrand who suggested that form must be implied 
to define space, Moholy-Nagy describes a real spatial experience as a culmination 
of simultaneous effects which are constantly reflected on and used to readjust the 
inhabitant’s notion of space.118 The communication between altering conditions (i.e. 
Relationships) forces the inhabitant to continuously re-evaluate what they consider 
as the space. Extended in his diagram Volume and Space Relationships, Moholy-Nagy 
attempts to describe multiple space relationships [FIG. 35]. While the main cubic volume 
exists as a single approachable space with which one can define and understand 
as a single space, the second ‘volume’ suggests multiple types of space due to the 
change in relationship the inhabitant has. ‘Flowing space’ suggests an accumulation 
of multiple spaces. However our understanding of each space is constantly adjusted 
in terms of how that space relates to the next and vice-a-versa.  While Hildebrand 
suggested that to define space one needed to move within that space and understand 
its physical effects, Moholy-Nagy’s movement is much less defined. His movement 
touches on the experiential quality of a movement through spaces rather than the 
consideration of a singular volume. 

Heidegger’s description of space stressed the importance of relationships, 
furthering what was initially described by Moholy-Nagy. Defined purely through 
relationships; space is no longer created by any physical boundary, instead being 
defined by relationships created and pre-existing to an inhabitant. He suggests 
that the relationships created and existing between an inhabitant and the objects 
which surround them allows the possibility for ‘dwelling’ within a space and thus 
a reflection on that space.119 The importance of this space between is the tension 
which is created through the distancing of one’s self from the object/s.120 This space 
of tension becomes the place for which other things exist, and therefore there is a 
relationship between all objects in space. In terms of context, in reality we can never 
assume that things are forgotten or ‘do not exist.’ If an action has taken place, its 
existence is reality. Therefore it is only the distancing of space that furthers us away 
from it, the tension of that distance thus creates a level of importance to the space we 
currently exist in. To extend, Andrew Mitchell suggests;

116  László Moholy-Nagy, The new vision, 1928  (New York: Wittenborn, 1947). 57.
117  Forty, Words and buildings: a vocabulary of modern architecture: 267.
118  Moholy-Nagy, The new vision, 1928: 62.
119  Martin Heidegger, “Art and Space,” Man and World 6, no. 1 (1973): 7.
120  Mitchell, “Eduardo Chillida: The Art of Dwelling,” 72.
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Heidegger thinks instead the ways in which the body already inhabits the space beyond its bounds, the 
way it bleeds into the world as a relational and contextual entity. For this reason there is no emptiness or 
void, as Heidegger makes clear in his consideration of the empty as a manner of gathering.121

Heidegger’s space seems to describe a reflection. He does not try to quantify space as a reality or 
measurable object, and instead suggests that through the action of dwelling, we are able to reflect on 
our existence at that moment, which in turn allows us to reflect on the space we currently exist in. The 
ability to reflect, thus defining space.

Concluding Comments

In an effort to define a space for atmosphere, theorists from the past century have moved from 
quantifying it as a scientific reality to a reflective acknowledgement. Although physical boundaries, 
such as the built environment suggest manipulations of how one reflects on the space they exist in, it 
seems that space is exponential to the experiential knowledge we gain through existence.  Existence 
thus must quantify space, as to exist requires a space for existing.  The way in which we create 
relationships to bodies (both the physical object and the human body) thus must reflect on our 
consideration of space at any given time. If space is to be considered as the reflection on our current 
environment, space and atmosphere must correlate. The way in which these relationships are created 
therefore must define a space for atmosphere, i.e. how we perceive a space, and therefore reflect on its 
atmosphere.

121  Ibid., 74-76.
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Body- Space Relationships

Architecture, as a built intervention, has the possibility of manipulating and 
intensifying the way we as bodies relate to space on a day-to-day basis. Nevertheless, 
as has been noted above, the intensity in which contemporary architects have focused 
on the space-body relationship has somewhat diminished in their search for objective 
architecture. Atmosphere, as a spatial description, therefore is no longer described 
as a sensuous response, and is instead visually represented in architectural imagery. 
The notion of a space-body relationship is inevitable through the participation 
of an action within a space.122 However, the way in which this relationship is 
developed, considered and particularly reflected on is what defines the atmosphere. 
The atmosphere therefore becomes an emotive response to an inhabitant’s space-
body relationship, and thus the defining experiential quality of a built form. The 
atmosphere of a built form allows an inhabitant the ability to question and re-
evaluate what is preconceived through imagery, thus the space-body relationship 
becomes a totality of the emotive, physical and visual response an inhabitant has to a 
space.

Pallasmaa suggests that a space-body relationship occurs through a ‘collective 
awareness’ made possible through an inhabitant constantly re-defining their 
sensuous response. 123 He develops this by introducing the ‘psychoanalytic theory 
of body image or body schema.’ 124 This suggests an instantaneous integration of the 
body in space, which in turn, allows us to re-evaluate ourselves and our relationship 
to that space constantly. This highlights the extent at which personal experiential 
knowledge of space is constantly being added too and adjusted, as well as more 
specifically our body’s ability to recognise and remember spatial experiences when 
the senses are articulated. Peter Sloterdijk’s relationship spheres seem prevalent 
in Pallasmaa’s description of a space-body relationship. What Sloterdijk referred 
to as Perichoresis, “…the milieu of the persons is entirely the relationship itself,”125 
describes what Pallasmaa suggests as integration. Environment, when considered 
architecturally, is not a description of objective awareness, but is instead an objective 
response to context. Thus the space-body relationship is the defining characteristic or 
subjective response to the environment; the atmosphere.

As an architectural notion the design consideration of space-body relationships must 
remain as a defining characteristic to the development of a proposal. Alberto Pérez-
Gomez argues that because of the temporal nature of an inhabitant within space, an 
architect must project at all times within a design the space-body relationship they 

122  Holl, Pallasmaa, and Perez-Gomez, Questions of Perception: Phenomenology of Architecture: 35.
123  Pallasmaa, The Eyes of the Skin: Architecture and the Senses: 16.
124  Ibid., 40.
125  Sloterdijk, Bubbles: Microspherology: 607.
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intend. He states, “Acknowledging the ambivalent reality of its space constitutes a 
recognition that is, also, a creation of ourselves.” Ambivalent refers to the undecided 
nature of space-body relationships; it is therefore argued that it is imperative that the 
architect encourage an embodiment within space from the inhabitant.126 Steven Holl 
furthers this,

The everyday act of pressing a door handle and opening into a light-washed room 
can become profound when experienced through sensitized consciousness. To see, to 
feel these physicalities is to become the subject of the senses.127

Our subjection to each single act within a built form suggests the nature with which 
we unconsciously re-evaluate and embody ourselves in an environment. The single 
act of opening a door into a contrasting environment subjects the inhabitant to a 
transformative sensuous experience, the development of a total atmospheric response 
to environment.  Holl’s suggestion that as the inhabitant, we become a ‘subject of 
the senses’ explains the inevitability of a sensuous response. Architecture, be it 
encouraged or disregarded, shapes the environment in which we inhabit. However, it 
is up to the architect to manipulate how we perceive the atmosphere. “The passage of 
time; light, shadow and transparency; colour phenomena, texture, material and detail 
all participate in the complete experience of architecture…”128 It is up to the architect 
to use these as methods to encourage exploration of the environment which in turn 
allows for a more complex consideration of atmosphere within space.

126  Holl, Pallasmaa, and Perez-Gomez, Questions of Perception: Phenomenology of Architecture: 23.
127  Ibid., 40.
128  Ibid., 41.
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Peter Zumthor’s Saint Benedict Chapel, Sumvitg, Switzerland.     
         
Detail of doorhandle, exemplifying the moment where a space-body relationship becomes physical. An individual moment 
where the body is in contact with the architectural intervention. Zumthor’s chapel doorhandle, made of iron, is cool to the 
touch in contrast to the warm tones of the alpine wood. Delicate to hold, the handle is used to open the solid timber door, 
before entering into the ‘light washed’ isolated chapel interior.

FIGURE 36.  
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Chinese Scholars’ Stones

CASE STUDY 

For the Chinese scholar, stone was seen as a ‘source of inspiration,’ offering illusions 
of transparency, de-materiality, surface texture and depth, monolithic and minute 
detail.129 This ambiguity allowed for a speculative nature of observation to occur; 
“The picture portrays a material substance yet is also an expression of energised 
immateriality.”130 John Hay in his book entitled Kernels of Energy; Bones of Earth: the 
Rock in Chinese art, extended on this notion describing the realities of what quite 
often are incomprehensible objective works,

…Chinese painters did not have to ‘deform’ anything, because all its forms were 
correct. The more lively and interactive the forms, the better were the rocks. In 
pursuing these qualities, painters were being true equally to the nature of rocks and 
to the archetypal formulation of Xie He (ca. 500): ‘Universal energy (qi)131 resonates; 
the movement of life is generated.’…132

This obscuring of reality became the substance of a number of Chinese Scholars, 
including Ni Yuanlu and Wu Bin, both investigating the transient nature of 
stone to allow for manipulated, and often multi-faceted understandings of what 
was being represented. Ni Yuanlu drew on the speculation, or representation 
of the stone, particularly in his ink work; Cloud-Water-Stone [FIG. 37]. There is no 
immediate reference given as to what the image is really of which allows the artist 
to manipulate the viewer’s consideration of the stone, questioning what exactly is 
being represented.133 In a similar way Wu Bin’s Ten Views of a Rock: details draws 
the detail of a stone from ten views with the intention that through viewing each of 
these images individually, the mind may collectively visualise the whole in a three-
dimensional form, he does not however aim to give us the whole stone at once, 
therefore allowing for an unconscious mapping of the stone [APPENDIX 1}.134 The multi-
faceted representation of stone is what determines the atmospheric consideration 
of that object. By allowing an ambiguous understanding of the object (or piece 
of architecture) there is the ability for an un-conscious but also undetermined 
understanding of that space. Through the dematerialisation of stone, the material 
becomes as important as the space created by that material in our understanding of 
the object.

129  Albert Lutz, “To Paradise through Stone: Tales and Notes on Chinese Scholars’ Stones,” in Herzog and De 
Meuron: Natural History, ed. Philip Ursprung (Switzerland: Lars Muiller, 2002), 111.

130  Ibid., 111-14.
131  “According to ancient Chinese beliefs everything animate and inanimate is imbued with a vital energy. This life 

force, called qi, could be understood as something like air, steam, breath, or simply energy. And qi flows not 
only through human beings and other living beings and plants (so long as they are healthy), but also through 
stones, mountains, water, and air. Stones are regarded as the bones or the kernels of this flowing energy, and all 
these bones and kernels together form a ‘skeleton’ supporting the earth.” Ibid., 111.

132  John Hay, Kernels of energy. bones of earth : The rock in Chines art  (New York: China House Gallery : China 
Institute in America, 1985). 112.

133  Lutz, “To Paradise through Stone: Tales and Notes on Chinese Scholars’ Stones,” 111.
134  Ibid., 114.
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Ni Yuanlu, Cloud Water Stone,  
hanging roll, ink on silk, 1299 x 454 mm,  
Metropolitan Museum of Art, New York,  
17th Century.

FIGURE 37.  
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Alexander Cozen’s Articulating Environment

CASE STUDY

Writing on nature, Alexander Cozens described its inability to be distinguished by 
line and colour.135 Using a technique known as blotting, Cozens plays on the layering 
of depth within space. His interpretation of landscape becomes a representation of 
relationship rather than the drawing of subjects.  By omitting major detail from his 
works, the viewer is able to unconsciously create a scene defined by layers of tone. 
Paul Oppé adds,

…it is astonishing that with only two or three tones of black and grey he succeeds 
merely by the rhythm and direction of his lines and the shaping of the spaces, in 
suggesting the character of the various objects and the curves and foldings of the 
fields and hills, and leads the eye always through three dimensions, insensibly from 
the foreground into the remotest distance.136

Articulating the image through contrast and texture, Cozens develops an in-depth 
and undetermined understanding of environment. The viewer is thus subjected to an 
environment in which they can unconsciously create and perceive.  Cozens work is of 
particular interest architecturally as it does not define a detailed response. He instead 
only suggests, and possibly to a certain extent manipulates how we perceive the 
image. It is therefore up to the viewer as to how they respond to the work, and thus 
create a relationship to the work dependant on their own subjective response. Using 
monochromatic colours, the viewer is able to unconsciously perceive the image in 
colour and define the detail through their own experiential knowledge.

