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The Waitākere Ranges, just west of Auckland City, are identified as one of the most 
important ecosystems in New Zealand. However, only a fraction of the population 
is aware of the thousands of indigenous species of flora and fauna that have lived 
there for thousands of years, and continue to contribute to the scientific study and 
documentation of the country’s vital ecological system. 

These species, some found no where else in New Zealand nor the world, now reside 
largely in civic institutions such as Auckland Museum and New Zealand’s national 
museum Te Papa Tongarewa in Wellington. These museums are subject to providing the 
public with a considerably inauthentic interpretation of where these important species 
originated, their habitats and their indigenous ecosystems. This is concerning, as not 
only are visitors educated on a materialised version of the truth; the species themselves 
are stripped of their own mauri, or life force, with the essence of their habitat lost. 

This research project aims to find an alternative to the detached civic museum 
experience. This is achieved through an in-depth understanding of a Source Community 
strategy, repatriation of specimens, culturally appropriate curation methods, as well as a 
thorough analysis of site and program. 

The investigation concludes the design of a regional Natural History Museum in the 
Waitākere Ranges, for the Waitākere Ranges. This museum shall offer a glimpse into the 
rich and often overlooked layer of this country, providing the visitor with an immersive, 
authentic learning experience. Visitors shall be able to move through, see, and feel the 
environment in ways which would otherwise not be achievable.
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Fig. 1: Native Mānuka blossom. Image by author.
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Just west of Auckland City lie the Waitākere Ranges – 30,000 hectares of precipitous 
outcrops plunging deep into the Tasman sea, steep valleys meeting at the base with silent 
fresh water pools, and sparse jet-black sandy peninsulas; making it one of the wildest, 
vastest landscapes in New Zealand. Though this may not be common knowledge: 
thousands upon thousands of native species, some found nowhere else in the country 
nor the world, have been existing here alongside their urban neighbors, long before 
anything else could. The ecology within this area hosts uninterrupted sequences of flora, 
graduating from the enduring coastal dunes, lagoons and wetlands, to the inland hills 
with mānuka and kānuka scrub, and deep into the kauri forests.1 

The significance of these native species holds an incredible wealth of information for 
interpreting the past, current, and potential future climate of our ecosystem, with the 
Waitākere Ranges now identified as a Heritage Feature of New Zealand and one of 
the country’s most important “indigenous ecosystems”.2 Prolific documentation over 
generations shows that this landscape has provided vast, extensive habitats for dynamic 
plants, mammals, birds, fish and insect species which all contribute to the natural 
biodiversity of this forest. These species, though invaluable in their own right, are also 
increasingly important in understanding the scientific health of the local ecosystem. 
Furthermore, documentation of these species adversely affects understanding the future 

1  “Waitākere Ranges Heritage Area 2018 Report,” Waitākere Ranges Local Board, accessed May 6, 2019, http://www.
knowledgeauckland.org.nz/assets/publications/Waitakere-Ranges-heritage-area-2018-report.pdf.
2  Waitākere Ranges Local Board, “Waitākere Ranges Heritage Area 2018 Report.”

environmental ecosystem too; as the Southern Hemisphere’s temperatures fluctuate, 
wind patterns change, sea levels rise, and habitats disintegrate to make way for new.
This landscape is also an important place and first home to New Zealand’s indigenous 
Māori iwi, Te Kawerau ā Maki, and later, European migrants, who both left a fascinating 
yet tumultuous timeline of human intervention throughout the Ranges. After hundreds 
of years of Māori and colonial European activity within the Waitākere Ranges, the 
mid 1900s saw no further settlements in the area.3 This allowed the land to begin 
natural rehabilitation after many years of it being cultivated, farmed, dammed, logged 
and pawned off solely for its monetary value. When human life shifted elsewhere, the 
years of solitude that followed enabled the land to uncover this timeline of human 
occupation through half buried, disintegrating treasures. Throughout the forests 
and western coastline of Auckland, prominent ancient pa sites were found as well as 
indigenous Māori weaponry, tools, waka, and later, fragments of industrial European 
activity including train machinery and train-lines. These findings allowed scientists, 
archaeologists and geologists alike to piece together a robust cultural period in New 
Zealand’s early history.4 

However, the vast majority of these ecological and ethnographic specimens have been 
removed from their native area and are now held securely in collections in metropolitan 

3  “A Brief History | Te Kawerau a Maki,” Te Kawerau, Nau Mai Whakatau Mai: Te Kawerau ā Maki, accessed May 6, 
2019, www.tekawerau.iwi.nz/history.
4  Bruce and Trixie Harvey, Waitakere Ranges: Ranges of Inspiration (Waitakere Ranges Protection Society, 2006), 18.

Introduction
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Auckland. They are predominantly at Auckland Museum and Manaaki Whenua 
Landcare Research as well as Te Papa Tongarewa in Wellington, where only a fraction of 
the natural collection is seen by the public, hugely distant from the very environment 
they were discovered in. 

Project outline

Through these many years of estrangement, Auckland Museum has recently stated in 
their 2019 5 Year Strategic Plan that it is their aim to psychically reconnect certain parts 
of their collections to places and iwi across New Zealand which identify with them.5 
The following research document is an attempt to find an adequate solution to this, 
through returning existing natural world specimens to the Waitākere Ranges, where 
they would be housed in a localized Natural History Museum. 

This museum, while incorporating programmatic requirements such as curated 
exhibition spaces and zones for inward/outward items, will play an integral role in a 
dialogue between its own environment, and the inquisitive visitor. This museum aims 
to create a localized platform to learn about the surrounding ecology, while being 
immersed in the very forest context in which these specimens were born out of.

5  “Five Year Strategic Plan,” Auckland War Memorial Museum, accessed May 6, 2019, https://www.aucklandmuseum.
com/your-museum/about/five-year-plan.

Aims and objectives

Through this project there is an opportunity to educate the public on indigenous 
species of the area whether prolific, endangered, or now extinct, as part of the 
continuous documentation and scientific study of New Zealand’s ecological 
conservation.6 The task of this architectural project is to enable visitors to grasp an 
authentic understanding of this ever-important natural ecosystem on our doorstep. 
This will happen through accessible exhibition spaces which offer a new perspective 
on how the natural world can be viewed. In addition to this, the museum creates 
the potential to reconnect taonga (treasure of Māori importance) with the whenua 
(land)7 in its symbiotic relationship. Building this relationship of reconnection and 
representation plays a significant part in educating the public - not only on the 
wonderfully varying native species, but also on the importance of this local ecosystem 
and its vital role for understanding the current and potential future of the Waitākere 
Ranges, and New Zealand’s environmental climate.

While there is no question that museums such as Auckland Museum and New 
Zealand’s National Museum Te Papa Tongarewa play in integral part in educating the 
public on an extensive range of natural and societal topics, there is a growing need 
to feed this interdisciplinary relationship architecturally. Simply, the idea of museum 

6  Waitākere Ranges Local Board, “Waitākere Ranges Heritage Area 2018 Report.”
7  “Kaitiakitanga,” Te Ara The Encyclopedia of New Zealand, Heritage Te Manatu Taonga, accessed June 2, 2019, 
https://teara.govt.nz/en/kaitiakitanga-guardianship-and-conservation.
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architecture should be more than just the vehicle of what is inside, by physically 
articulating ideas about what the museum and/or exhibition is culturally informing of. 

