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Introduction
A deep primitive rumble, a squealing tyre, burnt rubber assaults the nose, accentuated by exhaust smoke. A sense of excite-
ment ensues, a prelude to a spectacle drawing closer.

Everyone throughout their life, whether the connotations are positive or negative, has experienced this scenario, resulting in 
a giddy excitement or a pang of trepidation. Through media coverage and the actions of a select few, going back to 1946, the 
motorcycling community has been blanket labelled as miscreants, antisocial and at times criminal.

Why is it that these labels still apply in the modern age, where the majority of motorcycle owners are hard working, law 
abiding citizens? A stereotype told time and again, this dark cloud covers a far more beautiful story nearly forgotten . A story 
about a group, gathered from all races, nationalities, sexes and backgrounds, of artists and craftspeople, creating in reaction 
to their environment, a potent folk art icon. An icon that has largely escaped examination by academia.  A community on the 
fringes, composed of garage tinkerers, part time wrench-monkeys and artists, who transformed metal into statements about 
their society, culture and themselves. Rebelling against the polite, nine to five, baby boomers, whose values and lifestyle felt 
so alien to them.

This is the story of the chopper motorcycle, made famous by the film ‘Easy Rider’, but fading into obscurity, as it morphs into 
a capitalist husk of what it once stood for. The chopper motorcycle discussed in this thesis is not the big business commodity 
pictured in dramatized television shows. Rather, the choppers discussed are those found before and depicted in ‘Easy Rider’, 
when they were the creative outlet and symbol of protest for a community pushed to the margins. 

Through discussions conducted during this thesis, with the current New Zealand bike building community, it became evident 
that they face issues and challenges that can be helped, or solved through architecture. The goal of this thesis is to do so, utilis-
ing a design ideology distilled from the chopper, spliced with my own methods of working. So as to preserve the rich history 
of the chopper, uncovered through the research of this thesis, for future generations. Aiding the builders in the creation of 
their art and displaying it to a wider, unknowing public.

This thesis will architecturalize the chopper, gaining a unique perspective and way of working. Drawing on their underpin-
ning design concepts, before re-imaging them to be applied to architecture.  This thesis asserts that the combination of their 
social and political history, along with their design theory, offers a unique, rich approach to architecture that has not been seen 
previously. This research is unique in that there are no presidents for such a thesis, offering an entirely new avenue of academic 
research to be built upon in the future. 

Chapter One will examine the formation of the biker community and image within New Zealand and abroad. Showing the 
effects world trends, from the United Kingdom and the United States, had within New Zealand. Spread by a newly emerged 
global media, aimed towards youth, who’s values differed greatly from those of their parents, as they faced the unique, chang-
ing context of the 1960’s.

Chapter Two will look at the history of the custom motorcycle and how the chopper was a logical evolutionary step. This 
chapter will also explain how the chopper was different from custom motorcycles before it, as it broke with tradition, sacrific-
ing functionality for artistic expression, taking on symbolism. A societal commentary, used by oppressed groups within 1960’s 
society as protest, self expression and community. Imbuing mere metal with the struggles and stories of those who rode and 
built them.
Chapter Three will examine the site and program, highlighting the main and secondary objectives of the project. Focusing 
on the crucial conversations had with a number of New Zealand motorcycle builders. Turning them into ‘clients’, to represent 
my larger target community, the modern chopper builder.

Chapter Four describes the design methodology distilled from the chopper and how such an ideology would be applied to 
architecture. Focusing in on key chopper concepts such as expression of mechanism / attention to detail, embodiment of skill 
and description of the individual.

Chapter Five will review ideas of secondary importance, sound, journey, making, my creative practice and  the play between 
2D and 3D, digital vs. analogue.

Chapter Six will go over the design development as it was iterated and improved upon, as it slowly morphed into the final 
design. Before at its end showing the final images

Chapter Seven will be a review of the project, what was found and what needs further work.

Before finally Chapter Eight the conclusion. 

Abstract

The 1960’s was a time of tremendous social and political change. World events had a lasting effect on New Zealand society, 
as we, a historically isolated island, adopted a cosmopolitan mix of international ideas towards counter culture (mainly from 
the UK and the US). An icon of this shift, the chopper motorcycle, has, unlike many popular culture icons, escaped academic 
investigation. 

The chopper embodies the 1960’s as a symbol of a community, protest and the outsider, but beyond these underlying values 
exists an art form unexplored and undervalued. These ethoses have much to offer the field of architecture as an inspirational 
tool and a design ideology. This thesis examines what happens when the core design concepts of the chopper are taken and 
re-imagined for the field of architecture.

New Zealand has a rich motorcycle history with over 160,700 bikes currently registered. Important figures such as Burt Mun-
ro and John Britten, are shining examples of a hidden and overlooked motorcycle customising scene, whose size is unknown 
by most New Zealanders. This thesis aims to re-imagine the chopper, its design, cultural, political and societal influences as 
a means to grow, shelter and connect the New Zealand bike builders of today.  Changing the perception of the wider biker 
community through shared admiration of the chopper, by bikers and non bikers alike. 
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The United Kingdoms’ Influence
New Zealand being the young country it is, was by the 1960s 
beginning to form an identity all its own. However many 
New Zealand Europeans of the 1950s and early 1960s still 
referred to the United Kingdom as home1. This segment of 
New Zealand society was the result of a flood of English im-
migrants who arrived in the 1940s to 1960s2. Meaning that 
New Zealand imported a lot of its culture from the United 
Kingdom. This is especially true when talking about New 
Zealand’s motorcycle and chopper culture. Like many sub-
cultures, they constructed their community symbolically, 
symbols that were easily imported through media and ap-
plied regardless of geography3. 

The changing face of youth culture within the 1950s and 
1960s was a sign of changing social and political values4. 
Martin Ruben showed this generational shift best, as par-
ents who had “endured the Depression, fought the War, and 
stood vigilant against Communism, found themselves con-
fronted with offspring who seemed perversely dedicated to 
rejecting the perfect world their parents had so arduously 
constructed for them”5. Offering a willing market of dis-
gruntled youth, eager to absorb emerging counter-cultural 
ideas, through new, youth-orientated media.

In the United Kingdom motorcycles took on an increas-
ing role within the youth culture of post-war Britain, with 
the ‘Teddy Boys’ emergence in the 1950s6. This subculture 
later split into the Mods, adopting European fashion atop 
Vespas, and Rockers, wearing American-style jeans, boots 
and leather jackets, astride British motorcycles. The Rock-
er style, which had emerged from its divergence with the 
Teddy Boys, took pieces from the well-established outlaw 
biker model of the United States. Crossing the Atlantic saw 
it morph into a distinctly English variant of the American 
outlaw biker model. This evolutionary variation would lat-
er provide an alternative influence, for New Zealand bikers, 
looking to form their own local identity via the globalised 
media7. 

This specific export to New Zealand was seen by Jake Wil-
liams, Road Captain of the ‘Retro Rockers Nostalgic Chop-

1 Haslett, David. “Riding at the Margins: International Media and the Construction of a Generic Outlaw Biker Identity in the South Island of New 
Zealand, circa 1950-1975.” Masters Thesis, University of Canterbury, 2007, 92
2 Haslett, David. “Riding at the Margins”, 92 
3 Haslett, David. “Riding at the Margins”, 92
⁴ Haslett, David. “Riding at the Margins”, 36. 
⁵ Rubin, Martin, “Make Love Make War’: Cultural Confusion and the Biker Film Cycle,” Film History, Exploitation Film 6, no. 3 (1994): pp. 355-
381. 
⁶ Haslett, David. “Riding at the Margins”, 38. 
⁷ Haslett, David. “Riding at the Margins”, 1 
⁸ Crick, Daniel. Conversation with Jake Williams. E-Mail and Mail, May 12, 2021  
⁹ Harris, Ian Richard. “Myth and Reality in the Motorcycle Subculture.” Ph. D Thesis, University of Warwick,1986, 33
10 Harris, Ian Richard,  “Myth and Reality”, xi. 
11 Haslett, David. “Riding at the Margins”, 92

per Group’. 

“In the 1960s, in Wellington city, there were groups of 
youth following overseas trends (USA/England) most 
notably to me as a young 9/10 [year old] boy, were the 
Mods and Rockers”.8

  
The 1954 film ‘The Wild One’ reinforced emerging biker 
trends and struck a chord with youth in Britain, as the char-
acters rode British-made motorcycles. 

“Brando did for biking what Presley had done for rock 
‘n’ roll” … It was Brando, the mean, moody, magnificent 
rebel who became the stereotype upon which the univer-
salised mass motorcycle subculture of the late 1950s and 
1960s was founded“.9

While the genealogy of the whole motorcycling subculture 
cannot be drawn back to this single film, ‘The Wild One’  
brought together many separate and developing trends in 
the growing youth-dominated motorcycle market, creating 
a unified, copyable image for UK and New Zealand youth. 
At the time this film was revolutionary, for the first time a 
major movie represented this new generation as they saw 
themselves.

 “Hollywood was making films about us... Our heroes 
had at last vanquished the heroes of our parents’ genera-
tion. And our heroes didn‘t wear dinner Jackets and ties, 
they wore leather jackets and jeans, just like us”.10

A globalised media allowed near-instant transmission of 
ideas, instantly New Zealand motorcycle clubs began rep-
licating Brando’s image and attitude11. The Wild One had 
given New Zealand bikers an identity they could base them-
selves on, a starting point, from which they could modify 
into something distinctly local.

Its success in the US saw it spark a raft of Hollywood bik-
er films and media, copying the same ideas and stereotypes 
exposed in 'The Wild One', later screening in New Zealand’s 
drive-through cinemas for an eager youth market to absorb.

Chapter One: Context
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The American Influence
American style dancing, food and drink, music and lei-
sure came with the 15000-45000 General Infantry passing 
through New Zealand during the Pacific war12, with an in-
terest in Americana remaining post war. Like with the Unit-
ed Kingdoms’ immigrants of the 1940s-1960s,  nearly 1500 
New Zealand women married Americans during World 
War Two, seeing the two cultures permanently linked13. In-
terest in Americana, within New Zealand, increased post 
-war, with the flourishing of NZ - US relations.

 “American cultural influences such as country music, 
Hollywood movies and television shows were popular, 
and the Fulbright programme (1946) encouraged cultur-
al and educational exchanges with the US”.14

 
The development of the United States Outlaw biker occurred 
long before that of the United Kingdoms Rocker. The Out-
law biker traces their roots back to the 1946 Hollister riot15, 
with the idea of the outlaw going back to the American west. 

“The ‘outlaw,’ regardless of gender, tends to personify in-
dependence and freedom. Often this myth making over-
looks serious flaws in the outlaw’s character, with people 
preferring to see them more as resistance figures”.16  

This definition would be used by the media, in describing 
the Outlaw Motorcycle Clubs (OMCs), in their early days, 
overlooking serious flaws in their character, romanticising 
them as idols of freedom. A definition changed by the Hol-
lister riot.

The Hollister riot was a defining event for the American mo-
torcycle community in two ways. Firstly it birthed the 1%er 
OMCs, which later morphed into the criminal segment of 
motorcycle clubs17. Secondly, it set the tone for how main-
stream media would cover bikers in the future, exaggerating 
events to vilify bikers for mild offences, such as the minor 
property damage at Hollister18. 'The Wild One' for example 
was based on the exaggerated news reports from the 'riot'.

The defining moment of Hollister and its impact on the 

12 Phillips, Jock. “US Forces in New Zealand.” New Zealand History. Ministry for Culture and Heritage, 2011. https://nzhistory.govt.nz/war/us-forces-
new-zealand. 
13 Phillips, Jock. “US Forces in New Zealand.” 
14 Phillips, Jock. “US Forces in New Zealand.” 
15 Saia, Anthony M. “The Evolution and Influence of Outlaw Motorcycle Clubs in the American West.” Masters Thesis, University of Idaho, 2015, 32
16 Haslett, David. “Riding at the Margins”, 57. 
17 King, Nicholas S. “Unsuspected: The U.S. Military’s Unintended Contribution to Outlaw Motorcycle Gangs.” Masters Thesis, Naval Postgraduate 
School, Monterey, California, 2019, 16
18 Dourghty, C. I. “More On Hollister's Bad Time.” San Francisco Chronicle. July 6, 1947.  
19 Haslett, David. “Riding at the Margins”, 137. 
20 Haslett, David. “Riding at the Margins”,134. 
21 Haslett, David. “Riding at the Margins”, 95
22 Haslett, David. “Riding at the Margins”, 43
23 Harris, Ian Richard,  “Myth and Reality”, 318. 
24 D'Orléans, Paul. “The Chopper: The Real Story.” Berlin: Gestalten, 2014, 186
25 D'Orléans, Paul. “The Chopper: The Real Story.” 186 

American biker community was paralleled in New Zealand 
by the Kerrs Road incident19. Kerrs Road set the trend for 
how New Zealand’s media would cover groups of bikers in 
the future, much like how Hollister had in the US.  While 
New Zealand politician, Norman Kirk, in his 1972 election 
speech, vowed to “crack down on bikies” mirroring the at-
titudes found in the American ‘Lynch report’20. Counter to 
expectation this hard-line attitude saw New Zealand’s biker 
community galvanised, ensuring its survival, at a time when 
it could’ve been yet another flash in the pan, like many in-
ternational fads21.