135  Paul Oppé, Drawings and paintings by Alexander Cozens  (London: Tate Gallery, 1946). 13.
136  Ibid., 15.
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Alexander Cozens, The Cloud, pencil and watercolour on paper, 233 x 313 mm, Tate-London, 1770.FIGURE 38.  

Alexander Cozens, Study of Sky no. 4 with Landscape, pencil and watercolour on paper, 220 x 315 mm, Tate-London, 1770.FIGURE 39.  
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PORTFOLIO PART TWO     EXPLORATIONS IN PERCEPTION

Reflecting on the notion of perception within architecture, this section aims to 
explore the articulated perception of object and space, specifically refering to Chinese 
Scholar’s Stones as well as artists such as Alexander Cozens who manipulated 
the perceived object or environment to articulate a new understanding or more 
specifically and un-prescribed relationship, created and intensified through 
representation.
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FIGURE 40.  KRTA Architects, Auckland University Architecture School, New Zealand     
        
“The white walls act as projection screens on which shadows multiply the trees, and the glass places become mirrors in which the 
trees are repeated. A perfect transparency is the result; the [building] becomes a part of nature.”   
        Moholy-Nagy, László. The New Vision, 1928. p. 64.
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FIGURE 41.  EXPLORATION OF LAYERS SERIES

Layers 1 watercolour on paper, 297 x 210 mm
 A watercolour of the Remarkables mountain range, purely investigating the overlap of layers,  
 which collectively create the mass of the physical form.

Layers 2 ink on paper, 297 x 210 mm
 An ink drawing exploring the reflection of cloud on the Remarkables mountian range, the  
 interweave of shadow and physical form blurred.

Layers 3 watercolour and pencil on paper, 297 x 210 mm
 A combination of both watercolour and pencil, exploring the clouds above the Remarkables  
 mountain range, while presenting the landscape as a pure form.
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FIGURE 42.  AN EXPLORATION OF LAYERS 4
watercolour on paper, 297 x 210 mm

Exploring the relationship between clouds and the Remarkables Mountain Range, the image touches on the 
ethereal nature of the mountains, and their often blurred relationship within the sky, particularly within the 
winter months when they are encumbered in cloud and snow.
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FIGURE 43.  ABSTRACTION OF CONTEXT 1 - SNOWLINE
watercolour on paper, 297 x 210 mm

Exploring the snowline, this image investigates the relationship between the transient nature of snow in 
conjunction to the stone which is left uncovered as the snow melts. As the snow melts its tranparancy reveals 
the stoney surface behind.
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FIGURE 44.  ABSTRACTION OF CONTEXT 2 - AERIAL VIEW OF THE REMARKABLES
watercolour on paper, 297 x 210 mm

An aerial perspective of the Remarkables mountain range; exploring the layers of depth expressed within 
the shadow created. This abstraction of context is intended to express the moments of light which reveal the 
height of the mountains. 
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FIGURE 45.  ABSTRACTION OF CONTEXT 3 - SURFACE SCRAPE
watercolour on paper, 297 x 210 mm

An abstraction of the scraping which occurs when the ground is scraped away for infrustructure. The 
exploration is intended to reveal a similar nature of landscape as that of the aerial perspective, while on a 
much smaller scale in reality.
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FIGURE 46.  CREATING TRANSLUCENCY THROUGH A SOLID
Plaster moulds, 80 x 80 x 80 mm.

In a similar notion to that of the pounamu stone, jade, this series of maquette studies investigated the 
notion of a translucent solid, i.e. the ability for light to pass through what is perceived as a solid, creating a 
translucent surface.
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FIGURE 47.  EXPLORING DEPTH WITHIN A SOLID
Plaster and concrete moulds, 80 x 80 x 80 mm.

Looking at form, specifically investigating the ways in which light can manipulate our perceived depth of a 
space, while also exploring texture. Three-dimensional surfaces appear to become flat in a similar fashion to 
the Remarkables mountain range when the sun is directly upon them.
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FIGURE 48.  BLURRING SOFT and HARD
Stacked lasercut cardboard, 80 x 80 x 40 mm
   
Exploring layers of depth within a solid form, this series of maquette models explores the abilities for light 
to enter into a solid, bluring the depth and manipulating the perception of its solidity. Moments of light are 
also reflected on as moments where the physical context is presented to the inhabitant within the artificial 
environment.
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MODEL EXPLORATIONS OF CONTEXT PERCEPTION

Cardboard explorations between texture, light and context, reflecting on the de-materialisation of light and 
solid, while creating an inter-relationship between internal texture and context

FIGURE 49.  
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MOMENT OF DISCLOSURE
pencil on paper, 210 x 148 mm
   
Architecture, through the manipulation of the relationship between internal and external environment, 
is capable of intensifying our perception of space. Moment of Disclosure explores this notion, where the 
architecture creates a moment of tranquil isolation while revealing itself within the physical context of the 
mountains. Light also enters the space from behind, creating an unexpected relief from the solidity of the 
built form, reflecting on time.

FIGURE 50.  
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3. CONTEXT = ATMOSPHERE?

3.1. Introduction

“An atmosphere, like a mood, impresses itself 
on experience because it is global or oceanic: it 
envelops surrounds, entirely encloses the events 
and institutions of our lives.”

David Leatherbarrow, Architecture Oriented Otherwise, p. 36. 

The title of this chapter, Atmosphere = Context? is intended as a play on the position 
taken towards architectural atmosphere within this thesis. The purpose here is to 
describe context in a broader sense before defining it as the interweaving of materials 
and elements in which architecture can intensify, manipulating our perception of 
atmosphere. A personal position on architectural atmosphere is then suggested as a 
conclusion to the initial research question, before introducing the second research 
question directly explored within the final design project. The physical context of 
the proposal is then discussed with reference to Case Study One: Chinese Scholars’ 
Stones as a play on the three conditions of environment; cloud, water and stone. This 
is a reflection on their similarities as well as the ability for combinations to naturally 
manipulate how we perceive the physical environment.
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3.2. Contextual Awareness in Architecture

With a focus initially on the creation of body-space relationships, context seems 
relevant as the next study in defining atmosphere to architecture. Context here 
might, more appropriately, be extended to contexture, “[t]he structure, composition, 
or texture of anything made up by the combination of elements.”137 The texture of 
the environment might therefore be the objective description for space, and thus the 
body-space relationship becomes a relationship between inhabitant and contexture. 
Christopher Alexander described context as the defining condition or problem which 
an architectural intervention must answer to.138 However, is it not the response of the 
internal space created by the form, which we directly relate to external context at the 
same time as experiencing artificial spatiality? Peter Sloterdijk’s notion of immersion 
again, seems to present itself, where a reflection on context can only take place 
through the withdrawal into an artificial environment. This is not to say that the 
artificial environment need not respond to the natural, but that a relationship should 
be created between the two.

David Leatherbarrow in his paper entitled Disorientation and Disclosure introduces 
the notion of an inner and outer horizon within the built environment. Inner 
Horizon expresses the nature of a space, its character or mood within the built form. 
Outer horizon expresses the implied situation or program which the built form is 
intended to accommodate. 139 He also states,

… [a] building is largely defined by its measure of engagement with conditions 
it cannot possibly comprehend…this unfulfilled reach is the buildings fate and 
essence.140

Adding to Sloterdijk’s notion of immersion, architecture should allow for moments 
where unperceivable conditions can be reflected on within the built form. This 
reflection could be considered as an intensification of relationship awareness. Or 
to extend further, intensify through the act of ‘de-severance,’ Heidegger’s notion, 
which “amounts to making the farness vanish.”141 This is not to say that architecture 
must isolate external contexts to intensify an inhabitant’s awareness of them, but 
that architecture can offer the opportunity for intensified reflections. This is also 
true in the act of isolating an inhabitant within a built form, allowing for intensified 
reflections on pre-existing personal context.

137  “contexture n.,”  in OED Online (Oxford University Press2012).
138  Forty, Words and buildings: a vocabulary of modern architecture: 134.
139  David Leatherbarrow, “Disorientation and Disclosure,” Interstices - Journal of Architecture and Related Arts 

12(2011): 93.
140  Ibid., 95.
141  Sloterdijk, Bubbles: Microspherology: 339-40.
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Leatherbarrow continues, describing  that the ‘key’ to architectural spatiality is the 
‘alteration between disorientation and orientation.’142 The act of movement through 
and around space is thus how this alternation may be created. On the circulation of 
the Therme Vals, Peter Zumthor wrote,

…It was incredibly important to induce a sense of freedom of movement, a milieu 
for strolling, a mood that had less to do with directing people than seducing them...
the gentler art of seduction, of getting people to let go, to saunter, and that lies within 
the powers of an architect… find a way of bringing separate parts of the building 
together so that they formed their own attachments… These (are) spaces you 
would enter and begin to feel you could stay there – that you were not just passing 
through.143

Zumthor’s particular fascination with the act of strolling suggests the intended 
consideration of context he designed into his building. However, the seduction is 
not an enforced reaction to space; instead it is a meander which encourages both 
contemplation and intrigue. The Therme Vals acts with both intention and freedom; 
main spaces seem to process deeper into the building before being revealed in the 
physical context, while seclusion in context, be it personal or physical, is also offered 
through the meander into the smaller isolated spaces [FIG. 51].

Awareness of context thus seems to be determined specifically through a movement 
within space, both of the eye and the physical act of walking. Hildebrand’s 
kinaesthetic space seems to reflect in this notion of two acts of movement within 
space. However in addition, form of movement must be recognised in the context 
of the built form. The unscripted relationships to context, which architecture 
allows, also occur in the way materials deteriorate in an architectural intervention. 
Zumthor suggests “[b]uildings take on a beautiful and specific richness when traces 
of life are sedimented onto their surfaces.”144 Such things as weather and occupation 
become engrained in the buildings surface where a direct translation between the 
artificial and natural takes place [FIG. 52]. These continuous actions are all considered 
as contextual additives to both the external and internal architectural environment. 
Although direct in the consideration of these relationships, the intention is to suggest 
that nothing is fixed and more specifically nothing is guaranteed. One person’s 
contextual relationship to the built environment cannot be guaranteed as the same as 
any other’s.

142  Leatherbarrow, “Disorientation and Disclosure,” 93.
143  Zumthor, Atmospheres: Architectural Environments, Surrounding Objects: 41-43.
144  Leatherbarrow, Architecture Oriented Otherwise: 58.
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Peter Zumthor, Therme Vals. Photograph taken from the main pool, expressing a moment of isolation within the context 
of the physical surroundings. The only suggestion of an exterior is a change in light presented in a split in the stone wall. 
Context is therefore left to be discovered through the ‘meander.’

Hexham Abbey, The Night Stair.      
        
Hexhan Abbey, existing on the site since the early 16th Century, shows extended traces of use within the surface of its 
materiality. The Night Stair, as an example. has 26 stone stairs which have been worn away over time through the act of 
occupation, representing the past, but also constantly changing with everyday use.

FIGURE 51.  

FIGURE 52.  
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As an alternate argument, Rem Koolhaas, in Small, Medium, Large, Extra-Large, 
famously states,                                                                            

...Bigness is no longer part of any urban tissue. It exists; at most, it coexists, its subtext 
is fuck context.145

Offering an honest approach to context, Koolhaas describes the realities of larger 
scale architecture, and more specifically their relationship to the existing urban 
fabric. The underlying nature of this comment seems to imply that architecture 
over a certain size, i.e. big (undefined) is no longer built in relationship to anything 
else. Its existence is individual and isolated, its size, program and relationships all 
an internal result of design, program and social relationships co-existing within the 
internal environment of the built form. The external environment which co-exists 
with the architecture however is immediately impeded on by the built form. That an 
architectural proposal can ‘turn its back’ on context suggests that an architectural 
intervention acts within void space. Koolhaas continues, questioning whether a 
relationship is required between architecture and the city. 146 However; a relationship 
is created no matter whether it is intended or not. Relationships between inhabitant 
and object, as well as object and object are formed without intention or rationality. 
It seems that to ignore the possibilities of these relationships naively presents 
architecture solely as object, without any consideration for its spatiality.