Museums historically create a strong separation between the front of house and the 
collections storage area, thus creating a divisive gap between what the museum wants 
the viewer to see, and the rest of its collection. This subsequently leaves the public 
out of the questions being asked, the links being formed, the discoveries being made, 
and the active dialogue that would fascinate so many. This narrative, however, is the 
very quality that can enable museums to be higher instruments of this education and 
experience, in and out, of the urban context. 8 This project, while retaining grounded 
consideration for the surrounding environment of the Waitākere Ranges, will strive to 
find a new architectural solution to this concept of a museum through reconstructing, 
or deconstructing, the visitor experience. 

Understanding and implementing elements of a Source Community theory will be vital 
in creating a project with true contextual relevance to today. This theory is concerned 
with the nature of relationships between place and/or people and exhibited objects 
from which the museum collections originate.9 In turn, this also has an affect on the 
way the visitor engages with the environment, and the environment itself, as part of a 
holistic experience. This theory is discussed in further detail later in the document.

8  Ivan Karp and Steven Lavine eds., Exhibiting Cultures: The Poetics and Politics of Museum Display (Washington: 
Smithsonian Institution Press, 1997), 14.
9  Laura Peers and Alison Brown eds., Museums and Source Communities (Florence: Taylor and Francis, 2005), 1.

Research question

How can the natural history significant to the Waitākere Ranges be best 
articulated through a Source-Community approach to architecture?

Scope and limitations

This research takes data from Auckland Museum and Te Papa’s natural history 
collection as verifiable evidence of what specimens are endemic to the Waitākere 
Ranges. While it does acknowledge that there are thousands of years of natural and 
human occupancy throughout the area as well as ongoing research of new, returned 
or endangered species, these cannot be comprehensively documented within the time 
frame provided. Therefore, the specimens that may be loaned to this natural history 
museum will have been sourced through the collections that already exist within 
Auckland Museum and Te Papa Museum, with a maximum capacity of approximately 
5000 items exhibited.

This project is not about providing a ‘zoo’ type of experience whereby the facility 
becomes secondary to the habitat around. Rather, the building and its habitat will 
work in reciprocal relationship. One educates the other: the internal gives a perspective 
on the landscape that cannot be witnessed from the outside, and the external gives a 
perspective on the landscape that cannot be witnessed from the inside.
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Due to the nature of this project being out of the urban context; there are other, very 
real limitations that have to be acknowledged in order to allow a plausible, responsible 
and respectful architectural intervention. A rāhui (customary ban) was placed on the 
Waitākere Ranges by Te Kawerau ā Maki in 2017 as a last resort to keep the public out 
of the “ecological catchment” area of the forest.10 This was placed to halt the infectious 
kauri dieback disease from spreading to remaining kauri, which is transferred by foot 
tracks in damp ground within the Waitākere Ranges area. There is a mortality rate of 
100% of kauri this disease comes into contact with, which proves to be a devastating 
statistic for this indigenous forest.11 Therefore the rāhui shall act, in part, as a 
determining factor of electing a site location.

State of knowledge

The following document is assisted through a study of literature and architectural 
precedents in two contributing parts: one which largely follows the evolution of 
museum architecture and its contrasting societal priorities, while the other follows 
curatorial ideas of museum culture. Martin Heidegger, philosopher, called upon 
designers to think beyond just the building, and to instead design with the qualities 
of experience in mind. Through this, the theory of phenomenology in architecture 

10  “The Rāhui,” Waitākere Rāhui, accessed June 12, 2019, http://waitakererahui.org.nz/the-rahui.
11  Dr Mels Barton, conversation with Eva Jenkin, Titirangi, 7 May 2019.

was first realised, whereby architecture had the capacity to create a feeling of being 
connected to its environment, enabling the user to ‘dwell,’ and in turn, achieve the 
creation of a sense of ‘place.’12 

This understanding plays an important role in this research, and is backed up through 
modern literature such as Dwelling, Seeing and Designing: Toward a Phenomenological 
Ecology edited by David Seamon and Museums and Maori: Heritage Professionals, 
Indigenous Collections, Current Practice by Conal McCarthy. These two texts give both 
a theoretical and cultural perspective on a sense of ‘place’ and how the two topics are 
intrinsically connected. This helps to unfold the misconception that architecture is just a 
vehicle for what happens inside, and instead, can be an emotive response to how a place, 
a culture, is truly represented. Another specifically important source of information 
entitled Waitakere Ranges: Ranges of Inspiration [sic] edited by Bruce and Trixie Harvey, 
gives this research solid factual information about the location of this native ecosystem, 
and why it is important and worth investigating.13

In addition to this literature, a series of contemporary architectural precedents have 
been studied, including the Allmannajuvet Zinc Mine Museum by Peter Zumthor, 
the Ningbo Museum by Wang Shu and the Aniwaniwa Visitor Centre by John Scott. 

12  Michael Wheeler, “Martin Heidegger,” Stanford University. Stanford Encyclopedia of Philosophy, accessed June 20, 
2019, https://plato.stanford.edu/entries/heidegger/.
13  “History of the Waitakere Ranges,” Waitakere Ranges Protection Society, accessed June 24, 2019, http://www.
waitakereranges.org.nz/history.html.
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These are outstanding realisations of what the literature is helping to convey: here, the 
architecture (inside) and its environment (outside) play an equally important part in 
educating the visitor.

Much has been written about the need for a better connection of architecture with not 
only its occupants, but the environment as part of a reciprocal relationship. However, 
the specifics of how this may be articulated in the Waitākere Ranges is still uncertain. 
This project unfolds how in this age, architecture has an responsibility of educating 
and inspiring the public on art, nature, culture, science and technology in our world in 
ways which challenge the historic tradition of a museum visit. A consideration of how 
these ideas have evolved, morphed, and subsequently deceased, gives a richer contextual 
understanding of the direction of this project, and elements that help to create a method 
for an informed architectural solution.

Methods of design

- Research through field work:

Field work is an invaluable aspect of this project, by visiting the Auckland Museum 
both front and back of house. This has allowed an interesting perspective on the 
differences between what and how a visitor sees an exhibition, and how the specimens 
in an exhibition are stored when out of view. This has included taking photographs of 
exhibits, as well as photographs of the back of house as documentation of storage to 
help develop design strategies.

Continuous visits to the Waitākere Ranges area have been a crucial aspect of the 
project in order to gain real-life, real-time experience. This was not only to discover 
an appropriate location for this project to take place, but to see, feel, touch, the 
environment that plays a vital part in determining the end result. It has included 
documenting local species flora and fauna, as well as important historic locations of 
both Māori and European significance.
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- Understanding a ‘Source Community strategy’ 

A large part of this project involves understanding and adopting a source community 
approach. This establishes the importance of repatriating items from natural collections 
across New Zealand with its indigenous environment of the Waitākere Ranges. 
This ensures an understanding of historic cultural disassociation, appropriation and 
inauthenticity in a museum context, and how contemporary museums have the 
opportunity to close this systemic gap. 

By gaining knowledge on this, it helps this project to make more informed and 
culturally responsive design decisions. This includes conceptualising how to best exhibit 
a natural collection in a respectful and contemporary way, and how to best provide an 
authentic understanding of place for the visitor who is experiencing it. These strategies 
are detailed later in this document.