America's key export to New Zealand was Hollywood, par-
ticularly the film ‘Easy Rider’. This film struck a chord with 
dissatisfied youth in conservative 1960s New Zealand, as 
“an unabashed celebration of sex, drugs and rock ‘n’ roll”22. 
Leading alienated youth and young adults towards chop-
per culture, a community that would accept those who 
did not share the values and morals of mainstream society. 
The chopper world, before this point, did not have a pub-
lic face, ‘Easy Rider’ uncovered a subculture unknown to 
most, whose membership had only been extended to those 
already in the know23. 

The formula for ‘Easy Rider’ was nothing new, it was the sto-
ry of  “two criminal wanderers finding their just rewards”24. 
A formula seen long before in America’s Western and Road-
Crime movie genres. What made ‘Easy Rider’ such a success 
was the use of the chopper. Arguably the Captain Ameri-
ca chopper is the main character of the film, unknowingly, 
the filmmakers had utilised a symbol more powerful than 
they understood25. Without Captain America, ‘Easy Rider’ 
would have been yet another, in a long list of road crime 
films, in direct competition with ‘Bonnie and Clyde’ which 
premièred that same year. Peter Fonda's ‘Captain America’ 
chopper gave form to simmering, social restlessness.

While typically audiences related to characters, in ‘Easy 
Rider’ audiences bonded with metal and machine. That 
chopper, to the audience, represented adventure, self-reli-
ance and redefined community. It was such a potent sym-
bol because of how heavily it contrasted with the society it 

Context



Page 6 Context

mags, which had a removable two-page centrefold which 
I pinned to my bedroom walls”.35

As David Haslett put it, these publications “enabled bik-
ers to keep up to date with overseas trends in motorcycles, 
clothing, music, OMC insignia, and other aspects of biker 
style”36.  The effect of this media on New Zealand’s youth, 
like Mr. Williams, was reassurance that they were not alone 
in their dissatisfaction with the “grey, conservative, mo-
no-cultural, [of] 1950s/early 60s New Zealand”37. For the 
chopper community that already existed, they allowed the 
latest chopper news, from across the world, to be in their 
hands in relatively real time.

35 Crick, Daniel. Conversation with Jake Williams. E-Mail and Mail, May 12, 2021 
36 Haslett, David. “Riding at the Margins”, 102 
37 Haslett, David. “Riding at the Margins”, 97 
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screened in. For young adults, here was a time when a draft 
board could call you to fight in a place you’d never heard of,  
mass protests filled the evening news, 9-5 suburbia was the 
ideal, all of which was overseen by governments that seemed 
hell-bent on starting a nuclear war. The escape and freedom 
the film promised, must have been an irresistible beacon, a 
potent icon of a new generation demanding change in cul-
ture and politics26.

David Haslett, while talking with a group of bikers in New 
Zealand’s south island concerning the film, states “almost to 
a man, the ‘outlaw’ bikers who I discussed this movie with 
saw ‘Easy Rider’ as the film that defined the ‘outlaw’ motor-
cycle”.27 

Two films, ‘The Wild One’ and ‘Easy Rider’, had internation-
ally defined the biker image and the machine they would 
ride. Unknowingly starting an international chopper boom.

The Chopper in New Zealand
New Zealand gangs have had a large role in the adoption 
and prevalence of chopper culture in New Zealand. Amer-
ican-style biker gangs and subsequently bikes came to New 
Zealand in 1961 with the first international chapter of the 
Hells Angels appearing in Auckland28. When discussing the 
motorcycle, in relation to South Island OMCs the “motor-
cycle is so dominant as to render other interests not only 
secondary but trivial”29. Imported gang ideas and customs 
played a role in the importing of chopper culture. As said 
earlier, subcultures such as gangs, are built symbolically, 
upon their patches, tattoos, dress and of course what they 
ride. The main outlet for personal expression, in this regi-
mented gang hierarchy, lay within the customising of their 
motorcycles, “ to transform them into an extension of them-
selves... Personal monuments, created in their image, how-
ever abstract”30.

However, gangs were not the only ones riding and building 
choppers in 1960’s New Zealand. My discussion with Jake 
Williams led to him describing the chopper scene in New 
Zealand when he was young. 

“Back in the day there didn’t seem to be a lot of prom-
inent businesses building bikes for the public, possibly 
due to expense, but a lot of bikes were being built by the 
‘do it yourself ’ garage builders”.31 

26 D'Orléans, Paul. “The Chopper: The Real Story.” 182 
27 Haslett, David. “Riding at the Margins”, 43 
28 Haslett, David. “Riding at the Margins”, 79 
29 Haslett, David. “Riding at the Margins”, 64 
30 Haslett, David. “Riding at the Margins”, 59 
31 Crick, Daniel. Conversation with Jake Williams. E-Mail and Mail, May 12, 2021 
32 Haslett, David. “Riding at the Margins”, 93 
33 Haslett, David. “Riding at the Margins”, 93 
34 Haslett, David. “Riding at the Margins”, 97 

His first-hand account shows that choppers were being built 
in New Zealand at this time, but more so, that they were be-
ing built by 'DIY' garage builders. This is what makes bikes 
of this period so special, they were for the individual, by the 
individual. 

Chopper Media
The chopper was a cultural import, through the OMCs that 
rode them and the movies that starred them. As the chop-
per took root in New Zealand, its stylistic evolution contin-
ued worldwide. An evolution that can be seen in the dou-
ble-page spreads of magazines, finding themselves on New 
Zealand coffee and bedside tables. 

While older media found itself lost and unable to under-
stand ‘Chopperdom’, newer forms emerged. American 
Chopper, Easy Rider Magazine and Iron Horse filled their 
pages with all things chopper, including the latest creations 
of builders, new products and lifestyle pieces detailing the 
culture. David Haslett, after talking with his interviewees 
stated “all of the bikers from the period… were already well 
familiar with these types of machines from their reading of 
American ‘Biker Lifestyle Magazines”32. More local publi-
cations appeared, capitalizing on  New Zealanders' growing 
interest, such as ‘OZBIE’ and New Zealand’s own ‘Scream-
ing Eagle’, 

“Bikers from all clubs of the day report that they tend-
ed to read the same books and magazines and that they 
sometimes used them as a reference point”.33 

This homogenized and connected an at times isolated com-
munity of individuals and small groups. The low availabil-
ity of such media meant that magazines were swapped or 
borrowed, spreading ideas and aesthetic changes within the 
community. This exchange economy of chopper magazines 
didn’t just carry symbolic significance, but also utility as 
they held technical tips, where financial pressures necessi-
tated bikers being able to repair and modify their own ma-
chines34.

During my conversation with Jake Williams, he highlights 
the importance of these magazines in his youth.

 “My life-long love/passion for old school custom chop-
pers was [from] posters and pictures out of chopper 



 The Chopper Page 7

The Beginning
The definition of a custom motorcycle, at its most basic lev-
el, is any machine that has been modified from the facto-
ry standard. Be that for personal requirements, improved 
performance, or aesthetics. With this definition established, 
the first custom motorcycle is credited as being the 1904 
‘Dreadnought’, built by Harold ‘Oily’ Karslake1. Tailoring 
his bike for his 6’4” stature and tinkering with its mechan-
ical workings for improved reliability. Setting the first dis-
tinction for the custom vs. production motorcycle, as that 
of the ‘one off ’, with no concern for repeatability.

By the 1920’s improving technology and World War One, 
cemented motorcycles in society as utilitarian, cheap trans-
port. By this time the first defined class of custom motor-
cycles had emerged known as ‘The Special’2. The term was 
broad, encompassing all machines not stock.

The ‘California Cut Down’ (CCD) was the first distinct sub- 
category of ‘Special’, emerging in the late 1920s. Arising from 
the need to update an older machine with a new aesthetic. 
The CCD coincided with the start of the Great Depression, 
where buying new, for many, was out of the question. Their 
older machines no longer resembled the new motorcycles 
coming out of the factory. So began the CCD, as a way of 
making an older machine resemble a modern motorcycle 
for minimal cost3.

The Bob Job was a natural progression of the CCD, relying 
heavily on the ‘cut’ as a means to customise. The Bob Jobs 
lineage owes its looks to the Class C racer4. An invention 
of the American Motorcycle Association (AMA), Class C 
races, established in 1933, at the tail end of the Great De-
pression, was a way to encourage people into motorcycle 
racing, by lowering the financial barrier to entry5. A limited 
number of permitted off-the-shelf parts meant the best way 
to gain a performance advantage was by making the bikes as 
light as possible. This saw the motorcycle stripped, fenders 
were cut or thrown out altogether and if it wasn't essential, 
it was removed. Suddenly racing was within the reach of the 
average person, as was this fairly rudimentary form of cus-
tomising. This style of race bike was copied by the public, as 
the Bob Job or Bobber, injecting a serious dose of style into 
a drab factory machine with relative ease.

1 D'Orléans, Paul. “The Chopper: The Real Story.” 10 
2 D'Orléans, Paul. “The Chopper: The Real Story.” 11 
3 D'Orléans, Paul. “The Chopper: The Real Story.” 13 
4 D'Orléans, Paul. “The Chopper: The Real Story.” 17 
5 D'Orléans, Paul. “The Chopper: The Real Story.” 17 
6  D'Orléans, Paul. “The Chopper: The Real Story.” 20
7  D'Orléans, Paul. “The Chopper: The Real Story.” 50
8 Harris, Maz, Bikers: Birth of a Modern-Day Outlaw, London: Faber & Faber , 1985, 22.
9 D'Orléans, Paul. “The Chopper: The Real Story.” 53
10 D'Orléans, Paul. “The Chopper: The Real Story.” 53 

The Bob Jobs of the early 30’s stuck to this copy-paste formu-
la, however, a small selection of bikers began to turn their 
focus away from function and speed, toward aesthetics. Be-
fore America's involvement in World War Two, a number of 
Bob Jobs sported a fancy paint job and additional chrome6. 
This separates them from their mud-caked, speed-focused, 
Class C forebears, a change was beginning.  

The birth of the chopper was therefore a slow evolution, 
which gradually shed the functionality of the Class C rac-
er for an aesthetic focus. Forming the basis for an entirely 
new genre, a motorcycle wholly focused on artistic expres-
sion.  “This was the breaking point with mere utility, and the 
move towards art”.7

The Chopper Arrives
“The day had dawned when the motorcycle ceased, for all 
time, to be exclusively either cheap ride-to-work trans-
port for the financially hard- pressed manual worker or 
the sporting mount of the more adventurous bourgeois. 
It became instead the object by which a specifically work-
ing-class subcultural style was generated and sustained. 
It was a commodity re appropriated and redefined until 
it came to represent a symbol of resistance to the all-em-
bracing hegemony of the dominant culture”.8

The story of the chopper often told, is that immediately fol-
lowing the war, choppers emerged. However, the story is 
more logical and followed the established lineage of grad-
ual evolution. Following World War Two a vast number of 
servicemen purchased motorcycles, the Army sold their 
surplus Harley Davison’s for cents on the dollar and facto-
ries still geared for war production had saturated the civil-
ian market9. A number of these men banded together into 
clubs, similar in structure to the battalions many of them 
had fought in. Travelling the open roads, sharing the com-
mon experiences of war and the camaraderie of like- mind-
ed individuals. However, they did not immediately begin 
building choppers. Logically they did as they had done pre-
war, building Bob Jobs, with a slight focus on aesthetics10. 
A growing emphasis on aesthetics saw chrome shops in the 
early 1950’s grow. Wheels, forks and all manner of parts 
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were dipped in their Chromium Cyanide baths11. These late 
Bob Jobs were a far cry from the mud-caked ‘Class C’ clones 
that predeceased them, however, they weren't choppers. It 
wasn't until the late 1950's that all the classic chopper ele-
ments came together. 

In broad terms what separates the chopper from all other 
motorcycles is the sacrifice of functionality for pure style, 
reflecting the personality that built it12. All the parts that had 
evolved from the early 1940s, slowly emphasising aesthetics, 
changed trajectory. Parts like the 2” longer telescopic Har-
ley forks and ape hangers, atop long raked front ends, sacri-
ficed functionality for aesthetics. By this point the muscular 
appearance of the Bob Job had been shed for “spindly and 
long… the overall effect was one of delicate, almost bridge 
like architecture”13, seeming to strain under the weight of 
the v-twin, commonly found at the centre of the compo-
sition. In general, everything that makes a chopper, the 
increased rake, long forks, chopped frame geometry, hard-
tail, ape hangers and narrow wheels, makes the bike worse 
in every measurable way. But in one key way, a way that 
can't be measured, you've made the bike superior to a stock 
machine. 

“Call that expression a study of freedom in motion, or 
a form of outsiderness, or an outrageous statement of 
identity; the chopper delivers the message in spades”.14

In this way, the bike has gained something intangible 
glimpsed in Easy Rider, a spirit, a meaning beyond move-
ment and in turn symbolic status as artistic expression over 
utilitarian transport. How had transport become sculpture, 
how did mere metal take on a spirit ? 

To answer in a sentence, the how is the when. The chopper 
like any artwork is “indexical of the social milieu and cul-
tural values of its maker”15. The 1960s was a time of tremen-
dous social and political change, “people thought they could 
change the world—and they did”16. The chopper wasn't just 
artistic expression, it took on meaning as protest. This was 
a decade of change and every message needed a picket sign, 
for many, the chopper's connotations, formed by the media, 
as representing freedom and the romanticised outlaw, made 
it the perfect canvas for a protest slogan.