Robert Irwin’s acrylic and aluminium works such as Untitled, (ca. 1966-67) question 
the relationship between object and space, or more specifically the spatiality created 
by them [FIG. 53]. His consideration of the work and the condition of the work in space 
suggests the importance of relationships created between the work, the space, and the 
observer, “[t]he shadows thrown by the painted disc were as carefully planned and 
visually critical and imposing as the surface actually painted.”147 The interplay created 
between space and work, or if we consider this as an architectural intervention, the 
interplay between space and building becomes equal to the spatial condition created 
solely by the work. Thus the contextual interplay between object (building or art), 
space and inhabitant become integral to the perception of the intervention, i.e. the 
atmosphere.

145  Rem Koolhaas et al., Small, medium, large, extra-large : Office for Metropolitan Architecture, Rem Koolhaas and 
Bruce Mau (New York: Monacelli Press, 1995). 502.

146  Forty, Words and buildings: a vocabulary of modern architecture: 135.
147  Kertess, “The Architecture of Perception,” 115.
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Robert Irwin, Untitled, 1966-67,
sprayed acrylic lacquer on shaped aluminum,
60 inch diameter,
Collection of the artist.

FIGURE 53.  
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The notion of interplay described here should not be confused with what 
Leatherbarrow describes as an architectural ‘event.’148 Irwin’s acrylic works are 
an example of the artist designing to create interplay between space and object. 
However, Leatherbarrow suggests that for architecture to be understood on a 
greater level than the objective comprehension of space, it must be ‘active’ within its 
environment.149 The Louisiana Gallery for example, develops a relationship between 
the visitor and the external context as they move through the spaces [FIG. 54]. However, 
due to the variability of the external context, the artworks are never presented in a 
specified condition. 

… [The gallery] invites one to come back again, to see art quite literally in a different 
light. There may be times when sun glare will make viewing difficult from some 
positions or when mist will obscure the surroundings, but these will be overwhelmed 
in memory by the serendipitous occasions.150

The serendipitous occasion is what could be classified as an event, the unexpected or 
uncontrollable reaction between building and context, unplanned and un-designable. 
However, this is not to say that the architect has not designed to encourage this. 
Leatherbarrow suggests,

Architecture’s task is to offer more content than a building can reasonably give. Its 
job is to augment the reality it interiorises by showing how the conditions it limits are 
part of a wider horizon, part of something entire, a topography that has the potential 
to overcome banality and restructure the discordance of our lives.151

The co-existence of internal and external environments, i.e. the play on context 
suggests the interweaving that is defined by the definition of contexture. The texture 
thus should be accepted within an architectural proposal as a way of creating an 
immersive environment. The interwoven textures described above show that the 
contexts for which an architectural work exists, are at any stage both undefinable 
and transient.  Architecture must work to create situations in which these textures 
can be intensified and disclosed. If architectural atmosphere is to be defined as an 
architectural concept, its design must be specifically focused on the perceptions of 
context.

148  Leatherbarrow, Architecture Oriented Otherwise: 52.
149  Ibid., 48.
150  Christopher Cuttle, Light for Art’s Sake: lighting for artworks and museum displays  (Burlington, MA: 

Butterworth-Heinemann, 2007). 114-15.
151  Leatherbarrow, “Disorientation and Disclosure,” 103.
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Jørgen Bo and Wilhelm Wohlert, The Louisianna Gallery of Modern Art.     
       
Photograph of the same gallery space, on two differnt occations, and seasons. Although the interior of the gallery 
objectively is unchanged, the co-existence of the external context is reflected in how the observer perceives the artworks.

FIGURE 54.  
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The projected architectural environment, defined by the architect and which 
manipulates how we perceive the physical context within which a building is situated 
is an inhabitants objective consideration of space; the physical context. However, 
this physical context is also variable. The process in which we orient ourselves 
within the physical environment, the condition of weather, the time of day are all 
transient qualities which change the way we perceive the physical environment.  
The inhabitant also has a subjective context including an experiential knowledge as 
mentioned by Sloterdijk, which individually situates the inhabitant within space; 
such as past physical environments, their own cultural environment in which they 
choose to exist, as well as social environments in which they choose to engage in. 
The architectural atmosphere thus becomes an individual’s emotive response to the 
collaboration of all contextual additives; the texture of an environment.  

Architectural atmosphere thus becomes a perceptive evaluation of the relationships 
an inhabitant has at any point in time within or around an architectural intervention. 
As Heidegger has suggested through his term of de-severance, the condition of 
relationships does not necessarily require a physical presence in space, nor does 
it require a person to be present for them to reflect on the inhabitant’s emotive 
perception. In terms of an architectural response to atmosphere therefore, it is clear 
that as architects we are unable to control how these external parameters exist; not 
only the emotive and social context for which the individual exists in at the time of 
inhabitance, but also the physical context of the building. Architectural atmosphere 
is thus defined largely by variable contexts. To create architecture, in response to 
atmosphere, the building must situate itself within context, taking a position on 
the physical environment and intensifying how the inhabitant perceives and thus 
responds to that context. Hence, the question posed in the title of this chapter; 

Context = Atmosphere?

Or more specifically;

Perception of Space (Physical + Personal Context)      =      Architectural Atmosphere

3.2.1.	 A	Definition	for	Architectural	Atmosphere
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FIGURE 56.  

AN INDIVIDUAL CONTEXT

An individual’s contextual existence becomes an evaluation of the relationship between the objects and 
environment they exist in. Although the inhabitant may have a direct relationship with the object in a room, 
there is also an indirect relationship with the city they currently exist in etc.

FIGURE 55.  

AN INDIVIDUAL PERCEPTION OF ATMOSPHERE

When an inhabitant exists within a space, their perceived impression of that space, i.e. their atmosphere 
becomes a combined impression of both their own pre-existing contextual backgrounds, and the current 
context in which they are existing.

SPACE CONTEXTUAL IMPRESSION
Pre-existing Individual Perception of Space
Physical

RESULTING ATMOSPHERE
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3.2.2. Developed Critical Question

With a proposed definition for architectural atmosphere (as stated above) it is 
now relevant to describe the process of the design proposal, and more specifically, 
introduce the research question directed specifically at the contextual explorations of 
the project;

How can architecture intensify our contextual environment to allow for a more 
considered atmospheric perception of space?

The architectural investigations that have taken place are seen as a series of 
maquet studies of contexture. As an architectural proposal for atmosphere, it 
was determined that understanding the underlying textures of the context were 
initially more important than the formality of a programed building proposal. The 
following investigations are more specifically determined by the physical context 
of the building site, as well as the following chapter which introduces a formal 
building proposal. The architectural proposal thus becomes an exploration into how 
architecture can take measure of a surrounding environment while also allowing 
the inhabitant to reflect on their own personal contexts. Through an intensification 
of awareness of environment, the inhabitants perceived emotive response, their 
atmosphere, becomes articulated.
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THE CURRENT CONTEXTUAL ENVIRONMENT

Within architecture, the manipulation of how one exists within the physical context allows a manipulated 
perception of that space and its relationship to the existing physical context. The resultant atmosphere, 
perceived by the inhabitant is therefore manipulated through an intensification by architectural intervention.

PHYSICAL ENVIRONMENTPERSONAL ENVIRONMENT RESULTING RELATIONSHIP TO ENVIRONMENT

FIGURE 57.  
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To have that constancy of dream which produces a poem, one needs something more 
than real images before his eyes. The images born in us that live in our dreams filled 
with a dense and rich oneiric matter – inexhaustible food for material imagination – 
must be pursued.152

To define the physical context for an architectural proposal based within the wider 
area of Queenstown, New Zealand, it is important to gain an understanding of the 
landscape, and more specifically our perceptions of that natural landscape within and 
around the artificial environment. The environment surrounding the Remarkables 
Park development could be described as ‘alpine,’ but more specifically, through 
three different conditional states; cloud, water and stone [FIG. 58]. This is not to suggest 
that these three states exist isolated from any other but that they can be classified 
as three defining states of landscape condition.  The reference to Ni Yuanlu’s ink 
drawing Cloud-Water-Stone is intentional [FIG. 36]. The Chinese Scholar’s methodology 
for describing the stone was both transient, yet determinate. His reflections on the 
stone as both physical object, and ethereal movement in space suggest a landscaped 
condition, or more specifically a condition which is indeterminate, and thus we 
no longer only consider the object as one thing, and instead develop multiple 
understandings and relationships to it. The transient nature of stone is reflected in the 
fluctuation of condition in the landscape. The landscape does not exist as a dormant 
fixture and instead is in constant flux, evolving, eroding and developing.153

152  Gaston Bachelard, Water and dreams : an essay on the imagination of matter, trans. Edith R. Farrell (Dallas: 
Dallas Institute of Humanities and Culture, 1999). 18.

153  Andrew Beattie, The Alps: a cultural history  (Oxford: Signal, 2006). 138.

3.3.	Defining	the	‘physical’	context	within	Queenstown	and	the	Lakes	District
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A condition of cloud, water and stone, taken within the wider Queenstown Lakes District. The clouds appear to disolve the 
solidity of the mountains, creating them to become fluid in the background of a partially frozen dam. The trees, appear solid, 
frozen in time in comparison to the mountians, while the reflection within the dam blurs the edge condition.  
                    

Sue Noble-Adams. Wild Central : Discovering the Natural History of Central Otago. p. 15.

FIGURE 58.  
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Antonio de Rossi described the discovery of the Alps as an “invention in the ways 
of seeing, describing and conceptualising a world that was practically unknown.”154 
Of course in the modern age of the motor vehicle, the nature of the mountain has 
in some ways been conquered. Relationships which for example, existed without 
physical contact such as Nietzsche’s ethereal consideration of the mountain are no 
longer a definite condition.155 With imagination, or possibly control, this physical 
relationship might be denied; however, as one flies through the mountains into 
Queenstown Airport, it is hard not to say that in some ways man has overcome the 
limitations that were once perceived within 19th century literature. 

In a landscape which could easily be described as disordered and chaotic, writers 
such as John Ruskin and Antonio de Rossi sought to explain the natural wonderment 
created by the foreboding nature of the terrain.  Ruskin commented on the ‘…endless 
perspicuity of space…’156 Rather than describing the nature of the landscape as a 
physical roughness, he described it in a transient nature, speaking of the forms as 
‘waves blown by some scarcely understandable geographical tempest.’157 To add, De-
Rossi stated,

…the continuity between their prettiness of the foreground and the sublime of the 
distant background…The continuum of places as the eye wanders simultaneously 
back and forth determines a single harmonious alpine landscape view.158

Nietzsche’s occupation of the Alps might also become relevant here, describing 
what was introduced within 2.4. Body-Space Relationships, the eye allows an instant 
connection with the distance while ‘the spirit has long since hurried to it.’159 Even 
though a physical relationship is not created, the alpine landscape still becomes a 
defining characteristic of the physical context.

The ethereal quality of a mountainous landscape is what is intended to be realised 
within the architecture of the proposal. Christopher Fingerle in New Alpine 
Architecture claimed that “…culture is seeking new options; ones still linked to 
the topic of knowledge and perception, but which stimulate our senses and are 
enjoyable. Natural Landscapes fulfil these criteria.”160 It seems that as an architectural 
interpretation of an alpine condition it is necessary to re-introduce the cloud-like 
quality that was once perceived within the alpine environment. Rather than taking 

154  Antonio De-Rossi, Modern Alpine Architecture in Piedmont and Valle d’Aosta  (New York: U. Allemandi, 2006). 
8.

155  Mark Edmund Bolland, “Nietzsche and Mountains” (Doctoral, Durham University, 1996), 175.
156  Beattie, The Alps: a cultural history: 138.
157  Ibid., 139.
158  De-Rossi, Modern Alpine Architecture in Piedmont and Valle d’Aosta: 8.
159  Bolland, “Nietzsche and Mountains,” 158.
160  Christopher Fingerle, Neues Bauen in den Alpen: Architekturpreis 2006 = New Alpine architecture: architectural 

prize 2006  (Boston: Birkhauser, 2008). 81.