- Creating parameters

Because the chosen site is out of the urban context, it offered different site and design 
opportunities as those that may be in an urban environment. A set of project and 
site specific parameters were created to which this project could work against, and 
ensure that these stayed within the scope of what this project is trying to achieve. 
These parameters were concerned with creating individual outcomes of the findings 
from the research, which could then be used to help make further design decisions. 

These parameters include building scale and proximity, style of museum curation, 
engagement with the environment.

Results of research

The results of this research offered insights into the many pivotal changes in the world 
of museum architecture and cultural representation and curation. This allowed the 
research to gain a historical perspective on what a museum was, to what a museum has 
the potential to be. To assist this, the research conducted in regards to the Waitākere 
Ranges allowed for an authentic, real time understanding of the ecological make-up of 
the area, which in turn, was vital to the success of this project.

This research was then analyzed through precedent studies and concept design 
iterations as a way of reflecting on what had been discussed through the document. 
Successful attributes were highlighted throughout document and used as a starting 
point for making design decisions. 

Some information was easy to source as the topics have been widely discussed online 
and in books. However, other specific information pertaining to New Zealand and the 
Waitākere Ranges was less easily sourced and needed to be cross referenced to ensure 
that the information and statistics were accurate and current.
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The public display of objects has been a large part of the world’s recreational history as 
early as the sixteenth century. While there are fundamental similarities shared between 
the following museum examples and this project, it is important to acknowledge the 
historical disconnect between museum design and viewer, curation and culture: to 
understand how, today, museums are able to provide one of the most transferable, 
visceral avenues of information to the public.

Research
Evolution of a Museum: Wunderkammer to present day
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Later identifiable as, a museum, the most notable collections began with the 
Wunderkammern, or, ‘wonder-chambers,’ viewed predominantly by the elite, including 
sovereigns and natural scientists as a beginning point for speculations on philosophy, 
science and natural history. The most famous of these wonder rooms was curated by 
Danish doctor Ole Worm in Denmark in the second half of the seventeenth century, 
titled as ‘The Cabinet of Curiosities’.14 

This Wunderkammer, an unassuming rectangular room in his own private residence, 
had its walls and ceilings, mix-matched draws and cabinets full to the brim with some 
of the most expensive, prized, and usually bizarre natural and artificial world curiosities 
displayed for people to look at – from monstrous stuffed animals and exotic fruits to 
scientific instruments, clocks, and automata.15 However cluttered and overwhelming 
these rooms may have been, it is clear that they were the first of its type: a place to visit, 
in which intellectuals were provided with a wide scope of worldly knowledge available 
at the time; belonging to both the sciences and the arts, and at times, everywhere in 
between.16 

14  “The World in a Cabinet, 1600s,” The Scientist Magazine, accessed July 11, 2019, https://www.the-scientist.com/
foundations/the-world-in-a-cabinet-1600s-41184.
15  Victoria Newhouse, Towards a New Museum (New York: Monacelli Press 2006), 15.
16  “Ole Worm’s Cabinet of Wonder: Natural Specimens and Wondrous Monsters,” Biodiversity Heritage Library, 
accessed June 11, 2019, https://blog.biodiversitylibrary.org/2017/05/ole-worms-cabinet-of-wonder-natural-speci-
mens-and-wondrous-monsters.html.

Fig. 2: Ole Worm’s Museum Wormianum, (1655). Image author unknown.
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However, there was a progressive shift within this recreational history, where it became 
less important to keep this information for a small elite population, and became more 
important about allowing an educational perspective for everyone. With this shift in 
growing Wunderkammer and museum culture, there was also a shift in the way the 
architecture was designed to show and exhibit these objects. This, though attributed to 
the enlarged scale of populations wanting to visit these worldly objects, was also due to 
the evolving nature of what architecture could be, and how it could be more expressive 
than, say, Ole Worm’s residential rectangle room. 

Fig. 3: Great Auk, a flightless bird that was a 
popular specimen of the Museum Wormianum. 
Image author unknown.

Fig. 4: A tree root which grew through a 
horse jawbone. Another zoological curiosity. 
Image author unknown.
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The Altes Museum in Berlin, completed in 1830, was one of the first examples of public 
architecture which was designed with the intention of articulating the contents inside 
(the opulent royal Prussian family art collection displayed within) as opposed to just 
being the backdrop for a collection.17 King Wilhelm III commissioned architect Karl 
Friedrich Schinkel to design a museum, and with permission from this King, a very 
distinguished neoclassical building was finalised. 

This building, which was heavily influenced by Wilhelm III’s own penchant for all 
things antiquity, had a grand scale.18 The front façade greeted the visitor with detailed 
Ionic entablature, with grand halls, foyers, and most impressive, a perfectly symmetrical 
entrance lined with columns articulating strength and power.19 This was indeed its 
mission: to architecturally preserve the cultural legacy of the former State of Prussia, 
and inform and educate the public while doing so. It is clear here, that this museum 
was one of the first and finest examples of how architecture can be more than a vehicle 
for a collection, and how the architecture has the potential to play a part in assisting the 
public of the experience of grandeur of what is within. 

17  “Altes Museum,” Arch Eyes, accessed May 2, 2019, http://archeyes.com/altes-museum-karl-friedrich-schinkel/.
18  Brienne Pierce, “The History Of The Altes Museum,” Culture Trip, accessed May 2, 2019, https://theculturetrip.
com/europe/germany/articles/the-history-of-the-altes-museum-in-1-minute/.
19  Arch Eyes, “Altes Museum.”

The Altes Museum was also claimed as a pivotal example of change in public architecture 
for its forward-thinking embrace of the relationship between art, and the middle class 
public observer.20 This allowed for anyone to experience the Prussian collection, rather 
than the small population that it would have been exclusively invited to prior.

20  Brienne Pierce, “The History Of The Altes Museum.” 

Fig. 5: The Altes Museum rotunda. 
Exemplifying the prowess of the the 
interior space. Photographer Jasper 
Arends.

Fig. 6:  The Altes Museum rotunda. Exemplifying the 
prowess of the interior space. Photographer Jasper 
Arends.
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Fig. 7: Entrance to the Museum, with the grand entising front facade. Photographer 
Daniel Mennerich.
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Far removed from ideas of the Wunderkammer, there are now contemporary museums 
whose commitment to not only educating, but giving a purpose-built visceral experience 
for all walks of the public is the type of architecture that this project strives to establish. 
Peter Zumthor, Swiss architect and author, completed the Allmannajuvet Zinc Mine 
Museum in 2016 in Sauda, Norway. While this zinc mine was only in operation for 18 
years, decommissioned in the late 1800s, it provided the area with 12,000 tonnes of 
zinc, which played a huge role in Sauda’s economy.21

Zumthor, though commissioned to design a museum which would house these 
historical items, chose to instead tell the whole story of this mine and these men, from 
the outside-in. This commemorative museum sits high above the roadside of Ryfylke, 
one of Norway’s National Tourist Routes, poised in isolation against the harsh, rugged 
mountainous landscape that surrounds it. Zumthor called upon the aesthetics of this 
location, in which he evokes the laborious struggle of the workers conditions through 
his approach in design. Materiality such as rough stone, and exposed timber joint 
work (reminiscent of the railway sleepers that once operated here) was used as a noble 
representation of the people who spent their lives working there. Inside, artefacts of the 
mine are shown including machinery, hand crafted tools, and documentation telling of 
the prolific zinc mining industry of the past. 