11 D'Orléans, Paul. “The Chopper: The Real Story.” 20 
12 D'Orléans, Paul. “The Chopper: The Real Story.” 50 
13 D'Orléans, Paul. “The Chopper: The Real Story.” 93 
14 D'Orléans, Paul. “The Chopper: The Real Story.” 125 
15 Ingold, Tim. “Making: Anthropology, Archaeology, Art and Architecture,” in Making: Anthropology, Archaeology, Art and Architecture (London: 
Routledge, 2013), pp. 7 
16 Marwick, Arthur. “The Cultural Revolution of the Long Sixties: Voices of Reaction, Protest, and Permeation,” The International History Review 27, 
no. 4 (2005), 46. 
17 History of the Chopper (Discovery Channel, 2010). 
18 History of the Chopper (Discovery Channel, 2010). 
19 Youngblood, Ed , "Moving Beyond Prejudice", American Motorcyclist, American Motorcyclist Association, vol. 49 no. 3,(March 1995), 15 

More Than a Bike
The 1960s was the decade of change through protest, the 
new generation questioned the societal values their par-
ents had fought so hard to preserve. The chopper's loud-
ness, both physically and metaphorically, was in defiance 
of a system that no longer reflected the society it imposed 
itself on. The media had turned the chopper and its rider 
into the modern cowboy. A potent symbol to be adopted by 
protesters turning them into outlaws', taking on the outlaws 
connotations as resistance figures against 'the system'.  The 
chopper was the result of its context but also reactionary 
and provocative of it. For white, male chopper builders the 
chopper was a symbol of freedom, the antithesis of dom-
inant boomer society, but for two other groups choppers 
took on more meaning.

Coloured Bikers
While the media was key in the popularisation and spread-
ing of ideas within the chopper community, it was not rep-
resentative of the community as a whole. African American, 
Asian and South American builders were excluded from ap-
pearing in popular publications. Excluded from mainstream 
chopper culture they formed their own media titles such as 
'Soul Spokes' and 'Soulful Wheels'17, all while they organised 
their own clubs such as the 'South Bay Dragons'. 

The African American community was instrumental in the 
furthering and experimentation within chopper design. 
‘Sugar Bear’, an African American bike builder, designed 
and built a revolutionary extended springer front end, which 
unlike the competition did no` bounce or hop and could 
be ridden one-handed. He details his experiences in 1960s 
America, on Discovery’s ‘History of the Chopper’. He states, 
“Easy Rider [magazine] at the time had white power adds, 
swastikas [and] SS insignia in the adds, in the magazine, and 
that was their clientele at the time”18. Like most of Ameri-
can society, the chopper community was not spared the ugly 
tough of racism, going right back to the formation of the 
AMA which only extended membership to white riders  un-
til the 1950s19. This led to the formation of black motorcycle 
clubs, who like their white counterparts, experimented and 
customised their bikes into extensions of themselves. The 
difference being, when a black chopper trend became popu-

The Chopper
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ripped off because she's just a girl, she doesn't know what 
she's on about".30 
-Helen

“As someone who’s also been involved in mixed clubs, I 
find some young men my age seem to be ego-driven, and 
(pardon the pun) use bikes as a vehicle for their egos…  
There’s an absence of competition as such, and I think 
many of the women involved can relate to each other in 
certain aspects of life; motherhood, work etc. but I think 
there’s value in having other like-minded women who 
really understand the complexities of being a female mo-
torcyclist in a world that still has an overarching male 
influence”.31

-Becki

A prime example of a female motorcyclist and chopper en-
thusiast within New Zealand is the president of the Auck-
land chapter of Highway 51 MC, Jenny Bates. She is well 
known for her run ins with police while astride her chopped 
Harley Davidson32. 

“Female outlaw clubs, like the Scooter Vamps and the 
Dragons, carry the flag of women's liberation within the 
biker movement. The various chapters of these clubs op-
erate very much along the well established lines of male 
outlaw clubs, taking a greater interest in their machines... 
The Scooter Vamps all ride chopped Harley's”.33 

Female absence from chopper media, therefore, is not rep-
resentative of their participation in the culture. Female 
chopper builders are making names for themselves, as their 
skills and contributions become recognized and celebrated. 
As the number of female motorcyclists continues to grow, 
the number of females building and riding bikes of their 
creation accompanies the trend34. They continue to push 
the boundaries of what's possible, progressing the chopper 
world forward. 

“I think my generation is changing the motorcycle in-
dustry because you are seeing people getting involved 
at a younger age and more females are getting into the 
male-driven industry. I think we will see more variety of 
builds, more hand-built, no limitations on creativity for 
builds”.35

30 Crick, Daniel. Conversation with The Litas, E-Mail, June 8, 2021  
31 Crick, Daniel. Conversation with The Litas. E-Mail, June 8, 2021 
32 Harris, Ian Richard,  “Myth and Reality”, 378 
33 Harris, Ian Richard,  “Myth and Reality”, 386 
34 Harris, Ian Richard,  “Myth and Reality”, 390 
35 Stemp, Marilyn. “Women Builders Roll to the Front of the Pack,” The Legendary Buffalo Chip, September 13, 2017 https://www.buffalochip.com/
NEWS-INFO/News/Sturgis-Rider-News-Blog/ArtMID/2002/ArticleID/564/Women-Builders-Roll-to-the-Front-of-the-Pack. 
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lar its origin was ignored20. Black builders were pioneers in 
many of the defining features in chopper aesthetics. Howev-
er, their accomplishments were overlooked.

“I looked at Easy Rider [magazine] to see what they called 
motorcycles and for me, it's kind of funny because a lot 
of the stuff I see is old stuff renewed, that we were doing 
in the 50s, 60s and the 70s and it's brand new stuff to a lot 
of people because they don't know their history”.21

Choppers had an added layer of symbolism, in the height of 
the civil rights movement, they were potent signs of protest 
and defiance in their struggle for equality.

The name Cliff Soney Vaughs probably won't be familiar to 
the reader, but chances are you've seen his work. Mr. Vaughs 
built the most famous chopper in all of 'chopperdom', Cap-
tain America, the star of ‘Easy Rider’. Like with all choppers 
they “get up the nose of authority”22 but to African Ameri-
can riders they said something more.

 “I could be an example to black folks living in the south… 
that's why I rode my chopper in Alabama… I wanted to be 
a visible example to them; a free black man on my motor-
cycle”.23 

To ride a blue knucklehead chopper through the deep south 
in 1964, with a white woman on the back, was just as potent 
a protest as any picket line, march, or sit-in. He recounts how 
while driving Miss Iris Greenburg on the back of his chop-
per, to meet with a student committee to initiate a boycott 
“ a pickup truck passed us going in the opposite direction, 
stopped and turned around. They took a shot at us from 
behind”24. Sonny on his freedom representing chopper, with 
a white woman on the back, infuriated white southerners 
who wanted to maintain the system of oppression. While 
simultaneously, this same sight was an uplifting symbol of 
freedom and rebellion for the African American communi-
ty who saw him thunder by.

Women in Motorcycling 
Women in the chopper and motorcycling worlds have often 
been portrayed as passengers, or eye candy, to be draped 
over the bikes for glossy magazine covers. However, wom-
en have been active participants in both cultures. Like with 

20 History of the Chopper (Discovery Channel, 2010) 
21 History of the Chopper (Discovery Channel, 2010) 
22 Haslett, David. “Riding at the Margins”, 64 
23 D'Orléans, Paul. “The Chopper: The Real Story.”, 169 
24 D'Orléans, Paul. “The Chopper: The Real Story.”, 169 
25 Stewart, Nikita. "Overlooked No More: Bessie B. Stringfield, the 'Motorcycle Queen of Miami", The New York Times, April 4, 2018 
26 Harris, Ian Richard,  “Myth and Reality”, 331 
27 Harris, Ian Richard,  “Myth and Reality”, 336 
28 Harris, Ian Richard,  “Myth and Reality”, 318. 
29 Schmitt, Genevieve. “Fastest Growing Women's Motorcycle Group Right Now,” Women Riders Now, April 5, 2016, https://womenridersnow.com/
fastest-growing-womens-motorcycle-group-right-now/.

African American builders in the 1960s, their absence from 
related media is not indicative of their participation in both 
cultures.

For as long as there have been motorcycles women have 
been riding them. Women like Bessie Stringfield, the first 
female, African American motorcyclist to ride across the 
United States solo, going on to be one of the few civilian 
dispatch riders of World War Two25. However, as a group, 
women have faced a greater degree of discouragement from 
entering the community. 

“Girls who might aspire to join the group are often dis-
couraged from doing so, not only by the boys, but also by 
their own female school friends, who tend to regard mo-
torcycling with at best, bored disinterest, and at worst, 
complete disdain”.26

Coinciding with the Women's Liberation movement the 
chopper exposed by ‘Easy Rider’ was re-purposed by wom-
en, as a means to protest their expected life as a housewives 
and mothers. 

“It was the rapidly expanding custom biker movement of 
the late 1960s… that opened up fresh avenues of involve-
ment for women within the motorcycle subculture”27, 
“Prior to the arrival of Easy Rider, it was rare indeed to 
catch sight of a woman aboard her own motorcycle".28 

Female-only motorcycle clubs began to grow and proliferate 
following similar structures to their male counterparts dis-
cussed earlier. One of these pillars was the customization of 
their motorcycles into abstractions of themselves.

In today's New Zealand we have the all-female motorcycle 
club, ‘The Litas’, with their slogan “Raise Hell, Babes”. This 
slogan represents the club's greater goals of “raising hell by 
breaking social norms and creating a new culture of riders 
who stand for something bigger than themselves”29. A con-
versation with the Litas shone a light on what an all-female 
motorcycle club offers them.

"The Litas are more inclusive, more likely to understand 
'my' situation i.e. I don't come from a biking (on- or off-
road) background, ...   they are so supportive, easy to talk 
to, understand things like being 'mansplained' or being 

The Chopper
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Puhoi
Puhoi is unique in New Zealand's history, one of only two 
Bohemian-established settlements in the whole of the coun-
try. The town was founded by Austrian Captain Krippner1 
with and a group mostly made of farm labourers, domestic 
servants, coal miners and tradesmen, New Zealand prom-
ised them the ability to become land owners. This land 
however, was not welcoming, being “steep, not particular-
ly fertile, muddy, hilly and covered with dense bush”2. Pu-
hoi’s change of fortunes, from its initial struggles, is linked 
to road building, allowing the town to export its products.  
Approximately 16520 cubic metres of Kauri were felled 
around this period and provided Puhoi with the bulk of 
its income3. By 1876 the Great North road linked Puhoi 
to the north-south traffic into Auckland, aiding the town's 
growth4. Not long after Salesyard road was laid, the Puhoi 
Pub and stables were built in 1879 on this road, the last of 3 
historic pubs remaining. 

The pub has become a hub for Auckland motorcyclists, 
most popular on weekends. Fed by State Highway 1, as 
its most direct route, or along State Highway 16, through 
Kaukapakapa, up to Wellsford, along winding back country 
roads. This ride is considered by ‘Planet Chopper’ as “one of 
the best motorcycle rides in Auckland”5. Its location, rustic 
character and surrounding natural beauty have made it the 
destination for motorcyclists. 

“Flags, photos, coasters, bank notes, scrawled by drink-
ers and mementos of the pubs' historic, colourful past 
festoon the bars' walls. In the dining hall there are his-
toric portraits of chiefs from the local Iwi . This blend of 
culture encapsulates the New Zealand motorcycle com-
munity under one roof”.6

However, the specific site chosen is the hill overlooking the 
pub. The reason for this is twofold. Firstly, the pub is a his-
toric icon in Puhoi and wider Auckland, its stance in the 
green hills, alone and defiant, is a view best left uninterrupt-
ed. Secondly, the pub and its surrounding land is a keystone 
of its community and is utilised for a number of annual and 
weekly events. For this reason, the proposal will not be on 
the Pub's land, preserving its community use, as well as its 
heritage value and appearance in the landscape. The site 

1 PROCHÁZKOVÁ, JANA. “BOHEMIANS IN NEW ZEALAND – THE HISTORY AND PRESENT SITUATION OF THE PUHOI VILLAGE.” 
Český Lid 97, no. 1, 2010, 21 
2 PROCHÁZKOVÁ, JANA. “BOHEMIANS IN NEW ZEALAND”, 21  
3 McClure, Margaret. “Auckland Places - Whangaparāo,” Te Ara Encyclopedia of New Zealand, December 6, 2007, https://teara.govt.nz/en/auck-
land-places/page-2.  
4 K Mooney, “WHO WERE THE PEOPLE OF PUHOI ‘A Story of Puhoi’ 1863 – 1963,” The Bohemian Association of New Zealand, July 26, 2021, 
https://bohemianassociation.wordpress.com/history/. 
5 Planet Chopper. “Puhoi Pub: The World's Best Biker Bar?,” Planet Chopper, November 26, 2020, https://planetchopper.world/blog/puhoi-pub-
worlds-best-biker-bar/. 
6  Planet Chopper, “Puhoi Pub: The World's Best Biker Bar?”
7 Crick, Daniel. Conversation with Jody Hooker. Personal, May 14, 2021. 

chosen is directly across the Puhoi river, sloping southwest 
with a rise of 36m above sea level, angled towards the Puhoi 
river and facing the old pub.
 