3.3.1. Cloud - The Alpine Condition
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The Remarkables Mountain Range, taken from the main road into Queenstown. The mountanous landscape looms above, 
without dominating a presence in space. Creating an ethereal relationship with the viewer, the mountains appear both 
large and ominous, while also appearing sculptural and distant. The observer’s relationship is in constant flux between 
enclosure and exposure, light reflecting from the snowcaped top.

FIGURE 59.  
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for granted the physical context and searching for an architectural notion which 
might compete with the landscape, the answer should lie in how the architecture can 
respond to the ethereal quality of the mountainous terrain.

De-Rossi in his description of modern alpine architecture suggested “…the building 
is not the main focus of representation, but part of a whole, an organic component 
of the totality of the landscape.”161 This notion had earlier been suggested by Bruno 
Taut. Taut in his Alpine Architecture = A Utopia attempted to introduce a new 
methodology for the application of building to landscape,162 suggesting a more 
sympathetic view on the way; not only to how we treat the landscape, but also in 
the way we consider the placement, material and form of a building within that 
landscape. More specifically he was concerned with the way in which architecture 
is influenced by the landscape and its culture in the perception of the external 
environment. An early example of architectural representation which reflected on 
the ethereal quality of landscape can be seen in the palatial paintings from the Ming 
Dynasty [FIG. 60]. Hubert Damish described the balance between cloud, mountain and 
building, each element interacting with the other but blending to leave undefined 
any object totality. It is necessary here to explain that the architectural proposal 
is not intended to ‘blend into the landscape,’ to disappear or be buried within the 
existing landscape as what might be understood by what is stated above. The use of 
the word ‘blend’ here suggests a condition of architecture which is not considered 
as object. The architecture exists with the landscape, as part of the landscape, and as 
something which we no longer can imagine without.163 However, it is important also 
to recognize that the architecture will always maintain a certain sense of artificiality. 
The architect’s job is to recognize this fact and work with the artificiality of 
architecture to contribute to the natural environment. The artificial should not hide 
in the background, however must create continuity between itself and the natural 
landscape.

161  De-Rossi, Modern Alpine Architecture in Piedmont and Valle d’Aosta: 12.
162  Matthias Schirren, Bruno Taut: Alpine Architecktur: eine Utopie = a Utopia  (New York: Prestel, 2004). 22.
163  Zumthor, “Peter Zumthor,” 16.
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Wang E, Playing the Flute in the Autumn Hill,    
hanging scroll; ink and light colours on silk, 1840 x 982 mm,   
Shandong Provincial Cultural Relics Bureau, late 15th century.

FIGURE 60.  
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The transient nature of water as a part of landscape speaks of a more direct 
connection within contextual matter. If broken down into ice, water and steam (or 
mist) it is hard to consider any landscape condition where one of these three states is 
not present, and or effecting our perception of the environment. This is also the case 
in our understanding of the physicality of water. Hegel wrote,

Through a narrow rock-cleft, the water presses forth from above, then it falls straight 
downward in spreading waves, waves that cannot fix or follow for their figure [Bild], 
their shape dissolves at every moment, is forced into a new one at every moment and 
in this fall one sees always the same figure and sees at the same time that it is never 
the same… the eternal life, the powerful mobility in it.164

Describing the movement of water through a waterfall and onwards down a river, 
Hegel touches on the reality that although a river may exist permanently as a basin 
for water, the river is never the same. Gaston Bachelard in Water and Dreams also 
suggested the nature of water in a transient state, suggesting, “[a] being dedicated 
to water is a being in flux. He dies every minute; something of his substance is 
constantly falling away.”165 Water does not allow for a fixed condition of state. This 
could be said for all external physical conditions; however Bachelard’s reflection on 
water seems to present a more perceivable example of fluctuating condition. One 
could also argue that the temperate nature of water is equally as transient, and thus 
the physical relationship between body and water is never the same. How water is 
perceived in its natural context is also effected by its state of being. The physical 
movement of a body of water falling down a waterfall compared to the tranquil mist 
of rain could be argued to present a similar condition. However our physical and 
emotive perception of these two, are not. 

The ethereal nature of water exists not only due to its continued act of movement, 
but for its captivation of context. Both water’s reflective capabilities, and its constant 
envelopment in context; be it through snow, rain, mist or cloud, present an almost 
fictional relationship between the two. The lack of a fixed condition also reflects on 
the inter-relationship that is in constant existence. The physicality of the landscape is 
never considered without in some way expressing its relationship to water. Bachelard 
continues. “[t]hus water will appear to us as a complete being with body, soul and 
voice… is bound to have unity.”166 Our relationship to water is thus always present in 
some way in the consideration of an atmosphere. 

164  Hegel, quoted in John Sallis, Stone  (Bloomington: Indiana University Press, 1994). 40.
165  Bachelard, Water and dreams : an essay on the imagination of matter: 6.
166  Ibid., 15.

3.3.2. Water
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Image taken from the Kawarau River showing the meandering waterways that head down past the site of the development, 
with the Remarkables Mountain Range in the background. The riverstones’ materiality in flux, immersed within the river bed, 
exposed to the sunlight.

FIGURE 61.  
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Bachelard also speaks of becoming lost in the depths of water,

...[t]o disappear into deep water or to disappear toward a far horizon, to become a 
part of depth or infinity, such is the destiny of man that finds its image in the destiny 
of water.167

The notion of depth in water does not reflect on the physical depth of a body of water 
but the perceptive depth that comes from immersing one’s self in the water’s surface 
[FIG. 62]. Like a two dimensional image of a landscape, which Nietzsche described as 
the touristic understanding of environment,168 water allows ‘immersion’ away from 
the physical location. Taking place within the water’s surface; we perceive not only 
our physical self and the reflections of the physical context, but can project our own 
emotive realities into the image. The water’s surface presents a true immersion, an 
envelopment of the self.

167  Ibid., 12.
168  See Bolland, “Nietzsche and Mountains,” 157.
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Caravaggio, Narcissus, oil on canvas, 1130 x 950 mm, Galleria Nazionale d’Arte Antica, Rome, 1546-48.FIGURE 62.  
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Stone suggests the physical matter in which the landscape is built up from, and 
which to a certain extent is adapted within the artificial environment. The stone of 
the Queenstown Lakes area is predominantly schist, a metamorphosed mudstone 
and sandstone, which develops as a stratified layering of levels, including both quartz 
and mica.169 The stoned landscape is a clear example of the historical representation 
that can be embedded in stone, which can then be translated into a building. Adrian 
Stokes suggests; “…man has recorded his feelings in stone…an aesthetic meaning 
that corresponds to no conscious aesthetic…”170 Stone, as an aesthetic material is 
thus a collective embodiment of inhabitation. Its surfaces are scared in reflection 
of actions which have taken place in the past, while layers of additional reference, 
through wear are slowly worn into the surface, he continues,

Used, carved stone, exposed to the weather, records on its concrete shape in spatial, 
immediate, simultaneous form, not only the winding passages of days and nights, the 
opening and shutting skies of warmth and wet, but also the sensitiveness, the vitality 
even, that each successive touching has communicated.171

Stone is thus an encapsulation of time. John Sallis in his book Stone, dedicates a 
chapter to the notion of vorbei, which when translated from German suggests the 
notion of the past or to be over.172 Suggested as the timelessness of stone and more 
specifically its ability to fossilize moments past, the act of a stone being worn away 
requires an action and thus the remnants become engrained in the surface. Sallis 
describes this as an ‘elemental time,’173 a fundamental reference to a time past. 
Unlike a photograph, the stone encapsulates the physical texture of an action. A 
clear reference of this is the surrounding landscape of the Queenstown area which 
was essentially created by the scraping action caused through pre-historic glacial 
movements.174

Water is thus an essential component of time within stone. One only has to pick up 
a river stone with its smooth, edgeless surface, to realise the capabilities of a stone to 
capture its past. If we consider water as an activator of stone, our relationship to stone 
is intensified. Stokes suggests,

Nothing is kinder to the ephemeral movements, the ephemeral reflections, 
refractions and shadows of water than the even-lighted masonry; no material less 
stalwart would provide such vivid opportunities to the waters reflective tricks.175

169  Neville Peat and Brian Patrick, Wild Central : Discovering the natural history of Central Otago  (Dunedin, New 
Zealand: University of Otago Press, 1999). 19.

170  Adrian Durham Stokes, The critical writings of Adrian Stokes  (London: Thames and Hudson, 1978). 183.
171  Ibid.
172  “vorbei,”  in The Collins German-English Dictionary (Collins Dictionary Online2012).
173  Sallis, Stone: 26.
174  Peat and Patrick, Wild Central : Discovering the natural history of Central Otago: 23.
175  Stokes, The critical writings of Adrian Stokes: 186.

3.3.3. Stone
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Herzog and de Meuron’s Stone House, Tavole, Italy, 1982-1988.FIGURE 63.  
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The drama of stone is thus intensified through the movement and reflection of light 
in water. Stone has the capability of intensifying shadow, contrasting with overt 
brightness and highlighting itself as a solid matter. Unlike water however, stone 
is individual, no two stones the same. We thus can associate a relationship to the 
individual while considering the collective. 

The craft of a concrete contexture

‘Concrete is not a material, it is a process,’ Adrian Forty stated in his article The 
Material without a History.176 His comment reflects the labour-intensive method used 
to create the liquid state material which when used in a building solidifies through 
the act of moulding. It could be argued that concrete exists without a context. It 
is hard to suggest a relationship to a specific piece of concrete, unlike what was 
previously mentioned of stone. If we therefore consider concrete in the broader 
sense, its specificity becomes based on our physical perception of it. This could be 
compared to water, which unless described in its context has no specific connection. 
As a form of matter, its process of conception is similar to that of stone, and our 
contextual relationship is purely based on the context in which we physically perceive 
it as a building material. The artificial nature of concrete comes from its human 
controlled process, and unlike stone, when placed in the condition of a building can 
be moulded precisely within its context. The matter in which the concrete is made is 
also contextualised dependent on the sand, gravel and cement which are combined 
to create a ‘liquid-solid’. It could therefore be argued that concrete is in fact a material 
example of context within an architectural proposal. Its process from separate matter, 
through liquid, to a solid form is human based. Of course the initial parts to the 
process are conceived in nature, however, its final physical representation is purely 
artificial. Its context therefore becomes completely based on its conception on the 
site of the building project. The act of human labour, the touch and action of creation 
from liquid to solid is completely isolated to the individual moment of a building’s 
construction. 177

The choice to materialise the building project in concrete has therefore been for a 
number of reasons. The initial thought was that concrete had an un-contextual stance 
in architecture. Its process was irrelevant and its outcome expected. However, unlike 
most other materials, concretes outcome is determined based solely on a human 
process. Concrete therefore is completely contextual to its individual application. The 
choice of concrete is also a reflection on the act of creating an artificial environment. 
The use of a natural material such as stone seems to step away from contextualising 

176  Adrian Forty, “The Material without a History,” in Liquid stone: new architecture in concrete, ed. Jean-Louis 
Cohen and Gerard Martin Moeller (New York, N.Y: Princeton Architectural Press, 2006), 35.

177  Ibid., 35-37.
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an intervention; the act of stacking stone becomes an artificial representation of the 
natural landscape. In an environment where the natural landscape is so dominating, 
the approach to contextualise a built project in the local stone seems not to do justice 
to the realities of the context. Rather than considering the landscape in conjunction 
with the building, its presence overwhelms the physical landscape. It seems therefore 
that to contextualise a building proposal, the architect must accept the artificial 
rather than hiding under a cloak of artificiality.

Herzog and de Meuron’s Schaulager, Basel/Münchenstein, Switzerland , 1998-2003.    
Schaulager’s facade combines with excavated material from site to reveal the pebbled texture in its surface. The excavated 
materials thus become part of the context of the building and its relationship to the surroundings.

FIGURE 64.  
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PORTFOLIO PART THREE     EXPLORATIONS IN CONTEXT

This section intends to more specifically investigate the context of the site, 
particularly in regard to the alpine landscape, stone, water and the glacial scrape 
which is so prevalent within the area. Through a number of rubbings, castings and 
spatial explorations, the relationship between site, context and material is explored to 
intensify the perceived environment of the inhabitant.
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DESIGN PARTI
pen on paper, 210 x 148 mm

With a position made as to how atmosphere is determined within an architectural proposal, the design 
proposal becomes an exploration into the intesification of context, both the perceived physical, and isolated 
experiential.