21  Amy Freason, “Peter Zumthor Completes Buildings for Norwegian Tourist Trail,” Dezeen, accessed May 24, 2019, 
https://www.dezeen.com/2016/06/10/peter-zumthor-architecture-wooden-buildings-on-stilts-tourist-trail-norway-alla-
mannajuvet-mine/.

Fig. 8: Zinc Mine Museum against the backdrop of the Sauda landscape. 
Photographer Jiri Havran.
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However, Zumthor plays an even deeper role in interpreting the experience of these 
workers; by creating a series of individual building structures throughout these 
mountains, connected by the original walkway used to access the Sauda mine. These 
buildings are broken up by function – a toilet block, a café, and two separate museum 
buildings. It is here where Zumthor is able to give visitors more than just the museum 
experience; as one does not simply enter the building through one side and leave 
through the other. On arrival, visitors park their car at the base of the site, and by foot, 
walk the very path that the miners once did. This undulating walkway passes through 
the precipitous landscape, stopping briefly at the café building, and then onward, with 
visitors navigating the terrain as though they are back in time. Here, a connection can be 
made with Zumthor’s way of addressing important qualities of the site, and Heidegger’s 
ideas of what makes a place meaningful: this processional journey has been deliberately 
constructed by Zumthor, but viscerally understood by the viewer. Achieved by allowing 
the visitor to experience the landscape as though the miners might have, each building 
structure offers a new view shaft out onto the landscape. This way of guiding visitors 
through the very landscape that determined this museum allows a deeper contextual 
understanding of the landscape, and of the miners toilsome labour – before the visitor 
has even reached the entrance of the museum building. 

This architectural approach to this site is something that holds large value to this project. 
Zumthor was given the opportunity to create an experience which would educate the 
public about a particular cultural moment in time: the zinc mining industry in Sauda 
and those thousands who worked for it, as well as those who benefited from their labour. 

Zumthor designed the Allmannajuvet Museum with a certain responsibility in mind, 
in which he states that “if you have an awareness of history, it comes to be part of the 
now. I try to make the almost-forgotten history of a place part of my buildings.”22 This 
quote helps to understand the relationship Zumthor had with this museum project as 
he exemplified just that: history as part of the future. He was to establish a museum (or 
series of ) that would show the public of Sauda’s past, to educate and inspire. However, 
to go beyond and determine that the innate landscape is just as important in telling 
the story for the future also, is to design not just the space, but the experience, and 
allow people to be fully immersed in their visit. By showcasing the harshness of the 
Allmannajuvet mine through simple tectonic materiality, and educating the visitor 
on more than the objects within the building, Zumthor created an innate, seemingly 
organic experience that envelopes the visitor in historic depth and wonder.

22  “Peter Zumthor: Rigour and Resonance,” Surface Magazine, accessed May 24, 2019, https://www.surfacemag.com/
articles/architecture-architect-peter-zumthor-february-cover/.

Fig. 9:      (above) Pathways walking through the landscape, offering alternative 
outlooks. Photographer unkown.
Fig. 10: -
Fig. 11: -

Fig. 9-11:    
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Fig. 12:  Orange indicates the journey the visitor takes from arriving at the base of the museum, to 
walking past the toilets and up through the landscape, where the first actual building holding items is 
also coloured in orange. Image by author.
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Fig. 13: Interior view of the museum building, with 
natural light illuminating the museum objects within. 
Photographer Fredrik Flogstad.

Fig. 14:      Illustration of how these natural light sources are 
sculpted from the architecture itself. Images by author.
Fig. 15: 

Fig. 14-15:    
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The Ningbo History Museum completed in 2008 by Wang Shu, is a commemorative 
museum for Ningbo in the Zhejiang Province of China. Similarly with the 
Allmannajuvet Zinc Mine Museum, this museum has utilised local materiality as part 
of its characteristic storytelling. This building’s façade is made from composed debris, 
collected from surrounding Chinese Villages that were demolished to make way for large 
housing developments.23 Shu’s statement of using rubble to highlight the building is his 
way of playing an important role in giving reparation to the communities that lost part 
of their history to make way for new housing. 

This perceptive architectural decision thrusts this building into another realm of cultural 
representation. By creating the building’s exterior from the very materials that shaped 
the land beneath it, Shu has given a deeply grounding importance to this building, to 
the viewer, and most importantly to the people of Ningbo, who are able to feel a sense 
of closeness with the building. Inside, one is met with many ethnographic and natural 
world objects that were found and restored from the original province of Zhejiang, for 
the public to experience the culture that once surrounded them. 

23  Benedict Hobson, “Wang Shu’s Ningbo History Museum Built from the Remains of Demolished Villages,” Dezeen, 
accessed May 26, 2019, https://www.dezeen.com/2016/08/18/video-interview-wang-shu-amateur-architecture-stu-
dio-ningbo-history-museum-movie/.

In Dwelling, Seeing and Designing: Toward a Phenomenological Ecology, David Seamon 
brings to light an interesting idea about the reclamation of ‘place’. He states that in 
general “people have intimate familiarity with the local geography, and they feel a 
responsibility for maintaining the nameless qualities of their place.”24 

This museum illustrates Seamon’s perception of place acutely, while also aligning with 
Heidegger’s theory on phenomenology as a response to this reclamation of place. Both 
Shu and Zumthor have chosen to craft the architecture by incorporating the historical 
landscape surrounding, to create something which is not only emotionally engaging, 
but is also culturally informative.25 This comparison of precedents helps to understand 
how museums have progressed from the architecture solely being the vehicle for the 
objects within, to the architecture becoming an ingrained part of the holistic museum 
experience. Not only does this have a positive impact on the quality of the visit, but 
moreover gives a richer, more accurate portrayal of the exhibited specimens themselves, 
as part of the ingrained fabric of the site, and museum.

24  David Seamon, Dwelling, Seeing and Designing: Toward a Phenomenological Ecology (Albany, N.Y: State Univ. of 
New York Press, 1996), 25.
25  Karp and Lavine, Exhibiting Cultures: The Poetics and Politics of Museum Display, 27.
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Fig. 16: Ningbo Museum from the exterior route, where the repuropsed 
materials create depth within the facade. Photographer Benedict Hobson.

Fig. 17: Close up of the repurposed rubble on 
building facade. Photographer Benedict Hobson.

Fig. 18: Cheongsam (traditional Chinese dress) 
on display within the museum. Photographer 
Benedict Hobson.
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With museum design comes an equally large responsibility to ensure that the curation 
of the exhibition within the building is crafted to accurately and respectfully represent 
the values being outwardly shown to the public. Albeit, for indigenous communities 
(specifically important to New Zealand and its curatorial representation of Māori) this 
has not always been at the forefront of museum priorities. 