Program
The program for the site was derived from the communi-
ty being investigated. Conversations were had with Jody 
Hooker of ‘Hookers Custom Rides’, Lance Anderson of ‘An-
derson Cycles’, Jake Williams Road Captain of ‘The Retro 
Rockers Nostalgic Chopper Club’ and members of ‘The 
Litas'. The hope was that from these conversations a miss-
ing link would be found, that is halting the progress of New 
Zealand based chopper builders. From these conversations, 
three key points were found.

Exposure
New Zealand being a small country, means it is hard to get 
noticed, especially in the niche world of choppers and cus-
tom motorcycles. New Zealand hosts motorcycle shows, 
although they are infrequent and improperly advertised. 
Local print magazines on the topic no longer exist and with 
the pandemic and subsequent cancellation of the few chop-
per shows that occur, it's been harder than ever for builders 
to show off their skills and art.  The chopper community 
in New Zealand appears to be alive and well, however, it’s 
spread out and hard to access. From my point of view, as 
someone on the outside looking into the chopper scene, 
there isn’t an obvious way in. There's no hub, physical or 
metaphorical, for those looking to get into the communi-
ty as hobbyists or commercially. Additionally, for those al-
ready established, there seems to be a lack of community 
outside attending shows. Individual builders have managed 
to create private networks of people to ask for advice on 
specific issues but there isn't a communal repository for that 
knowledge or a consistent location where builders could 
meet up, display work and share ideas.

The position of their physical workshops is a double-edged 
sword in relation to exposure.  This was highlighted by Jody, 
whose previous workshop was on the main road and his 
bikes were parked along the street frontage7. This sparked 
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curiosity about what Jody was doing, drawing the public 
in. He would have conversations with locals, discussing his 
bikes and what he does. People would come over for a few 
bears and to use his pool table, creating bonds and friend-
ships, making his shop a hub for motorcyclists to socialise. 
However, the other effect of this was that with all these peo-
ple coming in to chat, play pool and socialise, he was unable 
to get work done, having to stay late into the night and tidy 
up after people. This is due to blurred lines of privacy, a key 
issue that will need addressing, to strike the right balance 
between a professional work environment and a commu-
nity centre.

Access to Tools
One thing the builders shared was a desire to have access 
to more tools, to improve their ability to make. Jody stat-
ed when asked what he'd do if he had all the money in the 
world “I'd buy some cool tools, better tools, more tools”. Go-
ing on to state their importance, “the more tools you've got 
the better quality can come out... Without the tools you can't 
really make your dream”8. While the traditions of chopper 
builders of old have been to make do, the advances in fabri-
cation technology and tooling allow new avenues for crea-
tivity and community advancement. In a sense, it also keeps 
the craft interesting and exciting for the builders, as new 
tools require new skills to be learned and mastered as they 
push their abilities. In this sense access to tools allows the 
builders to dream bigger and turn their creativity to other 
parts of the bike, which previously had to be bought due to 
their inability to be made in-house. 

Passing Down / Grouping of Knowledge
The gradual decline in popularity, from its peak in the 
1960s, creates a fear that this unique art form and section of 
history, is fading from memory, as the chopper builders of 
the 1960s head into their 80s. This is a fear shared by Lance, 
Jody and Jake, each in their own way, looking to preserve 
these skills and knowledge.

Lance stated “not many kids are into getting dirty and 
welding and cutting and grinding...  Basically, when I 
retire I want to sell my bikes to people who are passion-
ate about them and then I want to give away most of my 
tools and stuff, to give to young people who are gonna 
keep it alive... I’d like to do this for a long time to come 
but I’d also like it to teach".9

Jody stated when discussing his shop and bikes,  “Yea it's 
my legacy, my grandson wants to come and work here  
and run it, so he's 13 now so I’m gonna be teaching  him 
how to weld and stuff like that".10

8 Crick, Daniel. Conversation with Jody Hooker. Personal, May 14, 2021
9 Crick, Daniel. Conversation with Lance Anderson. Personal, May 18, 2021  
10 Crick, Daniel. Conversation with Jody Hooker. Personal, May 14, 2021.  
11 Crick, Daniel. Conversation with Jake Williams. E-Mail and Mail, May 12, 2021

Jake stated when asked about how to keep the culture 
alive, “taking someone showing interest in bikes or 
the culture ‘under your wing’, inviting them into your 
world... showing them that building one's own machine 
outweighs the shop bought.. Building something with 
your own hands gives it soul”.11

In this regard this project should act as an archive of sorts 
for these bikes, a place where anyone can view them, hope-
fully sparking a passion they didn't know they had. Or at 
least giving them a greater appreciation for this craft, keep-
ing it alive in the cultural memory. The exhibition space, 
while showing the bikes, will also allow views up to the 
workshops creating a sense of mystery and curiosity. Other 
builders should visit to see what this group is doing, leading 
to a greater bond between builders, who may become inter-
ested in joining this guild-like space. Although this project 
does not intend to be a teaching space, it should not hinder 
this, being at the discretion of the builders. An avenue for 
future exploration could be to design a process, in which 
additional workshops and specialty spaces could be added 
if additional builders wanted to join. Alternatively, a system 
could be designed that would give builders an artist-in-res-
idence style of use.

Site and Program

Above: Jody next to a work in progress Bobber. Below: Lance next to 
his Bobber 'Businesses Card' (Photographed by Author)
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Figure 4: Curved bracketry foot pedals and under 
seat. Additionally note the Frankenstein motor

Figure 2: Gas/Oil tank with braided hoses

Figure 3: Twisted springer front end

Figure 1: 'Berserker' copper oil lines

Design Methodology Page 13

Defining the Chopper for this Thesis 
“Folk art isn't influenced by movements in academic or 
fine art circles, and folk artists are typically self-taught, 
while their work is usually created alone, or in small 
communities. Folk art expresses cultural identity by con-
veying shared community values and aesthetics”.1

Defining folk art is how this thesis will define the type of 
chopper being used. Following ‘Easy Rider’, the original 
ethos of chopper culture began to shift toward a mon-
ey-making venture. Folk art by its very definition encom-
passes a small, underground community of artisans, that by 
its very proliferation and popularization, waters down and 
separates them from their original intent. Choppers, origi-
nally the embodiment of skill, craft and individualism, built 
by an underground community of artisans, pre ‘Easy Rider’, 
are the choppers that influence and speak to this thesis.

The Chopper as a Design Tool
“I am interested in producing work with a meaning that 
can be understood only by absorbing and comprehend-
ing the culture for which it was made”.2 

The first two chapters of this thesis have explored the cul-
tural and design context for these bikes. By doing so, allow-
ing this knowledge and understanding of the culture, to 
permeate the design, a design for the community, informed 
by first understanding it.

Design Methodology
The aesthetic forms of the chopper can not be used as the 
design driver, as every builder has a unique style. Instead, 
the chopper will be approached in the same way an art 
historian would approach an art movement. Looking to 
extrapolate core concepts and drivers that unite the entire 
style, regardless of specific artists' aesthetic choices.

Expression of mechanism/Attention to detail
The first two core values of the chopper are the expression 
of the mechanism and attention to detail. Brought together, 
as typically the expression of mechanism sees a lot of at-
tention, detail and ornamentation put into it. In a sentence, 
the workings of the bike, how the motorcycle performs its 
main job of movement, is where builders focus their craft 
and embellishments. 

As a case study, this thesis looks at ‘Indian Larry’, who ad-
hered to the old school methods and values of chopper 

1 D'Orléans, Paul. “The Chopper: The Real Story", 101 
2 Peter Cook and George Rand, "Morphosis: Buildings and Projects 1989-1992", (New York: Rizzoli, 1989), 8 
3 Nichols, Dave. “Indian Larry: Chopper Shaman”, (St. Paul, MN: Motorbooks International, 2010), 60. 

building. His importance to this thesis is as a source of in-
spiration for both, Lance and Jody. His influence on two of 
my ‘clients’, strict adherence to ‘old school’ chopper princi-
ples and effect on the chopper world, will see his bikes used 
as examples, to illustrate explanations.

“Larry liked to see all the parts of the motorcycle ex-
posed. He liked to see all the gizmo’s, the clockwork of 
the bike. The art was in the function”.3

Unlike the car that hides its complex systems, necessary for 
movement, under a sheet metal skin, the chopper puts them 
on show.

Harley engines, typically used in choppers, have their oil 
system separate from the motor. Custom frames often mean 
the stock oil tank wouldn't fit, they are also far too bulky 
and cumbersome for the spindly, sleek lines of a chopper.  
Where the modern car hides its oil below the motor, mov-
ing it about internally, the exposed, chromed, copper, or 
brass hard lines of the chopper, weave their way from the oil 
tank to the motor. Each line takes a different path to where 
it's needed, meeting the engine with an equally embellished 
connection. A prime example of the art as function princi-
ple. 

In the chopper named ‘Berserker’, the oil travels through a 
maze of hand-curved hard lines, made of copper connect-
ed with brass fittings. The hard lines are used as sculptural 
elements, not taking the most direct route, the lines weave 
around themselves, doubling back before terminating in 
brass connectors. Oil, the lifeblood of the engine, is elevat-
ed and celebrated in ‘Berserker’, taken beyond functionality 
(Figure 1). The hand bending and weaving of these delicate lines 
make them into a celebratory sculpture of function. An in-
direct, creative and descriptive method of oil delivery. 

‘Brooklyn Beatnik’, one of Indian Larry's creations, takes 
fluid delivery in another direction. Fuel and oil both reside 
in a split ‘peanut gas tank’, leaving via 5 separate lines go-
ing to the carburettor, fuel filter, oil filter and engine. Weav-
ing their way around the bike in steel braided hoses and 
chromed fittings (figure 2). The system tells the observer exact-
ly how the bike runs. The fuel and oil system is not just on 
show but is a key aesthetic, almost sculptural element of the 
bike. Two key fluids combined in one tank, the web of lines 
tells the story of movement and therefore of the bike.

Brackets, typically an afterthought or necessary evil, which 
break the lines of the bike, are turned into art. Brackets used 
in this way can be seen on ‘Brooklyn Beatnik’. The springer 
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front end sees the two sides of the forks wound together be-
low the springs, in a ballet of steel and chrome. Achieved by 
heating the metal red hot and twisting it by hand, turning 
key structure into sculpture (Figure 3). 

The battery, oil filter and exhaust are attached using brackets 
that follow this same exhaustive method. Artistically curved 
steel holds key elements to the frame, with the brackets for 
the foot pegs curving out to become the brake and clutch 
pedals themselves (Figure 4).

In ‘When Push Comes to Shove’, a clever play on words 
based on the shovel head motor, Larry's mastery of metal 
is on display once again. The down tube, a purely structur-
al element, is transformed. Once again heated red hot, the 
75mm solid square tube of steel is twisted clockwise, then 
anticlockwise, creating a piece of steel that appears to be in 
motion (Figure 5). This use of twisted metal is repeated on the 
fender supports (Figure 6).

‘When Push Comes to Shove’, has a heavily engraved mo-
tor, gearbox, and primary drive, its imagery full of symbol-
ism and Larry's personal motifs.  These separate elements 
work in unison, motor to primary, through an exposed 
chain drive, into the gearbox and out to the rear tire, cre-
ating movement. The use of ornamental engraving, laden 
with symbolism, is a means to emphasize and celebrate this 
crucial relationship (Figures 5 and 7). 

Down to the tiniest of details, Larry has layered his design 
with symbolism and craftsmanship. The push-rod collars on 
‘Daddy-O’, measuring less than 3 cm, feature his embossed 
question mark symbol, cast in brass and mirror polished (Fig-

ure 8). 

'Chain of Mystery' is one of Larry's most detailed and me-
chanical pieces, which drew not only on his masterful fab-
rication skills, with its unique welded chain frame, but sees 
all elements receive equal attention and celebration (Figure 9). 
This bike also shows his engineering prowess. The heavi-
ly engraved motor is a Frankenstein of the pan-head and 
shovel-head motors. The engineering required to combine 
two motors into one functional motor is immense (Also shown 

in Figure 4, pan-knuckle hybrid). Through its curious nature, sparked by 
Larry's imagination and engineering prowess, the motor is 
an advertisement of skill and attention grabbing curiosity.

Translation.
Using Indian Larry as a case study, choppers use their func-
tional, mechanical elements as the jewellery and sculptures 
of the bike. What allows them to do their job, movement, is 
not only shown, but embellished, the art is in the function. 
Following this line of thought, a building's primary job is to 
stand up. A building being defined as 

“A configuration that resists and balances forces, formed 
from a distinct arrangement of parts, clearly defined and 
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Figure 11: Cliff Vaughs on 'Super Hog' 

Figure 10: Indian Larry next to 'Chain of Mystery'

Figure 9: 'Chain of Mystery', frame and engraving

placed within the expression of mechanism, discussed pre-
viously.

Making for this thesis has given me the ability to under-
stand the skill involved in this craft. My reason for learning 
some of the chopper fabrication processes through produc-
ing models has been to better understand the skill that goes 
into the chopper. To see a perfectly laid weld on a chopper 
frame hides what that weld represents. The production of 
that perfect weld is the result of hundreds of hours, trials, 
failures, knowledge gained and friends asked. This relation-
ship is indicative of every part of the chopper, as its making 
draws on the builders' past and embodies their current skill, 
which will continue to grow.