FIGURE 65.  
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Scarafacation on the surface of the landscape. Although created artificially for the path of a 
road way, this is an example of the way the landscape naturally reflects on a moment past. 
Moments of action are caught in time, while their resultant form is slowly eroded away.

Scarafacation on the surface of the landscape, the natural topography formed throgh glacial 
scarafication.

THE GLACIAL SCRAPE

Photographic exploration of the notion of a glacial scrape, prevalent within the wider Queenstown area. The 
glacial movement is recorded in time through the scarification of stone..

FIGURE 66.  
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STONE RUBBINGS
Charcoal on Paper, 297 x 210 mm

Stone rubbings taken from the Kawarau River, which passes in front of the Remarkables Park Site. Exploring 
the ethereal nature of a stone and its often hidden layers of depth. Rubbings unlike the photograph allow the 
stone to represent more then the solidity usually associated with the physical object, and instead we understand 
it as a texture, or even a cloudscape.

FIGURE 67.  
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PLASTER EXCAVATIONS
Moulded plaster, 80 x 80 x 30 mm

Exploring the detail within the surface of stone, these impressions express the layers of condition within stones 
collected surrounding the site.

FIGURE 68.  
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PLASTER IMPRINTS
Moulded plaster, 80 x 80 x 30 mm

Exploring the detail created through the impression of a mould, these castings were undertaken on silt to 
encourage a manipulation of the plaster surface, reflecting on the textural qualities of the silt sand.

FIGURE 69.  
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PLASTER IMPRESSIONS
Moulded plaster, 80 x 80 x 30 mm

These plaster impressions were taken from stones collected from site exploring the articulate texture found 
within the surface of stones. Colour was also reflected in the castings which when dried took parts of the 
original stone with them.

FIGURE 70.  
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PLASTER IMPRINTS, EXCAVATED
Moulded plaster, 80 x 80 x 30 mm

These imprints explored the manipulated relationship between the glacial excavation and the liquid-solid cast 
on an undetermined surface of silt.

FIGURE 71.  
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CONCRETE TEXTURES
Moulded concrete, 80 x 80 x 30 mm

Exploring the notion of layering, considered as a contextual aesthetic of the Queenstown area, particularly in 
the schist stone, where layers are prevalent, as well as a similar notion of stacking.

FIGURE 72.  
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CONCRETE FINISHES
Moulded concrete, 80 x 80 x 30 mm

Exploring natural finishes of concrete when moulded under particular conditions, suggesting the abilities for 
concrete to attain a ‘natural’ contextual finish without using a natural material.

FIGURE 73.  
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IDENTIFYING KEY PHYSICAL REFERENCES TO SITEFIGURE 74.  
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EXPLORING METHODS OF ENCOURAGING ENGAGEMENT WITH CONTEXT

Through the process of extrapolating particular contexts and intensifying the inhabitants relationship to 
them, there is the possibility for architecture to create a heightened environmental awareness and thus, a 
more defined personal perception of architectural atmosphere in space.

Contexts such as: location, orientation, topography, culture, texture, light, shadow, materiality etc.

Defining Focused and Unfocused relationships:
Focused  Allowing for intensified investigation of a specific part of context
Un-focused  Describes an overall context

FIGURE 75.  

Focused Contextual Relationship Un-focused Contextual Relationship
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EXPLORATORY MODEL OF ENTRANCE SEQUENCE

Model exploring the entrance sequence, from exposure in physical context into an isolated artificial 
environment, which then intensifies the inhabitants relationship to the context beyond. The space is built up 
of a series of layers which individually allow undisclosed relationships with environment, both within the 
open air and through apertures.

FIGURE 76.  
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EXPLORATORY PLANNING OF ART GALLERY + MUSEUM

Exploring the notion of Cloud-Water-Stone, this series of plans both investigates the notion of the scrape 
so prevalent in the area (expressed as linear actions of circulation) along with water, and light. Light thus 
references moments of physical contextual reference, while water reflects on the solitude of the river which 
passes below the site.

FIGURE 77.  
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TEXT PART FOUR     A BUILDING FOR COLLECTION
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4. A BUILDING FOR COLLECTION

4.1. Introduction - Re-contextualising Exhibition Space

“Art today is dependent on its respective 
architecture, as one aspect of its overall 
dependence on context.”
Groys, Boris. “Beauty as Visibility,” Herzog and De Meuron: Natural History, p. 415.

A Building for Collection is a contextual investigation into the programming of 
exhibition spaces. The intention of this chapter is to question the notion of context 
within both a built proposal and the objects it houses. Throughout literature, an 
extensive amount has been written on the issues of context to art. It is not the 
intention to discuss this discourse here, and instead merely suggest how context in 
exhibition has, and can change our ways of perceiving a particular work in space.

It could be argued that there are two contrasting methodologies for the design of 
a space for collection. The initial space typology refers to the ‘well-lit’ warehouse 
as Michael Brawne described in The New Museum: architecture and display.178 This 
could be expressed as the contemporary approach to exhibition space design, the 
‘white-cube’ gallery, where collections are often presented in spaces which disregard 
physical context in an attempt at isolation. The second approach introduces a 
more ‘theatrical’ notion to the experience of an exhibition space, where artworks 
become more permanent to the space, allowing architecture to respond to the work 
specifically and vice-a-versa.179 The second approach describes a more traditional 
methodology of collection, where works are acquired, and remain within collection. 
However, with ease of movement between not only galleries, but also countries, 
the notion of a ‘touring’ collection has become more prominent to contemporary 
exhibitions.180 This might suggest why the ‘white-cube’ gallery has grown in 
popularity, allowing for artworks to be viewed on what is suggested as a blank 
background, and thus the viewer is intended to be able to view the work regardless of 
the physical context it is in. The ‘white-cube’ might offer a non-hierarchical space, in 
which it could be argued the conditions of viewing are replicated between gallery and 
country.

178  Michael Brawne, The new museum: architecture and display  (London: Architectural Press, 1965). 10.
179  Richard Murphy, Carlo Scarpa and the Castelvecchio  (London ; Boston: Butterworth Architecture, 1990). 18.
180  Boris Groys, “Beauty as Visibility,” in Herzog and De Meuron: Natural History, ed. Philip Ursprung (Baden, 

Switzerland: Lars Muiller, 2002), 408.
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4.2. White-Cube Architecture

In an attempt to alienate the context in which a gallery exists, the ‘white-cube’ 
typology of exhibition space attempts to remove art from its physical context. Its 
suggestion is that art exists without physical context or more specifically that if 
the art is not created there, then why should it locate itself there? Brian O’Doherty 
suggests that the contemporary galleries attempts at alienation are a play on the 
greater issue that suggests we can no longer have a new experience without first 
alienating it from our own pre-conceived contexts.181 He adds, “…the ideal gallery 
subtracts from the artwork all cues that interfere with the fact that it is ‘art’.”182 This 
suggests an intense relationship created between viewer and object, disregarding 
any outside context, and especially in a condition of diffuse light, disregarding any 
natural condition which may affect the viewing of the work. The viewer’s presence 
‘becomes an increasingly palpable shadow’ to the condition of the art work, and 
might as an extension to Heidegger’s discussion of Eduardo Chillida’s work, describe 
an intense relationship between object and viewer. Heidegger wrote, “[s]culpture 
becomes a work of relation, moving beyond itself and into space without conquering 
that space or making it a captured and surrounded possession.”183Although, in 
Heidegger’s terms, the condition he describes more directly speaks of a relationship 
between object and viewer negligent of where it is viewed. The notion of an 
intensified relationship between viewer and object is highlighted as an intentional 
condition within the typology of the ‘white-cube’ space. The white wall thus must 
be conceived of as the context in which we view the object, which in turn becomes 
a space for the projection of our own context, “…since its content is composed of 
mental projections based on unexposed assumptions. The wall is our assumptions.”184 
The gallery therefore becomes the context of the art work.  In a similar way to the 
photograph, does the isolation of the gallery create a heightened perception of the 
work, or more specifically, does the gallery make art, art? 185 

Marcel Duchamp, in a series of ‘gestures,’ explored the notion of context to the art 
gallery or invented it as O’Doherty suggests.186 In what, at the time was deemed 
controversial, Duchamp argued that he was merely using spaces which no one else 
wanted. In particular, his Mile of String forced viewers to question their relationship 
to other artworks, as well as consider how they were then relating to the works 
in terms of the intervention he had made [FIG. 78]. By uniting the gallery space as a 
‘single unit’ he also touched on the realities of a gallery space, and its existence in 
context. Not only its physical relationship to the external environment, but also 
between alternate gallery spaces and more specifically between individual works. 
Contemporary artists such as Anish Kapoor have followed on from Duchamp’s work, 

181  O’Doherty, Inside the white cube: the ideology of the gallery space: 52.
182  Ibid., 14.
183  Mitchell, “Eduardo Chillida: The Art of Dwelling,” 68.
184  O’Doherty, Inside the white cube: the ideology of the gallery space: 79-80.
185  Ibid., 52.
186  Ibid., 69.
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and in particular Kapoor’s Marsyas installation at the Tate Modern which questioned 
the perception of a work, and more specifically how we comprehend an object when 
it cannot be perceived as a complete form [FIG. 79].  Although, particularly in Kapoor’s 
work where a commission takes place and the intention already exists, the same 
notions of spatiality and context are explored. Duchamp’s works were a clear example 
of the gallery space making something ‘art’. The temporality of the work is also 
interesting. The context of the work becomes its backbone; the work cannot exist as 
the same if it was to be undertaken anywhere else and almost certainly would not be 
perceived in the same way. 

The suggested removal of context, implied by the ‘white-cube’ of contemporary 
exhibition space, reflects on the issue between architecture and art.  Questions arise 
around whether the architecture is important to art? And what is implied by the 
architecture to the art? O’Doherty suggests,

The spotless gallery wall, though a fragile evolutionary product of a highly 
specialized nature, is impure. It subsumes commerce and esthetics, artist and 
audience, ethics and expediency. It is in the image of the society that supports it, so 
it is a perfect surface off which to bounce our paranoia. That temptation should be 
resisted.187

If exhibition spaces are to create interest in what is shown, the viewer should 
be forced to question how they create relationships to it. This is not only true of 
the objects presented within the exhibition but also the context in which they 
are surrounded. As a space of exhibition, the inhabitant should question their 
perceptions of environment, and be encouraged to view works not only from the 
isolated view suggested by the white-cube example, but also in relation to other 
works and the context in which it exists. If an artwork is truly to be questioned, 
its relationship to observer must be at the forefront of an architectural proposal. 
Through the development of the relationships created, architecture can begin 
to relate with art, and become a space for art discussion rather than becoming a 
warehouse for collection.

187  Ibid., 79-80.
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Marcel Duchamp, Mile of String, ‘First Papers of Surrealism,’ New York, 1942.

Anish Kapoor, Marsyas, Tate Modern, London, 2002-2003.

FIGURE 78.  

FIGURE 79.  
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A space of relationships describes an alternate methodology to the white-cube 
exhibition spaces explored above. Unlike the isolating perspective and enclosure of 
environment suggested by the white cube, a space of relationships explores a more 
defined approach to collection and expression. Michael Brawne argues that “[w]
hat matters is the total experience, the architecture of the whole.”188 The influence 
of architecture on how we perceive a collection. How one circulates the building, 
how works are revealed and related too, among many other things, should all 
be considered in the design of a space for art. This is also true of the artworks 
themselves. Brawne in his defence of the whole suggests that architecture must 
in some way determine the artworks. This is not to say that artworks should be 
made specifically, but the consideration of the placement of a work within the built 
environment, can and will affect how we perceive a relationship to it. This is also true 
of the light conditions presented within a space. Brawne continues, 
“[u]niformity is in any case undesirable on purely functional grounds. Different 
objects demand different qualities of light in order to become ‘visible’.” The light of 
an artwork could be argued to be part of the composition, it is therefore necessary 
that the consideration of how an object is positioned in reference to its light-source is 
articulated.