However, Te Maori: Te Hokinga Mai [sic] which first opened in the crowded Māori 
Hall at the National Museum in Wellington, 16 August 1984,26 swept Māori and non-
Māori off their feet, with the exhibition hailed around the country as a “Māori cultural 
renaissance”.27 Although many indigenous people had deep distrust in museums for 
subjugating Māori culture as ‘novelty New Zealand’, this exhibition was different.28 Te 
Maori was so transformative because for the first time Māori people were at the forefront 
of organising and presenting these precious taonga (treasure) with their own cultural 
and spiritual ownership, as a way of halting the assumed colonial authority in museum 
practice. The success of this exhibition took Te Maori internationally, with it shown 
in New York, St Louis, Chicago and San Francisco to over 500,000 Americans before 
returning to Wellington.29

26  “Te Maori Exhibition Opens in New York,” New Zealand History, accessed September 3, 2019, https://nzhistory.
govt.nz/te-maori-exhibition-opens-in-new-york.
27  New Zealand History, “Te Maori Exhibition Opens in New York.”
28  New Zealand History, “Te Maori Exhibition Opens in New York.”
29  “Māori People and culture today,” Te Ara:The Encyclopedia of New Zealand, accessed September 3, 2019, https://
teara.govt.nz/en/maori/page-1.

In a photograph taken at the opening ceremony, not only a memorable moment was 
captured, but also a glimpse of the cultural mistreatment of the time. Here, left of Te 
Maori speaker Kara Puketapu, is a framed glass cabinet holding weapons on didactic 
panels, while a sternpost from a war canoe sits above. This is mirrored to the right, with 
another framed glass cabinet, showing the indistinguishable way in which Māori culture 
had been presented for decades prior.30 Behind the photographer, in stark contrast to the 
didactic panels in the image, was the entrance to the new exhibition space for Te Maori. 

Precious taonga from diverse iwi up and down New Zealand were loaned to the museum 
for this event, including items such as a hei matau (fish hook) made from whalebone 
of the Ngāi Tahu tribe31 and the exhibition’s publicity icon War God/Uenukutuwhatu, 
from lake Ngaroto, Waikato.32 Here, both iwi and the general public were offered an 
unprecedented intimate view of these items, where the fine indigenous craft was able 
to be celebrated, the purpose and place they originated was acknowledged, and the 
incredible diversity of Māori throughout New Zealand was honored on the world 
stage. It is important, however, to understand as described in Museums and Maori: 
Heritage Professionals, Indigenous Collections, Current Practice that “almost none of the 
things displayed in museums were made to be seen in them.”33 In regards to Te Maori, 

30  Conal McCarthy, Museums and Maori: Heritage Professionals, Indigenous Collections, Current Practice (Abingdon: 
Routledge, 2016), 54.
31  McCarthy, Museums and Maori: Heritage Professionals, Indigenous Collections, Current Practice, 60.
32  McCarthy, Museums and Maori: Heritage Professionals, Indigenous Collections, Current Practice, 60.
33  McCarthy, Museums and Maori: Heritage Professionals, Indigenous Collections, Current Practice, 60.

Curation of Culture
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as anthropologist Hirini Moko Mead explained that the main objective of Te Maori 
exhibition was to “reconnect taonga in museums to their communities”.34 Therefore 
all appropriate measures were taken to assure it would be done so respectfully. This 
included specific protocol of handling and storage of Māori objects: fresh green leaves 
and water bowls were laid next to taonga on display, no food or drink was allowed 
within the exhibition’s vicinity, as well as precaution for women who were menstruating 
or pregnant.35 To assist the respect shown spiritually for the taonga and iwi, the way 
in which the public viewed the items as an orchestrated design was also vital, allowing 
for simple but impactful design strategies to be devised. These taonga, predominantly 
cataloged as large carvings, each had their own floor space and measured plinth in 
which the item stood atop, “spot-lit in splendid isolation against stark white walls.”36  By 
creating an individual perimeter zone for each item, visitors were encouraged to respond 
to one moment at a time, allowing a more nuanced thinking, rather than trying to over-
complicate the architectural space.37  

34  McCarthy, Museums and Maori: Heritage Professionals, Indigenous Collections, Current Practice, 81.
35  McCarthy, Museums and Maori: Heritage Professionals, Indigenous Collections, Current Practice, 125.
36  McCarthy, Museums and Maori: Heritage Professionals, Indigenous Collections, Current Practice, 60.
37  Puawai Cairns and Christopher Fung, “Is there a Culture of Exclusion in Museums?” Te Papa’s Blog. Museum of 
New Zealand Te Papa Tongarewa, accessed May 6, 2019, https://blog.tepapa.govt.nz/2019/05/07/is-there-a-culture-of-
exclusion-in-museums/.

Fig. 19:  Kara Puketapu introducing a crowd to Te Maori (to the left of the 
wharenui these didactic panels can be seen clearly). Photographer unknown.
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With regards to this project, it should be acknowledged that Te Maori was an important 
precedent to gain a historical perspective on how museum curation has evolved in New 
Zealand. The growth of Māori culture, of celebrating New Zealand’s treasures and 
biodiversity, has to pay tremendous thanks to Te Maori for publicly and internationally 
highlighting a successful and empowering way of truly representing a culture. By 
“putting together Māori material from museum seen as artefacts, letting it be seen 
as art alongside contemporary art, and looking at the links between traditional and 
contemporary.”38 This exhibition design and curation was so transformative as it enabled 
Māori to articulate their ancient and ongoing heritage in a way which was accessible 
for everyone, with the mana, or power, of these items elegantly expressed for the world 
to see. Many changes came about after the opening and continual success of Te Maori, 
with new protocol structures for collaborating with Māori in museums. These included 
initial consultation about collection, care and interpretation of taonga, recognition of 
tribal kaitiakitanga (guardianship) in decision making of taonga, and most importantly, 
further Māori participation in museum governance and management of museum 
curation.39 

However, as this topic shifts from Māori representation within museum exhibition 
design and curation to architecture as the subject: the same cultural growth has not 
been as widely considered. In his chapter “Pacific Culture Centres and Antipodean 
Museums,” Mike Austin writes about architecture in New Zealand, and how cultural 

38  McCarthy, Museums and Maori: Heritage Professionals, Indigenous Collections, Current Practice, 89.
39  McCarthy, Museums and Maori: Heritage Professionals, Indigenous Collections, Current Practice, 62.

representation has struggled to highlight the genuine importance of our history through 
design.40 Te Papa Tongarewa (New Zealand National Museum) opened in 1998 in 
Wellington, the country’s capital, showing no noticeable pride in exemplifying Māori 
architecture. Instead, one of the few showcases of Māori is the Te Hau-ki-Turana 
meeting house, which sits in its own exhibition space deep within Te Papa,41 as if to 
show Māori culture as exactly that: a showcase, and not an integral part of what should 
stand proudly, and outwardly, as a national icon. In addition, it is only now in 2019, 
twenty one years after opening, that Te Papa has created a purpose-built permanent area 
within the museum called Te Taiao Nature – an “immersive journey through the natural 
world of Aotearoa New Zealand, combining cutting-edge science with mātauranga 
Māori.”42 While this is wonderful news for iwi, visitors and for the cultural perseverance 
of the museum, it bears the question of why only now? As it appears that only twenty one 
years after opening it now becomes apparent that the country’s biological heritage is just 
becoming recognised in our National Museum, when the Māori world view is that the 
natural environment and its human inhabitants have always been inextricably linked. 
While Te Papa does continue to educate many people each day, it remains one of New 
Zealand’s most controversial pieces of national architecture. 