Translation 
The chopper is a bike builders logbook of every task and 
technique they have practised and mastered over the years. 
Following this line of thinking the design should be a cata-
logue of everything learned through the thesis. Particularly 
the fabrication skills picked up through the process of ab-
stract model making. The forms and shapes created in those 
models are the embodiment of all the time I spent learning 
those skills. They are a catalogue not just of this years work, 
but all the years past, the culmination of my time at Univer-
sity. Therefore those models should play a significant role in 
the design, as representations of my skills.

Description of the Individual
“A custom motorcycle should be as individual as its own-
er. A chopper makes a statement about who you are".8

As discussed earlier, the biker uses their motorcycle as a 
personal monument, created however abstract in their im-
age9. This is especially true when describing choppers, built 
by individuals, for their own personal use.  Jake Williams 
stated “it's important to me when building a bike that it has 
a personality”, this ties into Tim Ingold's statement on mak-
ing, as a way  “to place the object in a social and cultural 
context... thus taking the artwork to be indexical of the so-
cial milieu and cultural values of its maker”10. Combining 
these two statements shows that whether intentional or not, 
the builder imbues their chopper with an abstracted version 
of themselves, whether this is the goal, like in Jake's case, or 
unintentionally through the act of making, as Tim Ingold 
stated. 

We've seen with Indian Larry, how the design and fabrica-
tion of his bikes show his creative and eccentric personality. 
However, his bikes are also layered with his own personal 
motifs, which carry messages specific to him. His most fa-

8 Haslett, David. “Riding at the Margins”, 43 
9 Crick, Daniel. Conversation with Jake Williams. E-mail and Mail, 
May 12, 2021 
10 Ingold, Tim. “Making: Anthropology, Archaeology, Art and Archi-
tecture”, 7 

Figure 8: 'Daddy-O', pushrod collars

Figure 7: Motor to primary, to gearbox relationship

Figure 6: Twisted and curves fender support

Figure 5: Steel down tube and heavy engraving
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clearly assembled, as a piece of equipment that serves our 
needs and provides shelter in the broadest sense”.4 

This definition highlights the structure as the primary part 
of any building, relating to the previous statement on chop-
pers, the structure is the equivalent of the mechanical work-
ings and should receive the highest level of attention.

Additionally, the services that allow the building to function 
in its intended program, should also be elevated. The wa-
ter, power and compressed air lines should weave their way 
around the building in plain sight, making them sculptural. 
A visual sign showing not how the building remains stand-
ing, but how it fulfils its purpose as a workshop. 

The specific use of the building should be evident and cel-
ebrated like the chopper's mechanisms. The pathways be-
tween buildings, this journey the bike takes from the top of 
the hill, vibrating everything it passes, demands attention, 
creating a performance the expresses the designs function. 
The design is a machine, its purpose is to produce bikes and 
exhibit them, in this sense the design should be expressive 
of this purpose, utilising narrative and spectacle to accentu-
ate and draw attention. 

Embodiment of skill 
Jody Hooker is one of the few New Zealanders who still 
build their frames from scratch. Stating, that it's one of his 
favourite parts of the fabrication process. His reason for this 
is simple, “the frame is the stance, it's the backbone, it's the 
chassis, it's the key element to hold everything together”5. 
It's the first major design question answered and allows Jody 
to start building the bike's personality. The skill involved in 
building a frame from scratch is immense, in learning about 
correct geometries, what that geometry means for the ride 
and the skill of welding. This is reflected in how long it takes 
to build one and how long it has taken to turn these skills 
into intuition. Jody states it takes him about 8 hours to just 
weld the frame, not including the time to cut the tube, grind 
edges, clean it and bend it to shape. His 15 years of practice 
now allows him to intuitively build a strong frame that han-
dles well6. In this respect, a frame built by him today isn't 
just representative of the skill and time gone into making it, 
but 15 years of knowledge and built-up intuition.

During my conversations with Lance and Jody, two profes-
sional bike builders, Jody was asked how much time went 
into building his bikes. Jody estimated that a bike can take 
between 800-900 hours to complete7. To put it another way, 
20-23 work weeks. Time is the hidden layer to the detail 

4 Ford, Edward R. The Architectural Detail (New York: Princeton Ar-
chitectural Press, 2011), 283. 
5 Crick, Daniel. Conversation with Jody Hooker. Personal, May 14, 
2021 
6 Crick, Daniel. Conversation with Jody Hooker. Personal, May 12, 
2021 
7 Dave Nichols, Indian Larry: Chopper Shaman, 77. 
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mous and common symbol is the question mark, with the 
iron cross as the dot (Figure 8). Personal to Larry, this represents 
the mystery of life. Going from bank robber to circus per-
former to chopper royalty and TV personality, Larry’s life 
has been one big question. This question mark embodies 
his philosophy to "roll with the mystery", and "live in the 
moment"11 and he placed this message all over his bikes.

Choppers while representing people, to a degree also rep-
resent the place of their builders. If we compare the Cliff 
Vaughs' choppers with any of Indian Larry's creations, we 
see two very different choppers, built by two different peo-
ple, in two different times, for two very different places (Figures 

10 and 11). 

“Larry’s bikes were savage and manoeuvrable little road 
warriors that were well suited for blasting down the pot-
holed streets of New York City”.12 

In this quote, we see Larry's bikes were not just personifica-
tions of himself but also represented his home, New York. 
Designed to weave through New York traffic and potholed 
streets, Larry's bikes were uniquely suited for their environ-
ment. This was achieved by a shallower rake angle, resulting 
in shorter forks, allowing a tighter turning circle, with an 
independently sprung seat to offer some comfort going over 
potholes.

Compare this to the choppers designed by Cliff Vaughs. His 
work tends to use extended forks, with raked front ends. 
This can be seen in 'Super Hog', which he used to travel be-
tween southern states along the straight, interstate highway 
network (Figure 11). The stretched relationship between handle-
bars, foot pegs and seat offers a relaxed leaned back riding 
position, perfect for the long, straight interstate trips. His 
style of chopper and this kind of journey can be seen in his 
most famous bike 'Captain America'. It's tailor-designed for 
the long straights and large sweeping curves of Vegas, Santa 
Fe, Taos, and Madrid, New Mexico where the film was shot. 
Again the bike uses an extended and raked front end mak-
ing it incredibly stable at speed in a straight line, while its 
forward pegs, racked back ape hangers and rear biassed seat 
gives the rider the appearance of sitting in a recliner, ready 
for hundreds of miles of straight desert road. 

Translation
As shown the chopper is a representation of the person, 
place and personality who built and rides it. Translating this 
part into architecture is finding a way of describing the ar-
chitect within the work. Secondly, it should aim to translate 
its unique site into its design in some way. Whether this is 
through materiality, history, or local traces.

11 Nichols, Dave. “Indian Larry: Chopper Shaman”, 148 
12 Nichols, Dave. “Indian Larry: Chopper Shaman”, 60

The Act of Chopping
A universal element and where the name comes from is 
the act of chopping, to cut. The building of a chopper can 
essentially be broken down into three steps. First, taking a 
stock motorcycle and cutting off, or chopping what is un-
necessary. Next, modification, again utilizing the cut to take 
stock objects and adapt them to something that fits the new 
design. A common example is taking the stock gas tank, 
cutting it in half and removing 75mm from the centre, to 
make it slimmer. Finally is the additive step, this is where 
the builder has the most opportunity to inject their person-
ality and style into the bike. It's the fabrication step, where 
elements are built and added back to the bike.

Translation
If a New Zealand building was a stock motorcycle it would be 
a traditional timber framed structure, adhering to NZS3604. 
To apply this 3 step process, a timber frame building would 
first be chopped, removing all parts unnecessary to the de-
sign vision. Step two takes what is left and modifies it, a 
process of minor chopping and massaging to obtain specific 
light qualities, views or other design considerations. Lastly, 
the architect adds, using this step to show off their unique 
style, design process and personality, making the building 
unique to place, program and architect. 



 Additional Influences

Making
The role of making in this thesis has been as a way to un-
derstand and explore ideas, in a way that writing and 2D 
media, including CAD, can not accomplish. It allows prac-
tical hands-on engagement with materials and form, with a 
change of medium offering new inspiration.

The final result of architecture, the built form, is experienced 
and observed from all angles, not just those shown in ren-
ders. Like the chopper, it will be touched, it has a smell and 
engages all senses. It is important that the process leading up 
to that outcome, from concept to developed design, should 
at least partially be explored through a tactile 3D medium 
such as making. Where the designer can experience with all 
their senses a snapshot of what they envisage, viewed from 
all angles, where nothing can be hidden or unresolved. 

Tim Ingold compares how a theorist does their thinking in 
their head, before applying it to the material work. In con-
trast, the maker allows knowledge to be gained through 
practical and tactile observations and engagements with 
‘things’1. It is the idea of studying with, versus the studying 
of, this thesis uses both methods, flipping between the two. 
During the initial research stages of the thesis, texts on bik-
er culture, the 1960s, and choppers were examined. Before 
'studying with' collage, to understand these ideas, followed 
by the 'study of ' the collage through 'studying with' physical 
modelling. This back and forth played throughout the de-
sign process.

Making has been a way, not only to explore the design as it 
develops but to gain knowledge of the craft and time that 
is imbued within the chopper. While discussing the chop-
per as folk art, the drawing out of key concepts from art 
movements was described as how the art historian groups 
a range of artworks and artists into a movement. Addition-
ally, the shared skills and techniques of the movement's art-
ists are noted. Therefore by engaging with the techniques of 
chopper building, this thesis would be a part of the chopper 
movement, not just by the use of its core concepts but also 
by the use of key fabrication techniques. It is simple to read 
about the time and craftsmanship that goes into a chopper, 
but ”the mere provision of information holds no guarantee 
of knowledge, let alone of understanding”2. Through making 
I not only know but understand this fact. My engagement 
with these processes has given me a deeper understanding 
that cannot be gained from a book but has to be understood 
through tactile use of tools and materials, successes and fail-
ures, taking this thesis into the realm of choppers. 

1 Tim Ingold, “Making: Anthropology, Archaeology, Art and Architecture, 6 
2 Tim Ingold, “Making: Anthropology, Archaeology, Art and Architecture”, 1 
3 Edward R. Ford, “The Architectural Detail”, 174 
4 Crick, Daniel. Conversation with Jake Williams. E-mail and Mail, May 12, 2021  
5 Kemp, Melissa Reed. “INDEPENDENT BIKERS: AN ETHNOGRAPHY OF A BIKER COMMUNITY,” 1989, 54 

The majority of the models produced are reactions to key 
events or ideas of the 1960s. Making allowed these ideas and 
events to take on 3D form, later inspiring the forms of the 
design. In this way, making had acted as a bridge, to allow 
the context of the 1960s, a key influence on chopperdom, to 
be reflected in the design.

Detailing
In the same way, the chopper describes purpose through its 
mechanical workings, the architectural detail is the describ-
er of how the building achieves its primary goal, to stand.

“If one believes that architecture is the art of building, 
then it must tell us how it is built”.3 

Following the chopper ideology each joint will make appar-
ent the story of its making, the forces it resists, and an order 
of events. The detail allows this story to be viewed through 
a new lens, as a series of layers working in conjunction, to 
fulfil its main purpose.

Sound
Sound is a defining characteristic of choppers and the wid-
er motorcycling community, extending their influence and 
territory beyond visual range. Its role in the project was 
sparked by Jakes' statement. 

“The excitement of hearing a motorcycle roar through 
Mount Victoria tunnel (Wellington) with its amplified 
sound of the arched tunnel walls [which had a pedestrian 
walkway elevated above traffic”.4 

Following the choosing of the site, within the Puhoi valley, 
it took on more significance as something that could be am-
plified by the valley and the design. The following quote fur-
therer cemented this idea.

 “At Ruidoso, in 1988, with an estimated 3,500 motorcy-
cles (80% of them Harley's), the sound was phenomenal 
in the mountains. All weekend I heard bikers comment-
ing on the sound".5 

This phenomenological experience retold by the author, of 
these incredible sounds and how they played off the acous-
tics of the mountain, was something that must be replicated 
within the valley site. Using it as a tool for the builders to 
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announce their latest creations. Its implementation within 
the design will be expanded upon in ‘Design Development’, 
but essentially follows a process of amplification and exag-
geration. 

Materiality
The use of weatherboard and timber framing within the de-
sign speaks to Puhoi's logging history, as well as the pub 
across the river. The design replicates the same dimensions 
and colour of weatherboard found on the Puhoi pub. Addi-
tionally, Puhoi's fortunes owe themselves to the timber in-
dustry within the valley. This is one of the ways the design 
is tied to this specific site, the importance of doing so  is 
discussed in design methodology. Weatherboard on timber 
framing is historically the most typical New Zealand con-
struction and cladding method, it's the stock motorcycle off 
the New Zealand building industry. Offering a mundane 
and typical building that can be chopped, modified and 
added to following the chopper design ideology. 

In the project timber takes on a secondary role, which 
speaks to history, location and relation to the pub. While 
the primary material, steel, speaks to the chopper and the 
site's future.

Rust and Dirt
The role of rust and dirt to the design has two key elements. 
Firstly, rust links the building to time, place and people. 
Secondly there is a relationship between rust, the design 
and the chopper. Speaking to an initial contrast, leading to 
similarity with the passage of time and use. 