Sir John Soane in his own house museum was particularly interested in the way 
the design of a museum could allow objects to ‘obtain atmospheric effects’[FIG. 80].189 
His investigations particularly into the way light fell on objects over time, and 
how their irregular surfaces created uneven textures of light and pattern within a 
museum space.  This suggested a way in which objects could not only be displayed 
but articulate how we related to them, and thus convey a particular mood, and 
manipulate the atmosphere within an environment.190 Soane’s attempt at articulating 
atmosphere, took place in the late 18th to early 19th century when art in particular 
was still bound by its frame.191 It is therefore of particular significance that he would 
suggest such an alternate methodology for the display of objects,192 and in particular 
his articulation of the perceived environment. Soane’s museum therefore offers an 
alternate view on how objects might begin to articulate an environment. It is through 
these textures that relationships between viewer and object can be intensified. 

188  Brawne, The new museum: architecture and display: 15.
189  Susan Feinberg Millenson, Sir John Soane’s Museum  (Ann Arbor, Mich: UMI Research Press, 1987). 41.
190  Ibid., 110.
191  O’Doherty, Inside the white cube: the ideology of the gallery space: 16.
192  It must be noted that Soane was also known for his eclectic collection of objects, which could be argued to 

assimilate what in contemporary times only occurs in the storage spaces of galleries.  Neil Pardington in his 
photographic series The Vault touched on the ironies of a collection space where it is suggested; “As in the real 
museums, such juxtapositions might also suggest a catalogue of apparent human or ecological crimes: indigene 
meets coloniser, antlered meets taxidermist; endangered bird meets steel cabinet…” (Neil Pardington. The 
Vault: Neil Pardington. P. 8) The realities of Soane’s extensive collection means context cannot be isolated. In a 
similar way to what is described within Pardington’s photographic series, unusual interactions occur without 
reference to any certain context.

4.3. An Alternate to the White Cube - A Space of relationships
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J.M. Gandy, No. 13. Lincoln’s Inn Fields, View of the Museum,  
Soane’s Museum, Drawer 14, Set 6. Item Unnumbered;   
Godfrey New, Courtesy of Sir John Soane’s Museum. 

FIGURE 80.  
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Franco Albini, particularly in the Palazzo Bianco explored more directly the 
relationship between objects displayed and their ability to influence narrative 
within a built environment [FIG. 81].193 With extensive attention paid to the detail of 
the building, Albini focused the attention of the works being displayed rather than 
overt architectural features. Brawne adds, “the works of art were treated not as the 
decorative part of a given setting but, as a world in themselves, sufficient to absorb 
the visitor’s full attention.”194 In experiencing the Palazzo Bianco, the focus of the 
inhabitant is directly placed onto the artworks and how these relate to the space 
created rather than the architecture detracting from them. Murphy describes the 
museum as ‘democratic.’ Artworks are not presented merely as objects to be viewed 
and instead are used as devices which lead on through space. The objects themselves 
become the articulators of the environment.195

Using a similar methodology, Carlo Scarpa’s Castelvecchio had the intention of 
creating both a ‘vivid and stimulating experience’ between viewer and objects [FIG. 82]. 
Scarpa explored this by creating inter-relationships not only between artworks but 
also inhabitants of the museum. In an attempt to ‘transform the visitor to participant’ 
Scarpa’s circulation allows both exploration and deviation while still defining a 
didactic path. This path is then intensified through relationship cross-overs between 
works and inhabitants. 196  This was also elaborated on within the architecture itself 
which intervened with objects on display to encourage more articulated responses 
between inhabitant, object and the built environment. 197  Murphy suggests that the 
key to Scarpa’s design was the ‘discovery’ of works within space.198 Unlike the typical 
museum layout, Scarpa’s articulation of space intensified relationships between 
viewer and object by allowing them to be discovered, isolated and personal. Unlike 
the traditional progression, expression of objects was manipulated and personalised 
through an indeterminate approach to each individual work.

193  Stephen Leet, Franco Albini, architecture and design, 1934-1977  (New York, NY: Princeton Architectural Press, 
1990). 22.

194  Brawne, The new museum: architecture and display: 32.
195  Murphy, Carlo Scarpa and the Castelvecchio: 18.
196  Ibid., 18-19.
197  Ibid., 58.
198  Ibid., 60.
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Franco Albini’s Palazzo Bianco, Genoa, ItalyFIGURE 81.  

Carlo Scarpa’s Castelvecchio, Verona, ItalyFIGURE 82.  
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18th Century 19th Century 20th Century 21st Century?

DEVELOPMENT OF THE GALLERY WALL

“...we see not the art but the space �rst. An image comes to mind of a white, ideal space 
that, more than any single picture may be the archetypal image of twentieth century art.”

O'Doherty, Brian. Inside the White Cube: �e Ideology of the Gallery Space.  Santa Monica: Lapis Press, 1986. p.14.

DEVELOPMENT OF THE GALLERY WALL

“...we see not the art but the space first. An image comes to mind of a white, ideal space that, more than any 
single picture may be the archetypal image of twentieth century art.”

O’Doherty, Brian. Inside the White Cube: The Ideology of the Gallery Space. p.14.

FIGURE 83.  
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The perception of art and architecture could be argued as inherent to each other. 
The manipulation of space through architectural moves has a clear effect on the 
presentation of artworks, i.e. their perception within space. Groys suggests that art 
now, is dependent to a certain respect on the architectural context it is presented 
within.199 The white cubed notion of art gallery spaces attempts to alienate the 
viewer to experience a work in its own context, neglecting the realities of a viewer’s 
perception of space. A gallery space may isolate a work within an existing physical 
context, but this does not change its physical location. This is also clear in the 
understandings of artworks and museum objects. Their content perceived by a viewer 
is determined totally by the viewer. A verbal description may imply its investigative 
possibilities but to state that a work determines a particular reaction, negates the 
realities of art and perceived space. 200 It is therefore in the experience of how these 
works are perceived which establishes a clear architectural concept to an exhibition 
space.  By doing this, the meaning of a work is not accepted as a reality, perception of 
and thus relationship to a work is established, questioned and manipulated. 

It could be said that the way in which one establishes a relationship and thus an 
understanding of an art object, occurs in much the same way in which we establish 
relationships to architectural space. Particularly in contemporary architecture for 
collection, the balance between the collection and the architecture is often one-sided. 
Architecture is not only used as a device for housing collections, but has become 
in many ways the draw for visitors. Diller and Scofido suggest that architecture in 
fact is now, the first item we see of the collection.201 It could also be questioned as to 
whether the collection is important at all? O’Doherty adds, “…we see not the art but 
the space first. An image comes to mind of a white ideal space that, more than any 
single picture may be the archetypal image of twentieth century art…” [FIG. 83]. 202 The 
question therefore remains; what is the point of a space for collection?

199  Groys, “Beauty as Visibility,” 415.
200  O’Doherty, Inside the white cube: the ideology of the gallery space: 89.
201  Tipton, Space: Architecture for Art: 119.
202  O’Doherty, Inside the white cube: the ideology of the gallery space: 14.

4.4.	 Perceiving	art	and	architecture	-	Reflections	on	a	space	for	collection
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One might argue that a space for collection should present objects without 
manipulation or intention. The works therefore act as they are, and the relationships 
created are a front on, focused perception between the work and the observer. 
However, does this not suggest what could be determined as a typical storage space 
for art? One only has to view Neil Pardington’s series of collective storage space 
photographs to imagine a warehouse filled with sliding walls hung with images 
[APPENDIX 2]. One could choose what they wanted to see and see each piece individually 
within the same conditions. However, this methodology seems to remove the 
architecture from a space for collection.  Architecture has the ability to intensify 
how we perceive not only our physical context, but the way we relate between both 
alternate spaces, objects within those spaces and the people who inhabit them. If 
architecture is to become a specific part of the collection of a gallery, should it not 
question similar motives to that of art? Brawne suggests, “[it is] not a matter of 
competition between art and its environment, between picture and architecture, in 
which one or other aspect as to be negated but of arriving at a working relationship 
between the two.”203 Architecture for collection thus must not only manipulate how 
we perceive the physical context, but should also play on the relationships between 
spaces, objects and inhabitant. Spaces acting purely for containing a collection reduce 
architecture to the act of the warehouse, while removing any possibility of allowing 
the art to be ‘measured’.

203  Brawne, The new museum: architecture and display: 10.
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Francesco Venezia’s Museum in Gibellina, art work, light and context perceived within one space.

Francesco Venezia’s Museum in Gibellina section showing connections to context through exhibition space.

FIGURE 84.  

FIGURE 85.  
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Peter Zumthor’s Kunsthaus Bregenz

CASE STUDY

Zumthor’s approach to his museum in Bregenz, Austria is both considered and 
subtle.  By reducing the building down to a series of three walls arranged within a 
square plan, the building’s simplicity seems to create ‘an intensive field of tension’ 
in which art must stand up for itself. The reduction of plan seems to cause a 
‘compression’ to occur where the senses are stimulated and the building begins 
to affect in the same way that the art in which it houses attempts to.204 Zumthor’s 
attention to material detail creates an architecture which “cannot be captured in 
photographs, [the] true essence coming from the experience of textures... the play of 
light.”205 His ability to design with material qualities and spatial experiences rather 
than through narrative, offers a much deeper understanding of architectural space. 
Kunsthaus Bregenz is a direct translation of this, the materiality allows for a simple 
form and plan to create a complex internal space and spatial quality, suggesting new 
ways of understanding light as a material within architecture.

Zumthor suggests he creates buildings which appear to “...simply be there. We do not 
pay any special attention to it, and yet it is virtually impossible to imagine the place 
where [it] stands without [it there].”206 He continues, 

I like the idea that the house I build contributes to the atmospheric density of a place, 
a place which its inhabitants and passers-by will remember with pleasure.207

The main exhibition building sits at the front of the site, aligning itself with the 
existing street front. However, as an object on the lake’s edge, its scale does not 
seem to suggest a building which ‘simply exists.’ The large glass monolith which 
suggestively reflects both sunlight and reflection of context also seems to sit isolated 
within the existing structure of the town of Bregenz. Zumthor’s removal of any direct 
link to surrounding context internally, although it is suggested that this is reflected 
through the transient light qualities created internally, is argued as a ‘sacrifice’ to 
keep the museum as a space purely for the contemplation of art. This means that 
externally, the building object itself takes presence as a sculptural object on the lake 
shore, rather than allowing for a reflection of context within the space.208 Although 
the building creates tension, and encourages the inhabitant to question their 
orientation within space, Zumthor’s removal of any focused contextual references 
means that the building although simple in plan, becomes somewhat disorientating 
as a space to experience. Although the building rightly rejects the idea of becoming 
a ‘touristic viewing tower,’ to remove all contextual reference seems to neglect the 
possibilities for an intensified spatial experience for the inhabitant. 209

204  Peter Zumthor, Kunsthaus Bregenz  (Ostfildern, Germany: Hatje Cantz Verlag, 2007). 54.
205  Richard Ingersoll, “Light Boxes,” Architecture 86, no. 10 (1997): 92.
206  Zumthor, “Peter Zumthor,” 16.
207  Peter Zumthor, Peter Zumthor Works: buildings and projects 1979-1999  (Baden, Switzerland: Lars Muiller, 

1998). 9.
208  Freidrich Achleitner, “Art Museum, Bregenz, Austria,” Domus, no. 978 (1997): 42.
209  Ibid.
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Peter Zumthor’s Kunsthaus Bregenz, foyer showing limited contextual reference.

FIGURE 86.  Peter Zumthor’s Kunsthaus Bregenz, exterior elevation taken from lake edge.

FIGURE 87.  
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PORTFOLIO PART FOUR     EXPLORATIONS IN COLLECTION

Within this section, the intention is to define a type of collection for the 
Gallery + Museum. The built environment is explored through relationships 
developed between both the Gallery and Museum spaces and how these intertwine 
within the built environment. 
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MUSEUM COLLECTION
Key museum artifacts are selected for the museum space in whcih the architecture will respond to 
contextually. The choice of artifacts was based intentionally on landscape, geology and settlement, expressing 
the development within the landscape to coincide with the development of painting.