40 Mike Austin, “Pacific Culture Centres and Antipodean Museums” In Museum, Gallery and Cultural Architecture in 
Australia, New Zealand and the Pacific Region (Edwin Mellen, 2007), 153.
41  Austin, “Pacific Culture Centres and Antipodean Museums,” 152.
42  “Ground-breaking Nature Zone Opens in May,” Museum of New Zealand Te Papa Tongarewa, accessed May 28, 
2019, https://www.tepapa.govt.nz/about/news/2019-news/ground-breaking-nature-zone-opens-may.
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Fig. 20: A visitor of the Te Maori opening able to reach out and 
connect with an item on exhibit. Photographer unknown.

Fig. 21: Te Maori exhibition, with taonga standing proudly in prominent positions for people 
to look up to. Each item with their individual spotlight. Photographer unknown.
Fig. 21:
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However, to assume that all architecture in New Zealand attempts to foster bi-
culturalism in this way would be misinformed. One of the most important, and often 
overlooked works of architecture that introduces successful, contemporary attributes of 
Māori principles is the Aniwaniwa Visitors Centre at Lake Waikaremoana, Te Urewera 
National Park, designed by New Zealand architect John Scott in 1974. This piece of 
architecture was an icon, though devastatingly demolished in 2016 due to earthquake 
risk, despite the building’s classification as a Category 1 Historic Place.43

Scott had the intrinsic understanding that the Aniwaniwa building was not just for the 
client, but for the fundamental significance of past and present, indigenous ancestors 
and future generations.44 Aniwaniwa was a humble, modernist-inspired split-level timber 
and concrete structure. It was described as “a series of floating pavilions”45 which sat 
seamlessly in the native bush of the Te Urewera National Park. However, it was so much 
more than a conventional visitors centre and museum in the bush. Scott designed this 
architecture as a place that people could visit and where they could feel the unspoilt 
wilderness character of the Urewera’s, with the diverse flora and fauna made visible and 
tangible. 

43  Craig Martin, “Visitor Centre: Aniwaniwa,” John Scott Architect, accessed September 3, 2019, https://www.john-
scott.net.nz/pages/aniwaniwa.html.
44  Alison Dangerfield and Blyss Wagstaff, “Te Urewera National Park Visitor Centre (Former), Aniwaniwa” (New 
Zealand Historic Places Trust Pouhere Taonga, 2012), 40.
45  Dangerfield and Wagstaff, “Former Aniwaniwa Visitor Centre,” 43.

Fig. 22: An early sketch of the Visitor Centre showing the waharoa and raised boardwalks which guide the 
visitor through the native bush before arriving at the front door. Image by John Scott.
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This immersive experience was created through the physical environment leading the 
way the visitors entered the building. Elevated, open air boardwalks twisted and turned 
through tree trunks, in and out of the canopy before even reaching the entrance,46 which 
required visitors’ contemplation of the way ahead. Echoes of the transitional spaces 
encountered during a pōwhiri (formal welcome) subliminally guided the visitor across 
the marae ātea (open courtyard for public forum) and paepae (threshold) toward and 
into the wharenui (meeting house, and in this case, the entrance to the centre). This was 
done to recognise and welcome those who are manuhiri (visitors),47 and architecturally 
understood as very deliberate pauses in boardwalks, and generous entrance awnings. 

Taonga which resided at Aniwaniwa had either been gifted or loaned to the rural 
museum, including hei tiki, kete, korowai, carved items, and examples of native flora 
and fauna, as well as items relating to European settlement in the area.48 This shows an 
early, progressive understanding of how an architect can successfully present culture, 
without dividing indigenous Māori and European influence, as it is all encompassing 
as a part of Te Urewera’s history. These taonga were presented thoughtfully and clear 
of obstructions; some perched on purpose built benches along the windowsill and 
some free-standing, all “allowing the light to play on the trees and spread its softness 
into the building.”49 While the historical Māori world view adapted and evolved with 

46  Dangerfield and Wagstaff, “Former Aniwaniwa Visitor Centre,” 20.
47  Dangerfield and Wagstaff, “Former Aniwaniwa Visitor Centre,” 27.
48  Dangerfield and Wagstaff, “Former Aniwaniwa Visitor Centre,” 27.
49  Dangerfield and Wagstaff, “Former Aniwaniwa Visitor Centre,” 20.

the introduction of Europeans, and the European way of life,50 it remains profound as 
exemplified in the Aniwaniwa Centre. Fundamental elements of Māori processional 
culture was exemplified in a contemporary poetic way, by allowing the building to co-
exist in the landscape, distinct in purpose, and special in expression.

50  “Papatūānuku – the Land – Te Ara Encyclopedia of New Zealand,” Te Ara Encyclopedia of New Zealand, Ministry 
for Culture and Heritage Te Manatu Taonga, accessed September 8, 2019, https://teara.govt.nz/en/papatuanuku-the-land.

Fig. 23: Interior space where taonga 
stood. Image by A. Dangerfiled.

Fig. 24: Generous windowsill area for exhibition items to sit, against the 
backdrop of the bush, playing an important part in the way the item relates 
to its context. Image by A. Dangerfiled.
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Fig. 25: Raised stilted board-walk through native forest, allowing this 
promenade experience to unfold. Photographer David Straight.
Fig. 26: (right) analysis of the museum masterplan. Image by author.
Fig. 27: (opposite page) analysis of journey through museum with deliberate pauses 
when Scott wished to acknowledge part of the environment around. Image by author.
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This floorplan analysis shows the deliberate pauses taken during the walk toward and 
during the visit. The annotated floorplan on the opposite page gives an understanding 
of important aspects that Scott has chosen to highlight, including framed views out 
toward dense native bush, as well as Lake Waikaremoana. These pauses offer the visitor 
an attentive meander through the landscape Scott wished to bring awareness to, through 
utilising the landscape as part of the exhibit experience of the Te Urewera’s also.

Foot traffic through site

Deliberate pause for framed view

Final pause for expansive view

Alternative route through site

Waharoa
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The Waitākere Ranges lie immediately west of Auckland, New Zealand’s largest city. 
This subtropical rainforest landscape was formed between 22 and 15 million years ago, 
with an extraordinary volcanic eruption which helped thrust Miocene period Auckland 
out of the water.51 This volcano was named Waitākere Volcano, and although it was 
centered 20 kilometres west of present-day Waitākere Ranges, it ruptured the whole 
Auckland area, creating new landscapes and what we now know as the Waitematā 
Basin.52 While the Waitākere Ranges region is so captivating that its depiction needs 
little embellishment, it is a central starting place for this document: to understand just 
how, and why this area is vital for this project.

With an area of 30,000 hectares of undulating forested peaks, the Waitākere Ranges 
rise sharply up from the west coastline with peaks reaching 425 metres high, and valleys 
which descend deeply toward the boisterous Manukau Harbour, and into the foothills 
of Auckland’s western suburbs.53 The Waitākere Ranges, due to thousands of these 
years of being distant from the rest of New Zealand, and the world, has formed its 
own biological microcosm which is home to incredibly diverse flora and fauna species 
subsequently found nowhere else on the planet.54 

51  Harvey, Waitakere Ranges: Ranges of Inspiration, 36.
52  Harvey, Waitakere Ranges: Ranges of Inspiration, 37.
53  John Morton, Peter Ballance, and Ronald Cometti eds., A Natural History of Auckland (David Bateman Ltd. in 
association with Auckland Regional Council, 1993), 26.
54  Te Papa, ed., Icons Ngā Taonga: From the Museum Te Papa Tongarewa (Wellington: Te Papa Press, 2004), 124.