Within the context of architecture, rust relates to buildings 
as ‘exposed memory’6. The rust that will take over the metal 
will form gradually and unequally. In this case, rust is not an 
'applied ornament'7, but rather allowed to occur organical-
ly, over many seasons. Immediately after construction, the 
steel would have a matte shine, the same finish from when it 
left the factory. Over time weathering provides the building 
with a sense of identity, time and regional character8. The 
unique weather patterns, drips from overhanging flora, spe-
cific to the Puhoi valley, leave local traces, a map of events 
and duration on the building9. ‘Painted’ in rust, the initially 
clean steel acts as a canvas for time and Puhoi to mark, lock-
ing the building into its unique region, 

Concerning dirt, the chopper builders will affect the build-
ing, in much the same way as the weather affects the steel. 
The untreated porous timber and white weatherboard walls  
will act as a sponge and canvases for events over time. Be-

6 Benninger, Cole Harris. “Exposed Memory: Weathering of Regional Architecture”, Masters Degree, University of Arizona 2010, 18.
⁷Benninger, Cole Harris. “Exposed Memory: Weathering of Regional Architecture”, 129.
8 Benninger, Cole Harris. “Exposed Memory: Weathering of Regional Architecture”, 32.
9 Benninger, Cole Harris. “Exposed Memory: Weathering of Regional Architecture”, 48.
10 Ruskin, John. "The Seven Lamps of Architecture", (London: BALLANTYNE, HANSON & CO., 2019), 233. 

ginning out clean, as bikes are built and events take place 
within its walls, traces of those daily events will stain the 
building, deeply personal to the builders. Taking builders 
back to the laughs they had about the events that caused 
the stains, logged within the fabric of the building. As the 
chopper takes on the personality of its builder, through its 
design and fabrication, the building will take on its own 
unique personality from the builders it shelters and the en-
vironment around it. Both rust and dirt are graphed on the 
building, proportional to the number of shining artworks 
they produce and send down the hill. This allows the user 
and the public to experience the phenomena of time and 
events through the building, as bikes are slowly crafted and 
displayed.

This tracing of time and place has a connection to the chop-
per. The bike starts life as art, new and perfectly shiny, how-
ever, the bike is not a painting to be hung in a climate-con-
trolled museum. Its job is to move and give the rider a unique 
experience, felt and shared by chopper builders, generations 
past. Over time the action of riding will take its toll on its 
‘newness’, developing its rust in a metaphorical and realis-
tic sense. Paint will fade and chip, chrome will pit and its 
engineering will develop a personality, its unique foibles or 
rituals only the rider knows to keep the bike going.  This is 
paralleled by how the building that birthed it will develop 
its unique sense of self and place. Every chip, scratch or dent 
is a story of a ride, of community, smiles, tears, sunny days 
and rainy days, recorded on the bike as with the building. 
Although the bike begins its life on a podium as art, forged 
by skilled artisans up the hill in an ever-rusting building, its 
life after exhibition will transform the bike. From artworks, 
forged of steel, as they are ridden, they will anthropomor-
phize, taking on more personality and memories, just like 
the building that birthed them. 

"For, indeed, the greatest glory of a building is not in its 
stones, or its gold. Its glory is in its age... It is in that gold-
en stain of time".10
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English wheel rolled and hand beaten copper panels on round stock frame and c-channel base.Hand cut, steel triangles on steel tubing frame, MIG welded and rusted using salt water.

Series One: Biker Model Series One: Bohemian Model
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Brass inserts, pop riveted onto TIG welded, steel tube frame. Sheet steel cutouts, TIG welded into masses. Steel roundstock web.

Series One: Boomer Model Series Two: Woodstock Model
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Plasma cut 10mm steel plate, MIG welded to itself.Steel chain, MIG welded to itself.

Series Two: Vietnam WarSeries Two: World Wide Media
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Cast aluminum site contours, 10mm thick. Buildings, laser cut 0.7mm sheet steel, bent, MIG welded and al-
lowed to rust. Unfortunately due to the Covid lock-down at the end of 2021, I was unable to cast the other half 
of the model, which is where the pub sits, across the river from my site, pictured above. The specific site is the 

ridge line of the hill. Scaled 1:500 in person, Puhoi Pub = 140mm.

Hand cut, sheet steel triangles, MIG welded together piece by piece, on square stock frame.

Site ModelJourney Model
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Architectonic Model 1

Architectonic Model 2

Architectonic Model 3
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Chapter Six: Design Development
Design strategy 
A preliminary spatial diagram was made that would solve 
the 3 main issues highlighted by the builders, privacy, ac-
cess to tools and exposure. The spatial arrangement would 
consist of individual workshops at the top of the site. Four 
workshops, tailored to each of the four 'clients'. A distance 
away, down the slope, are the  communal workshops, hous-
ing the larger more niche tools, this would then lead down 
to an exhibition space. These spaces cascade down the hill 
to add layers of privacy, also reflected in changes to their 
design language. 

Three levels of privacy allow the builders to regulate their 
interactions with others, depending on their workload and  
the task at hand. The highest point is the most private for 
‘knuckling down’. The middle, shared workshop spaces are 
for builders only, permitting sharing of knowledge, teaching 
and conversation. Finally the public exhibition space, for 
displaying work, with builder and community engagement.

This spacing out of buildings would create a network of 
spaces, connected by a path reserved for choppers embark-
ing on their first ride. It would snake down the hill, past 
all these spaces, offering snapshots of the bike from all an-
gles. This would be the first time builders could see all the 
components the rider had been working on come together. 
Somewhat secretly assembled in their private workshops 
over many weeks, before the big reveal along this path.

This path expresses the site's new function relating to the 
chopper ideology, as it weaves through the site offering cel-
ebratory views of the bike. It's the artery in which all new 
bikes flow, from construction to exhibition, expressing the 
site's function for all to see.

Megaphones along this path would announce the creation, 
adding to the expression of the site's new function. The new 
bike uses reflected sound, off hollow megaphones, to am-
plify the motorcycle's exhaust, exaggerated by the acoustic 
characteristics of the valley. Broadcasting the birth of this 
new bike to those outside visual range, turning the new 
bike's birth into an event.

Design Process 
Beginning the design process, a series of three models were 
produced (Page 31), testing a range of aesthetic ideas and using 
previous abstract models as inspiration. This allowed ex-
ploration on what architectural language would be best for 
the design. One particular model was not chosen but rather 
elements from all three made their way into the design at 
later stages.

Following this, an iterative process of hand-drawn floor 
plans began. With the start of lock-down and the inabili-

ty to use the workshop to continue exploring form, the fo-
cus shifted to function. Form following function was a key 
idea for the design and although this notion is somewhat 
‘un-chopper’ like, it was always the intention to design spac-
es that would support, not hinder the builders, especially 
when doing so would only be for aesthetic reasons. 

The process began with researching all the spaces needed for 
the building of these bikes, spray booths, machining, weld-
ing and sheet metal working. Existing floor plans were in-
vestigated for optimal layouts and flow. The source ‘How to 
set up your motorcycle workshop’ by Charlie Masi, was key 
at this stage, as it gave a guide on how to layout these unique 
spaces. The iterative drawing process began with dull de-
signs, rectangles without aesthetic consideration (Top row to the 

right). The goal at this point was to focus on the function, con-
stantly reflecting and looking back to sources. Considering 
how people moved around in these spaces, how they could 
be flexible for a range of work-pieces and what the unique 
considerations were for each space. They were designed in 
isolation from one another, each receiving up to 5 iterations 
to hone in on a layout. 

The next step was to think of them as part of a whole. This 
step arranged the spaces together, now emphasising how 
they would work as one (Middle four rows to the right). Spaces began to 
take on a 3-dimensional element, as consideration for the 
chopper path, floor and ceiling heights, and their relation 
to the site's slope, saw experimentation with stacking and 
overlapping. Up to three storeys were tested, the master plan 
fluctuating from very tight to spread out. This experimen-
tation concludes in ‘V8’. This version saw spaces spread out, 
no longer sharing walls or being multi-story. Grouping all 
spaces within one building made the project feel imperson-
al and monumental, the opposite of the intention. This mul-
ti-story layout also created practical problems, like how to 
move heavy parts around, up flights of stairs and blurred the 
lines of privacy. Another issue with this 'all in one' approach, 
was that the size of individual spaces began to balloon. Such 
a strategy was at odds with the artisan activity of chopper 
building, appearing commercial through its vastness. These 
are very personal bikes and the spaces had to feel personal, 
to a human scale and suited to 4 people, not 40.

Following the self-built, garage workshop nature of chop-
pers, no one building, except the exhibition space which 
will shelter a greater number of people, shall be larger than 
a standard single garage, 5.5m x 3.5m or 20 m2. 

With a maximum set, the design process became more fo-
cused, attention turned from adding to using space effec-
tively and allowing it to be somewhat adaptable. An exam-
ple of this adaptability is the welding area (See V10). It can be 
divided into two bays, facilitating large or small projects 
with multiple people working at once. This is achieved by 

Internal Layout Iterations 

Combined Iterations

Exhibition Space Iterations
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were flat walled volumes, constructed from weatherboard 
over timber framing, mimicking the pub and representing 
New Zealand's ‘stock’ building methods. Currently floating 
over the site and path, ready to have the chopper design 
methodology further applied to them, through chopping, 
modifying and adding. 

An additional note, throughout the drawing process floor 
levels were experimented with. The intention was that by us-
ing different floor levels, changes in use could be expressed. 
In the final iteration sheet metal, individual workshops and 
the exhibition space have two different floor levels. As an 
example of this change in floor level, change in use relation-
ship, the individual workshops use two levels to separate 
assembly/minor fabrication from clean and delicate tasks. 
This is necessary as when rebuilding a carb or engine, parts 
are laid out and organised according to the order of assem-
bly, the space must remain clean to stop contamination of 
parts and reassembly may take multiple days. Compare this 
to the bike assembly and working area, where grinding, cut-
ting and sanding will take place, the importance of a sep-
arate undisturbed clean area becomes evident. This raised 
platform visually and physically breaks these two activities, 
also creating underfloor storage.

Steps One and Two
As previously discussed steps one and two are the chop-
ping and modifying phase. What is no longer needed was 
removed, what is left is modified. The bulk of the tim-
ber-framed walls was removed, taking them down to ⅓ 
height, allowing the shape of the plan to be read internally 
and reflecting internal floor height changes. The section of 
floor directly above the chopper path was cut away, as well 
as the same width out of the walls, allowing an unobstructed 
view of the bike coming down the hill for the first time. 

With the cutting phase completed step two was modifying 
what was left, still utilising the cut but less drastically, to 
achieve specific qualities. Step two was not linear and was 
revisited after the additive process of step three. This time 
cutting was done for light qualities, privacy and sight lines 
in the sheet metal skin, designed later.
 

Step Three
Step three looked to apply the ideas discussed in the chopper 
design methodology more directly. Previous models, made 
in my own distinct style were used as inspiration for the ad-
ditive phase in the chopper ideology. With a focus on struc-
tural expression and detail, using the models imbued with 
my personality through the making process, where I had 
learned and improved my fabrication abilities,  as inspira-
tion for form. The additive phase focused on two elements. 
A structure that would support the currently floating, cut-
down timber forms and the creation and supporting of a 
sheet metal skin acting as roof and partial walls.

The rusted, tessellated roof and wall form started in my first 
series of models, specifically the ‘biker’ model. This idea of 
hand-cut steel triangles welded to one another was used 
again within the journey model, as a way to describe the 
hilly, sharp and at times treacherous drive to the Puhoi pub. 
It was then later tested in architectonic model 2.

With the importance of the journey to the motorcycling 
community, being the basis for all group and individual 
rides, the journey model, its form and what it represented 
become an important stylistic inspiration moving forward. 
It represents the land and the thrilling journey across it, 
with the rust adding a layer of time and place. The design 
covers and excavates part of the hillside, refilling it with this 
form seemed fitting. 

The height of the skin creates a somewhat intimate feel, de-
signed for four makers, the space should not feel vast. While 
the floor plans never exceed a typical garage, the roof height 
never exceeded 2.6m within the 'makers' workshop spaces. 
Additionally, because of the interior and exterior rust, it's a 
space you don't feel precious about using. Accidents, stains 
and naturally build-up of dirt and dust are expected, given 
the designs' program and they only add to the personality of 
the design with age. 

When first modelled, this skin came down beyond the tim-
ber framed walls without openings. This was done after the 
timber forms were extruded and chopped. With the addi-
tion of the skin in step three, step two was revisited. This 
back and forth of steps 2 and 3 was repeated throughout 
the design process, constantly revisited after elements were 
introduced, customising them for the designs' more specific 
requirements. 

This revisiting saw sections cut away to allow the midday 
and late evening sun in, aiding in lighting the space, also 
signalling the end of the workday, when the sun reaches the 
west, flooding in through the more open west facade. Shad-
ows form, cast by the native bush, and the midday rays, as 
they cascade through the foliage, dappling the spaces in soft 
light, with patterns dancing across the surfaces. Additional 
voids were made in the roof to highlight the structure that 
loomed above, added in step three. Framing the details and 
elevating the structure to sculpture, through these view-
port frames. Additive wall elements from step three were 
cut to allow unobstructed sight of the chopper path as well 
as views of the pub. This chopping increased in size and fre-
quency as the spaces descended the hill, visually opening 
up the spaces. The private workshops have much of the skin 
intact only cutting away for views of Puhoi pub, the path 
and within the ceiling for light and exposing the structure. 
The shared spaces are more open, generally, there is a sig-
nificant, continuous gap between the ⅓ height timber walls 
and the skin, allowing more light and visual permeability, 
reflecting the privacy change. Finally, the ground floor of 
the exhibition space, housing 4 bikes, has no walls. Fully 
glazed it can be seen straight through, showing off the bikes 
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large movable tables that can be further divided in half, al-
lowing up to four small projects or two large ones, a welding 
curtain halves the space while preserving walking room for 
teaching and 360-degree work-piece access.