FIGURE 88.  

Settlement
Initial settlement and growth of the wider Queenstown area
Image courtesy of  De la Mare, A. J. 
 The Shotover River - ‘The Richest River in the world’

Viticulture
Development of Wine Culture, and exportation.
Image courtesy of Gibbston Valley Vineyard.

Mining
History of Gold and Pounamu Mining
Image courtesy of  De la Mare, A. J. 
 The Shotover River - ‘The Richest River in the world’

Landscape, Geology and Ecology
Land formation, exploration and investigation
Image courtesy of  Turnbull, I. M., and P.J. Forsyth.   
                               Queenstown: A Geological Guide.

Culture
Development and Growth of Adventure Tourism
Image courtesy of Shotover Jet

Development
Current development of Queenstown and the wider Lakes District
Image taken by author
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Petrus ven der Velden
Otira Gorge, 1912
oil on canvas, 1845 x 1330 x 57 mm
Auckland Art Gallery Toi o Tāmaki

Colin McCahon
Waterfall, 1964
oil on board, 2133 x 908 mm
Auckland Art Gallery

Rita Angus
Central Otago landscape, 1940
oil on canvas, 537 x 416 mm
The Hocken Collections, Uare Taoka o Hakena, University of Otago 

Eugene von Guérard
Lake Wakatipu with Mount Earslaw, Middle Island, New Zealand. 1877-79
oil on canvas, 991 x 1765 mm
Mackelvie Trust, Auckland Art Gallery Toi o Tāmaki

William Alexander Sutton
Threshold IV, 1973
oil on canvas, 1200 x 2900 mm
Christchurch Art Gallery Te Puna o Waiwhetu

Graham Sydney
Lake Onslow, 1997
oil on linin, 715 x 1080 mm
Private Collection

GALLERY ARTWORKS
Key artworks selected for the gallery space in whcih the architecture will respond to contextually. The choice 
of artworks was based intentionally on landscape, to explore the noiton of landscape to painting, and its 
change in representation through time.

PORTFOLIO PART FOUR EXPLORATIONS IN COLLECTION

FIGURE 89.  
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Approach from Gallery

Approach from Museum

CONTEXT AND SPATIAL INVESTIGATIONS BETWEEN  GALLERY AND MUSEUM
charcoal on paper, 297 x 210 mm

Explorations in the approach to context within the interior of the built form. Physical context is reflected on 
through light entering the space, dematerialising the solidity of the form. Light is used to intice investigation, 
and thus encourage a meander through the space.

FIGURE 90.  
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CONTEXT AND SPATIAL INVESTIGATIONS BETWEEN  GALLERY AND MUSEUM CONTINUED
Charcoal on paper, 297 x 210 mm

Views taken from Museum level, looking through Gallery space, to aperture.

FIGURE 91.  
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CONTEXT AND SPATIAL INVESTIGATIONS BETWEEN  GALLERY AND MUSEUM CONTINUED
Charcoal on paper, 297 x 210 mm

Views taken from Gallery Circulation space towards gallery spaces and apertures.

FIGURE 92.  
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PORTFOLIO PART FIVE     PROPOSAL

As a building proposal, the gallery and museum becomes an exploration into the 
intensification of context within the built environment, suggesting that architecture 
can intensify the perception of atmosphere through creating a greater awareness of 
relationship making.
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FINAL PRESENTATION IN EXHIBITION SPACE
Over the page - pdf version of Final Presentation Prints

FIGURE 93.  
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Proposed Environmental Square
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ATMOSPHERES:    AN EXPLORATION INTO THE PERCEPTION OF ARCHITECTURAL CONTEXT

ABSTRACT

The concept of atmosphere to architecture, proposed as a spatial ambience in the early 19th Century, suggested the notion 
of a prevailing ‘mood’ created through a relationship between the inhabitant and their environment. Schmitz suggested 
that an atmosphere is the creation of surface-less space, the ‘felt body’ experienced in a nonphysical way.1 Böhme, however, 
argues for a direct relationship between the body and the current environment inhabited, suggesting an emotive response 
to the environment is a representation of the inhabitants ‘where-ness.’2 Sloterdijk argues for a more intimate relationship 
between current environment and emotive position, suggesting the notion of a ‘relationship sphere.’ Atmosphere becomes 
a developed culmination of relationship spheres which consequently, continually change how the current environment is 
perceived.3

The focus of this thesis lies in its consideration of atmosphere as an architectural concept: What is atmosphere in architecture; 
and can it be defined as a relevant concept for contemporary space? Concluding that an architectural atmosphere is the 
perceptive evaluation of the ‘feeling body’ within an architectural environment, the proposal for a new gallery and museum 
in Queenstown, New Zealand becomes an exploration of contextuality. Context here, describes both the emotive and 
physical environment of the user. Explored through the notions of alpine architecture and stone, a series of maquette 
studies are undertaken before considering an architectural proposal. The proposal therefore becomes an exploration into 
the intensification of context within the built environment suggesting that architecture can intensify the perception of 
atmosphere, creating a greater awareness of the contextual environment. 

The thesis finally proposes that although atmosphere can be determined as a relevant concept to architecture, a buildings’ 
spatial atmosphere is largely defined by its engagement with the contextual conditions which the architect may not 
comprehend or control. It is therefore suggested that architecture and specifically its internal atmosphere, becomes a 
manipulation of uncontrollable external parameters. The architecture therefore does not create atmosphere, so much as 
intensify how the inhabitant perceives atmospheric variables.

1  Hermann Schmitz, Rudolf Owen Mullan, and Jan Slaby, “Emotions outside the box - the new phenomenology of feeling and corporeality,” Phenomenology and the Cognitive  
  Sciences 10, no. 2 (2011): 245.
2  Gernot Böhme, “Atmosphere as the subject matter of architecture,” in Herzog and de Meuron: Natural History, ed. Philip Ursprung (Baden, Switzerland: Lars Muiller, 2002), 5.
3  Peter Sloterdijk, Bubbles: Microspherology, trans. Weiland Hoban (London: Semiotext(e), 2011). 10-12.

Paul Lelieveld
ph. 027 457 8868
e. paul.lelieveld@hotmail.com

CLOUD-WATER-STONE Ni Yuanlu, Cloud Water Stone, 
hanging roll, ink on silk, 1299 x 454 mm, 
Metropolitan Museum of Art, New York, 
17th Century.

Exploration in Solid-Transparency,
plaster-cast in cardboard, 80 x 80 x 80 mm.

Exploration of Layers, depth and void,
Stone Rubbing, 
charcoal on Paper, 297 x 210 mm.

Aerial View of the Remarkables Mountain Range
Abstraction of Context 2
watercolour on paper, 297 x 210 mm

Snow-line
Abstraction of Context 1
watercolour on paper, 297 x 210 mm

THE CURRENT CONTEXTUAL ENVIRONMENT

Within architecture, the manipulation of how one exists within the physical context, allows 
a manipulated perception of that space and its relationship to the existing physical context. 
The resultant atmosphere, perceived by the inhabitant is therefore manipulated through an 
intensification by architectural intervention.
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AN INDIVIDUAL CONTEXT

An individual’s contextual existence becomes an evaluation of the relationship between the 
objects and environment they exist in. Although the inhabitant may have a direct relationship 
with the object in a room, there is also an indirect relationship with the city they currently exist 
in etc.

AN INDIVIDUAL PERCEPTION OF ATMOSPHERE

When an inhabitant exists within a space, their perceived impression of that space, i.e. their 
atmosphere, becomes a combined impression of both their own preexisting contextual 
backgrounds, and the current context in which they are existing.

DESIGN PARTI     pen on paper, 210 x 148 mm

With a position made as to how atmosphere is determined within architecture, the 
design proposal becomes an exploration into the intensification of context, both the 
perceived physical, and isolated experiential.

EXPLORATIVE DIAGRAMS:

MASTER PLAN OF RE-DEVELOPED PUBLIC PRECINCT
Scale 1:1000
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QUEENSTOWNLAKE WAKATIPU FRANKTON REMARKABLES PARK 
DEVELOPMENT

THE REMARKABLES

AERIAL SITE MAP (Courtesy of Google)
SCALE 1:20000

FIGURE-GROUND OF PROPOSED DEVELOPMENT BY REMARKABLES PARK LTD
SCALE 1:10000

PANORAMA OVERLOOKING SITE AND THE GREATER QUEENSTOWN AREA

PUBLIC PRECINCT
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Space Contextual Impression
Preexisting Individual Perception of Space
Physical

Resulting Atmosphere

Surface Scrape
Abstraction of Context 3
watercolour on paper, 297 x 210 mm

EXPLORING THE NOTION OF A COLLECTION

FLOOR PLANS OF GALLERY + MUSEUM and ARTIST-IN-RESIDENCE
Scale 1:200

EXPLORATIVE FLOOR PLANS INVESTIGATING THE NOTION OF CLOUD-WATER-STONE
Scale 1:500
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EXPLORATIVE SECTION INVESTIGATING THE NOTION OF CLOUD-WATER-STONE
SCALE 1:500

Petrus ven der Velden
Otira Gorge, 1912
oil on canvas, 1845 x 1330 x 57 mm
Auckland Art Gallery Toi o Tāmaki

Settlement
Initial settlement and growth of the wider Queenstown area
Image courtesy of De la Mare, A. J. 
     The Shotover River - ‘The Richest River in the world’

Colin McCahon
Waterfall, 1964
oil on board, 2133 x 908 mm
Auckland Art Gallery

Viticulture
Development of Wine Culture, and exportation.
Image courtesy of Gibbston Valley Vineyard

Rita Angus
Central Otago landscape, 1940
oil on canvas, 537 x 416 mm
The Hocken Collections, Uare Taoka o Hakena, 
University of Otago 

Mining
History of Gold and Pounamu Mining
Image courtesy of De la Mare, A. J. 
     The Shotover River - ‘The Richest River in the world’

Eugene von Guérard
Lake Wakatipu with Mount Earnslaw, Middle Island, New Zealand. 1877-79
oil on canvas, 991 x 1765 mm
Mackelvie Trust, Auckland Art Gallery Toi o Tāmaki

Landscape, Geology and Ecology
Land formation, exploration and investigation
Image courtesy of Turnbull, I. M., and P.J. Forsyth.  
     Queenstown: A Geological Guide.

William Alexander Sutton
Threshold IV, 1973
oil on canvas, 1200 x 2900 mm
Christchurch Art Gallery Te Puna o Waiwhetu

Culture
Development and Growth of Adventure Tourism
Image courtesy of Shotover Jet

Graham Sydney
Lake Onslow, 1997
oil on linin, 715 x 1080 mm
Private Collection

Development
Current development of Queenstown and the wider Lakes District
Personal Collection

GALLERY COLLECTION

MUSEUM COLLECTION
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SECTION A.a      EXPLORING VISUAL INTENSIFICATION OF CONTEXT THROUGH ENTRANCE SEQUENCE
Scale 1:200

AXONOMETRIC SECTION B.b, C.c, and D.d
Scale 1:200

EXTERIOR PERSPECTIVE  OF PUBLIC SQUARE with MUSEUM + GALLERY 1.     THROUGH GALLERY SPACE TO REMARKABLES  RIDGE LINE
          Colin McCahon’s Waterfall  is pictured within the gallery

2.     LOOKING THROUGH TO GALLERY LEVEL FROM MEZZANINE
          William Sutton’s Threshold IV  is pictured within the gallery

3.     FROM GALLERY LOBBY TOWARDS THE REMARKABLES 4.     MOMENT OF ISOLATION WITHIN GALLERY LEVEL
     

5.     RELIEF MOMENT To EXTERIOR CONTEXT 6.     VIEW THROUGH GALLERY FROM MAIN MUSEUM SPACE
          Graham Sydney’s Lake Onslow pictured in gallery
          Early 20th Century image of Workman’s Huts pictured in museum space

7.     MOMENT OF DISCLOSURE
          Final Space within Gallery reveals the Remarkables, initially intensified through the building’s articulation of context
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EXPLORATIVE FLOOR PLANS INVESTIGATING THE NOTION OF CLOUD-WATER-STONEFIGURE 94.  