With the scientific understanding of how important these past, existing and extinct 
species are, this regional park is now identified as a Heritage Feature of New Zealand 
and is described as one of the country’s most important “indigenous ecosystems”.55 

The Waitākere Ranges remained this rich, diverse ecological district until the first 
migrations from the Pacific, and later from European inhabitants: with whom came the 
first exotic plants and animals, the force of the weapon, and most devastatingly the greed 
and fury of agriculture.56 The first iwi to settle the district in the 1600s was Te Kawerau 
ā Maki, descending from their ancestor Maki who conquered the wider area as a tribal 
entity prior to this.57 Te Kawerau ā Maki lived along these precipitous outcrops of the 
western coastline from Te Henga (Bethells Beach), to Whatipu at the mouth of the 
Manukau Harbour, where cliff-top pa gave solace from possible threats for many years. 
Te Kawerau ā Maki cultivated the land by cutting and carving native timber for their 
waka, digging up the soil to grow kumara, weaving harakeke for kete, and fishing for eels 
and inanga to eat. 

55  Waitakere Ranges Local Board and Auckland Council, “Waitākere Ranges Visitor Management Plan.”
56  Waitakere Ranges Protection Society “History of the Waitakere Ranges.”
57  Nau Mai Whakatau Mai: Te Kawerau a Maki, “A Brief History | Te Kawerau a Maki.”

Abundant Waitākere
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Te Kawerau ā Maki valued this land for its abundant life-sustaining and spiritual 
qualities: naming it ‘Te Wao o Nui a Tiriwa’ – ‘the Great Forest of Tiriwa’58 after a 
significant ancestor of the area, Tiriwa, who is believed to have carried Rangitoto Island 
from Karekare to the Hauraki Gulf.59 These cliff-top settlements along the western coast 
were highly successful until the mid-1820s where inhabitants of the Waitākere area 
were decimated by Ngāpuhi raiding parties, which were armed with muskets traded 
from early European settlers. This war was fought at Te Henga and Karekare, but Te 
Kawerau ā Maki were overwhelmed by the superior European force of guns. Due to this 
decimation of human life, tribal members left the area for the Waikato until it was safe 
to return to the Waitākere area in 1835.60 Following this devastation, Te Kawerau ā Maki 
re-established themselves stronger with musket pa at Te Henga where they continued to 
live comfortably and better equipped in case of another raid.61

However, with the introduction of European in the area, the Waitākere Ranges 
would see a whole new level of destruction, with lasting affects which have altered the 
Waitākere forest that exists today. By the early 1850s the Crown realised the agricultural 
bounty of the land, and began to purchase lots within the Waitākere district, and 
without consulting mana whenua (a tribe’s authority over land) and their customary 

58  Harvey, Waitakere Ranges: Ranges of Inspiration, 20.
59  “Story: Tāmaki Tribes,” Te Ara: The Encyclopedia of New Zealand, Ministry for Culture and Heritage Te Manatu 
Taonga, accessed September 12, 2019, https://teara.govt.nz/en/tamaki-tribes.
60  Harvey, Waitakere Ranges: Ranges of Inspiration, 20.
61  Harvey, Waitakere Ranges: Ranges of Inspiration, 20.

rights, began to privately sell individual land to the highest bidder. To follow this, the 
arrival of the railway in 1881 facilitated the destruction of the remaining kauri which 
were milled and shipped overseas, or burnt to make way for farmland.62 This left the 
forest and Te Kawerau ā Maki people exploited, stripping kauri as an indispensable 
source for the people. By the 1900s almost all of the ancient forest had been desecrated 
because of this.63 Though some of the original tribes continued to live in the Waitākere 
area, many felt culturally isolated with the regular contact with Europeans.64 This 
resulted in iwi numbers declining, as many families decided to move to different areas of 
Auckland like Orakei and Pukaki to be with other close relatives.

62  Harvey, Waitakere Ranges: Ranges of Inspiration, 20.
63  “Kauri Forest,” Te Ara Encyclopedia of New Zealand, accessed September 12, 2019, https://teara.govt.nz/en/
kauri-forest.
64  Nau Mai Whakatau Mai: Te Kawerau a Maki, “A Brief History | Te Kawerau a Maki.”
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In more recent years, kauri dieback has infected many of the remaining kauri, with 
the only way to halt the progression of this is to keep people away from the forest. Dr 
Mels Barton, environmental scientist and founder of The Tree Council, explained the 
rāhui as a “cultural quarantine response”65 which has been placed over the ecological 
catchment area of the forest.66 This is in place to allow the ecosystem of the forest to 
begin repairing itself from the years of constant human intervention where there should 
never have been any. 

Without this rāhui, kauri, the most important podocarp species in New Zealand, has 
the grave possibility of dying within the next 30 years, with 58% of kauri currently 
infected with some level of dieback. Not only is this a devastating statistic for our 
country’s historical forests, but also for iwi Te Kawerau ā Maki, and all those who 
see the Waitākere Ranges as important. To put into perspective, if the kauri tree, the 
cornerstone of more than 17 other native species, becomes extinct, it will see the rest 
of the indigenous ecological system fall and the largest taonga of the forest will become 
extinct. 

65  Conversation with Dr Mels Barton, Titirangi, 7 May 2019.
66  Waitākere Rāhui, “The Rāhui - Waitākere Rāhui.”
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Fig. 28:  Ancient kauri tree amongst other native species (ponga, kahakaha, kareao) that rely on it’s health to survive. Image by Getty.
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Māori occupation

European occupation

Shared occupation

All timeline information sourced from Nau Mai Whakatau Mai: Te Kawerau a Maki, 
“A Brief History | Te Kawerau a Maki.”

Fig. 29: Kauri crop. Image by Vice.

Fig. 30: Early depiction of Huia across to Whatipu. 
Image by John Johnson.

Fig. 31: Early depiction of a Māori settlement. Author 
unknown.

Fig. 32: A bullock team near a timber 
mill in Piha. Image by Alberty Godber.

38
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Fig. 33: A railway passing along the 
western coastline with felled kauri to 
ship abroad. Photographer unknown.

Fig. 34: Constrcution of Waitākere Dam. 
Photographer unknown.

Fig. 35: The Native and Crown Lands of 
the North Island. Author unknown.

Fig. 36: Waitākere Protection 
Society logo. Image by Waitākere 
Protection Society

Fig. 37: A dying kauri tree in the 
forest. Image by Michael Craig.