The path saw a radical change from straight to snaking in 
V9, with the individual buildings spread along it. This idea 
loosened up the rigidity of the design and allowed more 
opportunities for design narrative and the chopper design 
ideology to be applied. Through the following iterations, the 
floor plans and path were massaged, being careful to main-
tain their key interior functional relationships, still not will-
ing to sacrifice function for form. The path was pushed and 
pulled, it now zigged and zagged down the hill, its greater 
length and variety of angles offering more views of the bike 
as it moved along. The buildings scattered along its edge, 
had their walls pushed and pulled similarly. This helped the 
previously rectangular buildings sit more comfortably in 
the new shape of the path (V9 onwards). Additionally, the plan's 
change in shape allowed key views of the bike approaching 
and leaving to be framed and celebrated. 

The next progression saw the megaphones implemented 
with more internet, considering where sound should be 
aimed. Placement of the megaphones followed one of two 
schools of thought, either it was aimed at the pub, to draw 
people from it, specifically the bikers that frequented it. 
Or it took a more general approach, facing up and down 
the valley, increasing its range by using the valley's unique 
acoustics. In the final iteration V17, the latter approach was 
taken to give the design a greater reach, drawing in more 
visitors and increasing exposure.  

Some spaces come back together following the change in 
path shape. Forming more of a communal feel in these 
shared spaces, by grouping activities that typically required 
each other. For example paint, sheet metal and welding 
need to be close, as builders frequently move back and forth 
while making parts (V11 through V17).

These shared workshops are key, as they are for communica-
tion, problem-solving and sharing ideas. Their importance 
is highlighted by Jake. 

“The workshop space is a sanctum where you can be cre-
ative or repair problems, and can be a place to share with 
your riding buddies to give/get ideas… in some respects, 
it's like a church”1.

In the final iteration, three distinct groupings are seen, indi-
vidual workshops at the highest point, with a megaphone set 
southwest, for the initial start-up. A central zone of shared 
workshop spaces, grouped into two areas. Further south is 
the welding bay, storage and social space. Further north is 
the sheet metal, machining and paint areas, all connected 
via a web of paths. Similar to the choppers' oil lines, these 

1Crick, Daniel. Conversation with Jake Williams. E-mail and Mail, May 12, 2021 

paths deliver the designs' lifeblood, the builders. Beyond the 
working spaces, there is a social space underneath storage, 
accessed via an elevator. The newly built chopper will stop 
here for the builder to socialize and show off their latest cre-
ation. Other builders would have been drawn to this space 
by the spectacle of the chopper rumbling under their feet, as 
they worked moments ago. 

There is a second megaphone facing Northwest just beyond 
this space. With the final stretch of the path moving the bike 
under the exhibition space, to a sunken debut exhibition 
space. No outward views and a simple interior focuses all 
attention on the new bike in this sunken space.

What had been done was to use the chopper methodology 
to take boring yet functional ‘stock’ spaces, through an iter-
ative drawing process of chopping, modifying and adding, 
to create aesthetically pleasing, mildly adaptable, yet rig-
orously functional spaces. This moulding process allowed 
a design narrative to begin to emerge, framing particular 
views, feelings of privacy and aided in the celebration of 
these craftspeople, working atop the hill, producing bikes to 
be sent down and admired.

The final floor plan iteration (Above) was traced into Rhino 
and extruded. The buildings were then adjusted to fit the 
site. 3D analogue model making had flipped to 2D analogue 
drawing, now to 3D digital modelling. These initial forms 
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plained. The next step is to embellish, celebrate and elevate 
this key system to the level of ornament. 

The transition point of this structure, its termination, is the 
internal hand-like device, this is the most ornamental part 
of the structure. Acting as the bridge between the structure 
and the skin, this device works in compression and tension. 
Brass plated arms, reach out from a plate connecting to the 
skin, working in compression. The transition to tension is 
accentuated by a change in material, from brass plating to 
raw steel cable. This device is the primary piece of function-
al ornamentation, seen by the builders up close, as its shiny 
brass coating contrasts the rusted skin it supports, little jew-
els scattered around the roof. 

Steel members that form the structure are not welded, in-
stead, they use a series of bolts and brackets. Compared to 
welding this method is more expressive, not just of con-
struction but also of the forces imposed on the structure. 
The size of these brackets and the number of bolts are visual 
representations of the forces imparted onto this particular 
junction, which can be read as greater or less when com-
pared to other junctions. A simple weld is not able to tell 
this story and shows all junctions and connections being 
equal, exerted to the same force, which does not properly 
express the structure.

Lastly, concerning structure, is the change of structural lan-
guage used in the exhibition space. The structure before the 
exhibition space was heavily influenced by the architecton-
ic model 2. The exhibition space however is very different 
from these spaces. It uses a spindly structure, that internally 
supports the skin in a web of steel, inspired by architectonic 
models 2 and 3. Following its vastly different requirements 
and a need to show a change in privacy, a different, but still 
in keeping, language was used. The tessellated skin that ap-
pears on the workshops is very tight, the individual trian-
gles are much smaller and meet at sharper angles than those 
of the exhibition space. These larger triangles with less acute 
angles, give the building a softer appearance. The skin is also 
much more open visually, this sheet metal skin is wildly dif-
ferent from that found on the private workshop areas.  Un-
like the workshops, a thicker skin is used with a supplemen-
tary internal structure, allowing two sides to be fully glazed. 
Meaning the building can be seen straight through, to show 
off the bikes and create a sense of wonder as you see people 
working away in their workshops from the exhibition space. 
The skin over the exhibition area is thicker, it has a greater 
ability to be self-supporting meaning the interior structure 
can be thinner. The sunken space has no structure, and is, 
therefore, thicker again, this was done so as not to distract 
from the chopper in the centre of the space.

The plan is more guided in this space, channelling people 
along a predetermined journey. It's far more open visually 
and physically, being the only space for the public to con-
verse with the builders, requiring a more relaxed atmos-
phere. 
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to the outside and allowing views up the hill to the shared 
workshops. Creating a mysterious sense of wonder, as visi-
tors can sneak peeks of people working within. The sunken 
debut exhibition space is fully enclosed by the skin with no 
internal structure, opting for a thicker self-supporting skin. 
Removing structure as a distraction from the chopper, aid-
ing to frame it, rather than distract from it.  Two parts of the 
roof in this area were chopped, to allow soft natural light to 
diffuse over the podium and bike at midday and late after-
noon. The sunken space is designed to focus attention on 
the bike at its centre, compared to the rest of the design this 
space is a white room with a solitary painting.
 
This thesis has never aimed to replicate the forms of the 
chopper and this tessellated triangular form certainly does 
not.  While it does speak to parallels in the making and 
learning process of choppers, followed in the modelling 
process, the contrast of the angular rusted form allows the 
soft, flowing, chromed and glossy surfaces of the chopper 
to be accentuated. Their presence in a space dominated by 
this aggressive, dirty, angular form, forces attention to the 
chopper, as that is the art this space aims to celebrate over 
itself. Smooth flowing curves were trialled for the roof of the 
exhibition space (Below), inspired by the 'Bohemian' model. 

The intention is that this change in design language would 
be an obvious sign of the different use and privacy of the 
exhibition area. However, it contrasted so heavily with the 
angular forms of the workshops, that they appeared to not 
even be a part of the same project and the curves of the 
chopper were lost in the building. However the exhibition 
space follows a very different design language, structure and 
skin, discussed in more detail later.

The Weaving Pipes
Electricity, water and compressed air are the lifeblood of the 
design. They are critical to the function of the building, fol-
lowing the chopper ideology they must be elevated to the 
status of ornament. Brass pipes contain these services. Brass 
was chosen for its similarity to gold and its symbolism as a  
precious metal. Its contrast with the grimy, rusty roof makes 
it stand out and highlights its importance. These pipes weave 
around the building to where they're needed. As with the oil 
lines of the chopper, these service pipes show their impor-
tance to the working of the building, without them work 

2Edward R. Ford, “The Architectural Detail”, 258

would stop. They are the device that facilitates the building 
of the bike, fittingly they are given the visual importance 
that brass affords them, while their shape weaving through 
the space, gives these very functional elements, sculptural 
qualities.

The External to Internal Support Structure
If the chopper's primary function is movement, then struc-
ture, or the ability to withstand forces, is the primary func-
tion of architecture.

"Architecture is indeed about structure, and structure 
is about weight, then as the expression of structure is 
changed so is the expression of weight, the way we see 
and understand a truss, a bridge, or a vault as a diagram 
of the forces at work”.2

As stated earlier the chopper embellishes the functional el-
ements that facilitate movement. Decorative or sculptural 
touches are added to functional elements to celebrate and 
accentuate their importance within the bike. The parallel 
for this in architecture is structure, its connection, form and 
subsequent embellishment.

The structure looms over the buildings, appearing to defy 
gravity, however its ability to do so is no mystery. The struc-
ture is a narrative read by observers, explaining how the 
structure can cantilever over the building. The sheet metal 
skin is independent of the timber-framed walls and takes no 
support from them, solely relying on the overarching steel 
structure. Starting from the finger-like junction supporting 
the roof internally, a steel cable punctures through the roof, 
a transition seen through the framed view-ports in the roof 
skin. Connected to the overarching structure via spelter 
sockets, the weight of the skin imparts a torque upon the 
overarching structure, in an attempt to pull it down. This 
pull is resisted by the triangulation of members, which make 
their way down to the structure that supports the timber 
floors and walls,  acting as a counterweight, locked to the 
earth with the concrete foundation. This mass and anchor-
ing is read as the way this triangulated structure resists the 
pull of the roof, a continuous line of structure, an order of 
sorts, that tells its narrative, as observing eyes follow it down 
to the ground. The steel cables that run along the structure 
aid in this narrative showing tension and resisting a pulling 
force. In tension, these cables go from the tip of the struc-
ture along its back, pulled taught and tied down to concrete 
foundations. The structure tells of the weight, not just of the 
timber bases, but of the immense pull exerted by the sheet 
metal skin, all the structure is read in tension, torque resid-
ed by triangulation and cables, tied to foundations.

The strategic chopping of the skin allows the external struc-
ture to be read internally and its relation to the internal sup-
ports, in this continuous view of structure the system is ex-
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 Short Sections Page 48

Above: Machining and Paint, section line running East-West, looking North

Below: Exhibition, section line running North-South, looking East

Above: Individual Workshops, section line running North-South, looking East

Below: Welding and Sheet-Metal, section line running North-South , looking East
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Renders



 Welding Bay Page 62

This chopper begins its life as a collection of steel tubes, cut to size. Its final shape and form known only as a vague image in the 
builder's head. They get to work, welding the frame together, under the sparks and the smoke a form emerges, the structural back-

bone off which all other elements will hold on…



Page 64 Sheet Metal Workshop

A motorcycle without its tank or fenders won't get far. A scribbled list of numbers and haphazard sketches are all that the builder 
needs to begin the laborious process of turning flat sheet metal into swooping curves. Many hours of working the English wheel and 

anvil turn 2D to 3D, the mundane into sculpture…



Page 66 Machining Room

Something not yet tried by the builder they call for help. Fenders, tank and frame all ready, they won't stay on for long without brack-
ets. Carved from solid steel, the mill would intimidate the builder if it wasn't for the constant guidance of their friend and fellow 

builder. Never could they have dreamed of accessing such tools, a world of possibilities opens…



Page 68 Spray Booth

All parts are ready, but 6 months of building has left the raw parts with a coating of rust. Taken down to the paint bay they're sand-
blasted clean, welds are ground smooth and the color is mixed. The final clear coat is applied, shining in the builder's eye, as the 

afternoon sun bounces off the still wet paint…



Page 70 Individual Workshop

What was a rough sketch or product of imagination comes together for the final time, the culmination of 6 months of hard work, 
problems, solutions, cuts, scrapes and burnt fingers. Simultaneously they are artists, engineers, mechanics and designers, all coming 

together for final assembly…



Page 72Workshop Pathway

The chopper is born, rolled out of the workshop along the path, to the first megaphone. The builder rises up, kicking the starter over, 
a splutter and a cough leads to a roar. The noise reverberates through the whole valley, conversation at the pub stops, ‘what was that’ 

they wonder as a rhythmic thunder claps through the valley…



Page 74 Social Space

The path the bike takes weaves down the hill, underneath the shared workshop spaces, viewed by the occupants as it moves below. 
Its exhaust noise rattles the glazed floor, this is the first time the fellow builders have seen all the parts the rider has been making 
come together on the bike. Work stops and tools are put down, as they make their way down to the social area, luckily they stocked 

up the day before…



Page 76 Final Megaphone

With the builder refreshed, the bike is kicked back into life. It snakes down past the second set of megaphones, their hollow steel 
forms, bouncing the noise straight at the pub, once more conversation stops and for the first time the public can get a decent look…



Page 78 Exhibition Space

Bikers and non bikers alike embark on the short walk across the river to the exhibition space. Beneath the glazed walkway, running 
parallel to the front facade, the bike roars underfoot, shaking the glass. The public move past previous bikes who received exactly 

this treatment, they stop for a look before making their way down the ramp to the sunken exhibition space…



Page 80 Debut Exhibition 

Well lit and atop a podium like any sculpture in a museum would be, people gaze  at all the many details, getting lost in its curves 
and its mechanical workings. Unaware of the effort required to make something that appears so effortless. Thoroughly impressed 
they go to return to the pub but not before having a quick chat to the builder congratulating them, before walking under where they 

had entered past a gallery of the bikes no longer on display.
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Overall this thesis was a success in architecturalizing the 
custom motorcycle subculture. Using community and the 
design principles of the bikes as the primary design driver. 
A unique field of research this thesis has areas that would 
greatly benefit from more thought and time, but as a start-
ing point, from which I will build on throughout my career, 
this thesis has succeeded.