Conceptual Ground Level Plan - Cloud-Water-StoneExcavating the Site - Stone Scrape Conceptual Gallery Level Plan - Cloud-Water-Stone Conceptual Museum Level Plan - Cloud-Water-Stone

NOT TO SCALE



Conceptual Museum Level Plan - Cloud-Water-Stone
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EXPLORATIVE SECTION INVESTIGATING THE NOTION OF CLOUD-WATER-STONEFIGURE 95.  

NOT TO SCALE
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Overall View
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SECTION A.a. EXPLORING ENTRANCE SEQUENCE w\ DEVELOPING RELATIONSHIP TO CONTEXT
SCALE 1:500

FIGURE 97.  

Transitioning from the square, the visitor moves into the internal environment where their preconceived 
understanding of the physical context is questioned and intensified.
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SECTIONAL AXONOMETRIC OF GALLERY + MUSEUM

The buildings plan and section are designed to allow inter-relationships, not only between gallery and 
museum spaces, but also between inhabitants, gallery paintings, museum artifacts and external conditions. 

NOT TO SCALE
FIGURE 98.  
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EXTERIOR PERSPECTIVE OF PUBLIC SQUARE with MUSEUM + GALLERY

The building, by engaging with the square and the mountains behind, questions the textures of the 
surrounding context. While intentionally not replicating them, it sits in balance with both the proposed 
development and the existing environment.

FIGURE 99.  
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1. THROUGH GALLERY SPACE TO REMARKABLES  RIDGE LINE
Colin McCahon’s Waterfall ‘74  is pictured within the gallery

While the gallery spaces are removed from direct sunlight, the spaces still engage with the natural . This 
also encourages an alternate perception of artwork within the context of the gallery, non fixed and non-
preconceivable.

FIGURE 100.  
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2. FROM GALLERY LOBBY LOOKING TOWARDS THE REMARKABLES

The buildings circulation, although not directed, creates moments of reflection on past paths walked, while 
also ingaging with spaces yet to be visited. By creating relationships between spaces, the visitor also perceives 
the physical context through a single aperture in multiple ways.

FIGURE 101.  
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3. LOOKING THROUGH TO GALLERY LEVEL FROM MEZZANINE
William Sutton’s Threshold IV  is pictured within the gallery

Gallery spaces, although internalised within the building, are directly related to both circulation and the 
external context. Light becomes a method for encouraging engagement with the natural context reflecting on  
both time and weather.

FIGURE 102.  
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4. RELIEF MOMENT TO EXTERIOR CONTEXT

While often encouraging intensified relationships between multiple atmospheric variables, the architecture 
also isolates moments of context to encourage non-preconceived reflections on contextual texture and light.

FIGURE 103.  
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5. MOMENT OF ISOLATION WITHIN GALLERY LEVEL

Isolated spaces between the gallery and museum become moments of reflection of personal emotive contexts.  
Un-programmed, the spaces become moments in which the visitor partakes in the ‘meander.’

FIGURE 104.  
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6. VIEW THROUGH GALLERY FROM MAIN MUSEUM SPACE
Graham Sydney’s Lake Onslow pictured in gallery
Early 20th Century image of Workman’s Huts pictured in museum space

The architecture does not creating atmosphere, so much as intensifying how the inhabitant perceives 
atmospheric variables.

FIGURE 105.  
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7. MOMENT OF DISCLOSURE

Moment of Disclosure reveals the Remarkables to the internal environment. Initially intensified through the 
building’s articulation of context, the spectator’s  own emotive context becomes overwhelmed by the physical 
surroundings.

FIGURE 106.  
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PHOTOGRAPHS OF 1.200 CARDBOARD and TIMBER MODEL
Model presented as part of final presentation

From public square, looking South.

FIGURE 107.  

From public square entrance, looking East. From river, looking West.
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Perspective South Elevation, looking North.
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PHOTOGRAPHS OF 1.200 CARDBOARD and TIMBER MODEL CONTINUED
Model presented as part of final presentation

FIGURE 108.  

Moment of Entrance, The Scrape, Water and Light are individually experienced.
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From riverbank, showing scupture court, and texture details
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6. REFLECTIONS

As a relevant concept to contemporary theory, architectural atmosphere is proven 
through the diverse array of perspectives offered within architecture and the wider 
philosophical context. However, how that discussion is then reiterated within 
architectural design is somewhat less defined. The intention of this thesis is to 
truly explore the notion of an atmosphere and what its direct implications were 
on architectural design. With the initial research question; what is atmosphere in 
architecture; and can it be defined as a relevant concept to contemporary space? 
The thesis then developed to a more defined exploration into how architecture can 
manipulate the occupier’s contextual environment to allow for a more intensified 
atmospheric perception of space? 

The intention of this thesis was to re-consider the focus of architectural practice, 
suggesting that the occupier must remain as the significant driver of any proposal. To 
do this, it is proposed that perceived space be reconsidered as ‘felt’ space. Felt space, 
here, defines a space of relationships. To truly develop the ‘felt’ environment, i.e. the 
atmosphere, architecture must intensify relationships created not only to the physical 
context but also the internal environment created by the architect and occupiers. If 
atmosphere is to truly be considered as a concept for architecture, the development 
of relationships from each individual occupier must remain at the forefront of the 
architects thinking. A building for atmosphere must truly be engaged with the notion 
of relationship making.

However, unless one designs without a program, such as Turrell’s light spaces which 
one visits specifically for a heightened sense of perception, the atmosphere merely 
becomes a result of how the occupier perceives design decisions made through the 
programming of space. A space designed solely for atmospheric perception cannot 
be defined as architecture, it is spatial installation. For atmosphere to be relevant to 
architectural design process, it must come as an additive to the structural process 
of programing and formalising an architectural proposal. The architect manipulates 
how an occupier reflects on the contexts the occupier surrounds themselves in. 
Architecture therefore offers the opportunity for a heightened perception of context 
which in turn reflects on the individual’s atmospheric perception of space, the felt 
space, immersed within. The architecture therefore does not create atmosphere, so 
much as intensify how the inhabitant perceives atmospheric variables.

Architectural atmosphere is therefore a perceptive evaluation of the relationships an 
inhabitant has at any point in time within or around an architectural intervention. 
It therefore cannot have a quantifiable value, or more specifically the atmosphere 
perceived by one, cannot be identical to that of another. Therefore, the notion of an 
architecture creating atmosphere is negligent, as a proposed atmosphere is neither 
guaranteed to be perceived nor practical to impose. To create architecture which 
encourages a perceived atmosphere, the building must situate itself within context. 
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By doing so, the building may take a position on the physical environment and 
therefore intensify that position, specifically in regard to how the inhabitant perceives 
and thus responds to that context. It is also important here to regard the notion of a 
personal context, the ambivalent context which each individual has, and to which no 
others is the same.

The proposition of an Art Gallery and Museum within Remarkables Park, in 
Queenstown, New Zealand thus became an exploration into how architecture can 
take measure of a surrounding environment while also encouraging the inhabitant 
to engage and reflect on their own personal contexts. Through the intensification 
of environmental awareness, the architecture proposes a developed awareness of 
atmospheric variables, which in turn suggests an encouraged atmospheric perception 
of space. Without defining an atmosphere, the architecture encourages engagement 
in atmospheric variables through layers of perception (explored within the renders of 
the presentation). While alternately, creating opportunities for relationships to those 
variables to be developed and encouraged. 

As was mentioned in the introduction it was not intended within this thesis to 
downplay the importance of architectural imagery and sustainability. However, it 
was intended that it could offer an application of the notion of an atmosphere to 
contemporary design.  By articulating relationships within the built environment, 
the architect has the chance to encourage relationships and the ways in which 
they develop. The ‘felt’ space, perceived by the visitor is therefore encouraged and 
developed on by the way the architect allows the occupier to engage in their own 
contextual environments. The suggestion that an architect may design to engage 
more specifically in the development of relationships to atmospheric variables 
suggests that the ‘felt’ space, so often talked about but rarely engaged in, can again 
become a key concept to the design of contemporary architecture. The way these 
relationships are both engaged and articulated within the built environment therefore 
offers opportunities for the architect to take measure of the inhabitants’ context 
and thus, intensify the occupier’s perceived atmospheric variables, encouraging 
immersion within the built environment.
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Wu Bin, Ten Views of a Rock: details,
horizontal roll, ink on paper, 555 x 9458 mm,
Private Collection,
Ming dynasty, dated to 1610.
Taken from Herzog and De Meuron: Natural History.  Baden, Switzerland: Lars Muiller, 2002, 112-113.
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Neil Pardington, Art Store #1,
Museum of New Zealand, Te Papa Tongarewa, 2006.
Taken from Harper, Jenny, Ken Hall, lara Strongman, Anna-Marie White, and Neil Pardington. The Vault: Neil Pardington. 
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Initial study into basic objects and the way in which these can manipulate the relationship between 
inhabitant and external context. In particular, the aperture is alluded to through the light in space while the 
inhabitant then reflects through that aperture to the context.
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                                         SCALE 1:500

Initial massing study exploring the inter-relationships between the museum and gallery spaces with the 
context of the surroudnings. (White spaces represent gallery and exhibition areas).
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Initial sketches presented at mid-year crit, exploring light within the section of a space.APPENDIX 5.  
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                            SCALE 1:200

Initial massing studies, exploring the museum space in particular and the inter-relationship between 
museum spaces and the external context.

APPENDIX 6.  
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                 SCALE 1:200

Initial massing studies, exploring the gallery space in particular and the inter-relationship between gallery 
spaces, art works and the external context.

APPENDIX 7.  



196 APPENDIX

                 SCALE 1:200

Initial massing studies of foyer space, the pivitol point of circulation for the gallery and museum space.

APPENDIX 8.  
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                                         SCALE 1:200

Model exploring relationship between ground, interior space and artist-in-residence. Explorations in texture 
and representation also explored within.

APPENDIX 9.  
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                 SCALE 1:200

Explorations in apertures, particularly looking at the cross-over between gallery and museum

APPENDIX 10.  
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                 SCALE 1:200

Exploring the relationship, not only between the gallery and museum spaces, but also, between exposure 
and enclosure, light, shadow and apertures. 

APPENDIX 12.  
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                 SCALE 1:200

Exploring the relationship, not only between the gallery and museum spaces, but also, between exposure 
and enclosure, light, shadow and apertures continued.

APPENDIX 14.  
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                 SCALE 1:200

Exploring the relationship, not only between the gallery and museum spaces, but also, between exposure 
and enclosure, light, shadow and apertures continued.

APPENDIX 16.  
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                 SCALE 1:200

Exploring the relationship, not only between the gallery and museum spaces, but also, between exposure 
and enclosure, light, shadow and apertures continued.

APPENDIX 18.  
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                 SCALE 1:200

Exploring the relationship, not only between the gallery and museum spaces, but also, between exposure 
and enclosure, light, shadow and apertures continued.

APPENDIX 20.  
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                 SCALE 1:200

Exploring the relationship, not only between the gallery and museum spaces, but also, between exposure 
and enclosure, light, shadow and apertures continued.

APPENDIX 22.  



205APPENDIX

                 SCALE 1:200

Exploring spatial relationships between proposed gallery and museum while additionally exploring their 
relationships to material textures.

APPENDIX 24.  
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                 SCALE 1:200

Original Charcoal Sketches used within Final Renders
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Exploring the range of textures, prevalent to schist stone found within the wider area of Queenstown Lakes 
District.

Turnbull, I. M., and P.J. Forsyth. Queenstown: A Geological Guide.
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208 APPENDIX

Exploring the range of textures, prevalent to jade stone found within the wider area of Queenstown Lakes 
District.

Beck, Russell, Maika Mason, and Andris Apse. Pounamu: The Jade of New Zealand.

APPENDIX 28.  
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Photographic study of schist textures existing within the area of the site, stones collected specifically from 
the Kawarau River bed.

APPENDIX 29.  
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Exploring additional textures found within the area of the site.

Series one: Schist and Mica
Series two: Kawarau River Stone
Series three: Mineralised Quarts in Schist

APPENDIX 30.  
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Exploring additional textures found within the area of the site.

Series one: Common soil and formation textures
Series two: Oxidised Pyrate and Arsenopyrite in schist (Bottow two rows)

APPENDIX 31.  
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END