Following the final critique, issues were raised over some el-
ements of the design. Those concerns will now be addressed.

A question was raised concerning the unconventional plan 
and standard sections. Particularly why this method of rep-
resentation was chosen and why the renders were shown 
after the line drawings. 

The cut as a tool to explain buildings and engineering is well 
understood, it shows relationships between separate parts 
coming together. The plan has a point of difference from 
standard architectural plans. This is that all levels, regard-
less of height, are shown on the same plane. Spatial flow, the 
ideas of privacy, sound and relationships were established 
through the plan. The sections gave the viewers an under-
standing of where spaces sit in relation to one another, in 
terms of height and how they interact with the land and 
chopper path. This type of plan allows several buildings to 
be read as one, with the height relationship described sole-
ly in the section. The alternative would have been 5 plans 
showing groups of buildings that are at similar heights. This 
would have made it hard to get an overall sense of the pro-
ject and how the niche spaces and ideas, tailored for specific 
tasks and qualities come together, to facilitate the creation 
of the chopper and assist the builders in this communal 
guild. In a sentence, the section was driven by the land-
scape and the plan was driven by circulation. Line drawings 
before renders, in the presentation, were shown to explain 
the function and programmatic requirements of the design, 
before using the renders to describe the design narrative. 
This meant, that when the narrative that accompanies the 
renders was told, the viewers already had an understand-
ing of how each space, sat in relation to one another within 
the scheme as well as how the previously discussed ideas 
worked. A story was formed following one bike and one 
builder, as they negotiated the building process. Relying 
on their skills and the skills of their peers, using commu-
nal machines they had never used before, over a period of 
time, before being assembled, kicked into life and celebrat-
ed. The narrative accompanying the renders does a job the 
line drawings cannot do, it unites and shows these separate, 
intangible ideas, coming to life within the design. 

Another concern brought up, in relation to the random ap-
pearance of geometry, was if functionality was considered. 
As discussed, with the start of lock-down, the inability for 
me to use the workshop, forced my attention towards func-
tion. Form following function was a key idea for the design, 
and although this notion is somewhat un-chopper like, it 
was always the intention to design spaces that aided in the 
building of the bike. For an expanded description of this 
please look back to the design process chapter.

Another point brought up, was if I considered a different 
approach for the exhibition space, which has very different 

performance requirements. The short answer to this ques-
tion is yes, a radically different approach was tried, favour-
ing curves. However it appeared to be out of place and its 
similarity in form took attention away from the choppers. 
Instead, an in-between was found using a new structural 
system and heavily altered skin. For an expanded explana-
tion refer to design development.

If given another month attention would have been turned 
to bespoke fittings, handles, rails and balustrades, revising 
some of the areas that would benefit from more attention. 
This was something brought up in the quick-fire critique in 
October, that following this chopper design ideology every 
element would be equally considered and designed. This 
thesis has dealt with the macro design elements and ad-
hered to the chopper design ideology in a big picture sense, 
however, the micro-elements would benefit from more at-
tention and design. 

Finally, brought up in an earlier critique was the site and 
design approach. Everything designed has been new and 
perhaps a more fitting approach would have been adap-
tive reuse of an existing building, chopping it to fit a new 
program. This was considered however there weren't any 
suitable buildings near the pub. The site for this project was 
chosen very specifically because it's a beacon for motorcy-
clists and this project would be an extension of that beacon. 
Designing something on another site, solely because it had 
a building suited for adaptive reuse, poses two questions. 

Firstly would people come and secondly is doing so to the 
detriment of the clients, for the sake of design narrative? I 
could speculate that yes people would come, but by using 
the pub and drawing on the crowds of bikers and tourists 
that flock there every weekend the builders would receive 
more exposure. As they are my 'clients', this site was in their 
best interest to reach as many people as possible, one of the 
main issues highlighted by the builders. Working within an 
existing building would have watered down and compro-
mised a lot of the ideas that make this project special. As it 
would have been constrained by a pre-existing building and 
limited the key ideas of sound and theatre that heavily rely 
on the valley site. As a methodology that’s new to me and 
something I have been working through during the thesis, 
a project designed from scratch rather than adaptively reus-
ing gives me the ability to better test the methodology and 
its viability. This idea however would be excellent for future 
exploration and testing

Although outside the scope of this thesis, an avenue for fu-
ture exploration could be to design a process in which ad-
ditional workshops and specialty spaces could be added, if 
additional builders wanted to join. Alternatively, a system 
could be designed that would give builders an artist-in-res-
idence style of use.

Chapter Seven: Review
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This thesis has examined the culture, societal influences and context of the chopper, within New Zealand and abroad. To 
understand this design, the culture, community and history must first be understood. Exploring the chopper and its unique 
symbolic status, before delving into its underlying design concepts, extrapolating and re-imagining them as architecture. 

Placed on a site personal to New Zealand's biker community, the design brings together the chopper methodology and my de-
sign practice. Creating something new, a beacon, specifically tailored for the community being targeted, to support, advance 
and show the works of art they produce in the shadows. 

The final outcome was a celebration of this community, with the bike at its design centre, to be admired at every opportunity 
and weaved into the design's very structure. The issues of exposure, access to tools and grouping of knowledge, highlighted by 
the builders, were overcome. Overall the project has succeeded in its goal, it has architecturilized the motorcycle subculture 
and solved the issues faced by today's builders. Transforming what they do into a spectacular piece of theatre, an artwork ri-
valling any painting in a museum for beauty and story. It has shown a new way of designing, taking something stock, cutting, 
modifying and adding, paying attention to structure, embodied skill and describing the individual, the core concepts of the 
chopper on a new scale. 

From the start this project has never sought to replicate the forms of the chopper, such an approach is too shallow and over-
looks the incredible history and people that this bike represents. While not looking like a chopper this project, through its 
design ideology and method, places it within the chopper realm, giving place to a community overlooked. 

The chopper design ideology offers a unique approach that benefits architecture beyond the niche of chopper builders. A 
process in which functionality, community and history are considered from the start. Iterated upon, chopped, modified and 
added to, constantly evolving into something beautiful, fit for purpose and tailored for those that inhabit it. In a broader sense, 
this thesis inspires architects to use their clients' community as the basis for their design ideology, mixing it with their own 
personal methodology, to produce architecture uniquely suited for the people and place. 

As my final words, "It's not a motorcycle, baby. It's a chopper."
-Butch (Bruce Willis), Pulp Fiction
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D'Orléans, Paul. “The Chopper: The Real Story.” Berlin: Gestalten, 2014,

Ford, Edward R. "The Architectural Detail". New York: Princeton Architectural Press, 2011

Harris, Maz, "Bikers: Birth of a Modern-Day Outlaw". London: Faber & Faber , 1985.

Ingold, Tim. “Making: Anthropology, Archaeology, Art and Architecture,” in Making: Anthropology, Archaeology, Art and Ar-
chitecture (London: Routledge, 2013)

LaBelle, Brandon. "Acoustic Territories: Sound Culture and Everyday Life". New York: Bloomsbury Academic, 2019.

Lane, Billy. "Billy Lane's How to Build Old School Choppers, Bobbers, and Customs". St. Paul, Minneapolis: MBI Pub. Co., 2005. 

Masi, Charlie. "How to Set up Your Motorcycle Workshop". Massachusetts: Motorbooks, 2010

Nichols, Dave. “Indian Larry: Chopper Shaman”, (St. Paul, MN: Motorbooks International, 2010)

Peter Cook and George Rand. "Morphosis: Buildings and Projects 1989-1992". (New York: Rizzoli, 1989) 

Pirsig, Robert M. "Zen and the Art of Motorcycle Maintenance: an Inquiry into Values". London: Vintage Books, 2014. 

Remus, Timothy. "How to Build a Chopper". Stillwater, MN: Wolfgang, Inc., 2001.

Ruskin, John. "The Seven Lamps of Architecture", (London: BALLANTYNE, HANSON & CO, 2019)

Shields, Jennifer. "Collage and Architecture". New York: Routledge, 2014.

Conversation

Crick, Daniel. Conversation with Jody Hooker. Personal, May 14, 2021. 

Crick, Daniel. Conversation with Lance Anderson. Personal, May 18, 2021. 

Crick, Daniel. Conversation with Jake William. Email and Mail, May 12, 2021. 

Crick, Daniel. Conversation with The Litas. Email, June 8, 2021. 

Journal

Aurora, Simone. “Territory and Subjectivity: the Philosophical Nomadism of Deleuze and Canetti.” Minerva - An Open Access 
Journal of Philosophy 18 (2014): pp. 1–26. 

Frascari M. (1983) "The Tell-the-Tale Detail" In: Deely J.N., Lenhart M.D. (eds) Semiotics 1981. Springer, Boston, MA. https://doi.
org/10.1007/978-1-4615-9328-7_32

Marwick, Arthur. “The Cultural Revolution of the Long Sixties: Voices of Reaction, Protest, and Permeation,” The International 
History Review 27, no. 4 (2005): pp. 780-806

Maxwell, Andrew H. "Motorcyclists And Community In Post-Industrial Urban America." Urban Anthropology and Studies of 
Cultural Systems and World Economic Development 27, no. 3/4 (1998): pp. 263-99.

PROCHÁZKOVÁ, JANA. "BOHEMIANS IN NEW ZEALAND – THE HISTORY AND PRESENT SITUATION OF THE PUHOI 
VILLAGE." Český Lid 97, no. 1 (2010): , 2021. http://www.jstor.org/stable/42640289.

Bibliography



  Page 86Page 85

Rubin, Martin. “‘Make Love Make War’: Cultural Confusion and the Biker Film Cycle.” Film History, Exploitation Film 6, no. 3 
(1994)

Shanti Sumartojo, “Rust and Dust: Materiality and the Feel of Memory at Camp Des Milles,” Journal of Material Culture 23, no. 3 
(April 12, 2018)

Slattery, Dennis Patrick. “Firing Up Psyche: Myth, Motorcycles, and the Cultural Imagination.” Jung Journal 2, no. 3 (February 1, 
2013): 109–18. https://doi.org/10.1525/jung.2008.2.3.109.

STANFIELD, P. “Heritage Design: The Harley-Davidson Motor Company.” Journal of Design History 5, no. 2 (1992): 141–155. 
https://doi.org/10.1093/jdh/5.2.141.

Youngblood, Ed , "Moving Beyond Prejudice", American Motorcyclist, American Motorcyclist Association, vol. 49 no. 3,(March 
1995)

News Paper Article

Dourghty, C. I. “More On Hollister's Bad Time.” San Francisco Chronicle. July 6, 1947.  

Stewart, Nikita. "Overlooked No More: Bessie B. Stringfield, the 'Motorcycle Queen of Miami", The New York Times, April 4, 
2018 

Thesis

Benninger, Cole Harris. “Exposed Memory: Weathering of Regional Architecture”, Masters Degree, University of Arizona 2010.

Haslett, David. “Riding at the Margins: International Media and the Construction of a Generic Outlaw Biker Identity in the South 
Island of New Zealand, circa 1950-1975” Thesis, The University of Canterbury , 2007.

Kemp, Melissa Reed. “INDEPENDENT BIKERS: AN ETHNOGRAPHY OF A BIKER COMMUNITY.” Thesis, Graduate Faculty 
of Texas Tech University, 1989.

King, N. S. (2019). UNSUSPECTED: THE U.S. MILITARY’S UNINTENDED CONTRIBUTION TO OUTLAW MOTORCY-
CLE GANGS (Master's thesis, Naval Postgraduate School, Monterey, California, December 2019). Monterey: Naval Postgraduate 
School.

Murphy , Stephan. “Life at the Edge:  A Phenomenological Examination of the Communal, Embodied and Material Dimensions 
of High-Speed  Motorcycling". Doctoral Thesis, University of Limerick, 2016. 

Saia, Anthony M. “The Evolution and Influence of Outlaw Motorcycle Clubs in the American West.” Masters Thesis, University of 
Idaho, 2015

Video/Audio/Film

“Billy Lane vs Indian Larry.” Episode. Biker Build-Off 2, no. 3. Discovery Channel, September 1, 2003. 
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Appendix: Conversation Transcripts
Audio recording of conversation with Lance Anderson: 
https://drive.google.com/file/d/1Vg3bCQlr7iqayZrH7UmxK3ZONUs_PqH1/view?usp=sharing

Audio recording of conversation with Jody Hooker: 
https://drive.google.com/file/d/1Sn-WRmuhdTGx4zw3iCeaPRMqRLqzG2Lk/view?usp=sharing

Conversation with The Litas:

Letter from Jake Williams
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