Fig. 38: The Rāhui procession over the 
Waitākere Ranges. Image by Chris McKeen.
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‘Source Communities’ (sometimes referred to as ‘originating communities’) is a theory 
developed and studied in Museums and Source Communities, edited by Laura Peers 
and Alison K. Brown. It is one of the most important developments in the history of 
museum culture, and defined as “the nature of relationships [between museums and 
their source communities] from which the museum collections originate.”67 This concept 
is generally concerned with immigrant and indigenous communities, religious groups 
and settlers, whether those are First Nations, Aborigines, Scottish or Māori.68 

With the height of museum collecting in the mid-nineteenth century, collecting items 
that were to be exhibited in museums was very much a one-way relationship: objects, 
artefacts and information were extracted from their original environment on the premise 
that the certain culture was dying out and needed to be preserved for dominant-society 
audiences, whether it be for specialist researchers or the general public.69 However, with 
the museum to community culture continuing to evolve, it is now much more of a 
two-way process, in which information and historic artefacts are now being returned to 
their respective environments, giving cultural and geographic proximity to where they 
originated. Museums across the world are now beginning to understand the importance 
of source communities as the main audience and inspiration for these exhibitions - as 
it is those peoples, those cultures, who have helped to fabricate what is on show to 
the rest of society. Here, it is clear that with the traditional Māori world view of the 

67  Laura Peers and Alison Brown eds., Museums and Source Communities (New York, Taylor and Francis, 2005), 1.
68  Peers and Brown, Museums and Source Communities, 1.
69  Peers and Brown, Museums and Source Communities, 1.

natural environment and its human inhabitants being inextricably linked; when applied 
in this context, is exactly what the concept ‘source communities’ is in direct response 
to. Furthermore, museums are now recognising that there are certain responsibilities 
that should be undertaken to ensure that these source communities are accurately 
and respectfully represented by the museum, and perceived by the audiences of these 
exhibitions.70 These changes have given a certain impetus, with new thoughts on ways 
in which research and relationships are formed, evolved and maintained in a way which 
feeds and satisfies the knowledge of both parties.71

70  Peers and Brown, Museums and Source Communities, 2.
71  Peers and Brown, Museums and Source Communities, 2.

Understanding a Source Community strategy

Fig. 39: Immersive vs discursive demonstration of exhibition curation. 
Image by author.
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In Auckland Museum’s document of their Five Year Strategic Plan, it is illustrated with 
particular importance that the museum aims to “foster an inclusive Auckland, where 
everyone belongs, promoting Māori and Pacific identity and well-being; and valuing our 
culture heritage and the environment.” 72 As part of this diversification plan, Auckland 
Museum would like to make taonga and other items of importance more accessible to 
the far reaches of New Zealand. This would be established through Mātauranga Māori 
research initiatives, digital and online resources, and of particular interest – loaning out 
natural world objects to the communities that identify with them, and pertinent to this 
project: those extracted from the Waitākere Ranges.73 

72  “Five Year Strategic Plan,” Auckland Museum, accessed September 17, 2019, http://www.aucklandmuseum.com/
your-museum/about/five-year-plan.
73  Auckland Museum, “Five Year Strategic Plan.”
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In comparison with the European history of the Waitākere Ranges area (which was 
documented more comprehensively with film cameras and written records), Māori 
association with Te Wao Nui a Tiriwa had never been as extensively documented as 
their way of recounting history was often in oral form, as a way of invigorating the 
grounded Māori voice.74 Because there are fewer written records it means that historians, 
archaeologists and entomologists rely largely on the tangible evidence of what remains of 
the Ranges as verifiable evidence of understanding this civilization. In tandem with this, 
the ongoing study of these species, whether prolific or now extinct in the area are vital to 
the continuous documentation of the Waitākere Range’s ecological conservation, as one 
of the most “important indigenous ecosystems in the country.”75 

These environmental and archaeological recordings show of the climate through the 
Waitākere history, as well as the lengthy period of settlement throughout the larger area, 
with hundreds of significant discoveries – those that were natural, and those that were 
conceived by its inhabitants. The Waitākere Ranges held huge significance for the plants, 
animals, birds, insects and fish species which made up the native biodiversity of the 
forest, and what made the predominant feature of the Great Forest of Tiriwa.76 While 
the centuries of Māori and European occupation in the Ranges became detrimental 
to the survival of these flora and fauna species, there has been a huge effort in recent 

74  Kia Mau, “The Contested Nature of Oral Histories,” Te Kete Ipurangi, accessed July 10, 2019, http://eng.kiamau.
tki.org.nz/Teachers-notes/Teaching-history/The-contested-nature-of-oral-histories.
75  Waitakere Ranges Local Board, “Waitākere Ranges Visitor Management Plan.”
76  Harvey, Waitakere Ranges: Ranges of Inspiration, 27.

years to document and preserve much of the remaining specimens. Within the last 
15 years, Chilean born Dr. G Kuschel, a specialist in entomology, has discovered and 
identified 982 beetle types in the bush of West Auckland alone, and even then this list 
is incomplete. In addition to this, there are 300 different species of micro-fossil which 
have been uniquely recorded from the Waitākere Ranges in recent years, including 
phytoplankton, zoo-plankton, and small anatomy of sea urchins, sponge spicules, fish 
scales and teeth.77 Studies are also ongoing with identifying and categorising frogs, 
lizards and ladybirds to penguins and birds; with hundreds of species being discovered 
and the potential of hundreds more. This provides professionals with incredibly valuable 
data about the historical ecological climate of the landscape.78 In addition to these 
natural findings, archaeologists and historians have uncovered fortifications, waka, tools, 
animal and human skeletons, and with the European introduction: railways, dilapidated 
house foundations, and broken dam machinery; all reflecting a timeline of human 
occupation.79 

Currently, the majority of important specimens: including the endangered Brown Kiwi, 
New Zealand Dotterel, and Long Tailed Bat80 are now held in collections in Auckland, 
at Auckland Museum, Auckland University, Manaaki Whenua Landcare Research, and 
in Wellington at Te Papa Tongarewa Museum, where unless selected specimens are on 

77  Harvey, Waitakere Ranges: Ranges of Inspiration, 41.
78  Harvey, Waitakere Ranges: Ranges of Inspiration, 30.
79  John Diamond, “Maori In The Waitakere Ranges,” The Polynesian Society, Vol. 64, (1955), 304.
80  Jamie Morton, “10 Endangered Auckland Species,” NZ Herald, 2019.

Importance of native collections
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exhibit; people are able to visit them by appointment only. Through understanding 
a ‘source community’ strategy, this allows for this project to play a crucial role in 
recovering a range of natural and cultural knowledge that has been displaced for many 
years, for researchers, professionals, public, and iwi. Although having objects from the 
Waitākere Ranges in civic Auckland and Wellington is valuable for the wider public, the 
displacement of these items sometimes creates a term referred to as ‘strategic relics.’81 
Whereby these items, whether it be a native endangered fish, or an indigenous axe 
head loses its distinctive character and instead offers the public with the opportunity to 
illustrate their own narrative of what and where this item may have originated. While 
at times this is appropriate due to the lack of knowledge behind an object, for the most 
part, it creates an even larger gap between the often underrepresented culture, and the 
viewer. Furthermore, in museum collections of specifically natural and ethnographic 
objects, there is an increasingly recognised problem, whereby the objects which are 
displayed in civic environments experience a change in their own significance; as they 
have been so far removed from any contextual authenticity.82 

For this project to assert a culturally grounded position one must understand that, 
this, within the Māori world view, is a crucial issue. As Māori view taonga as their 
ancestors (whether tangible or otherwise) the way they are perceived and cared for is 
very important.83 For Māori, as with other indigenous cultures, there are “direct links 

81  Peers and Brown, Museums and Source Communities, 43.
82  Peers and Brown, Museums and Source Communities, 43.
83  “Māori and museums – ngā whare taonga,” Te Ara The Encyclopedia of New Zealand, accessed October 2, 2019, 

between healthy ecosystems and people’s cultural and spiritual well-being”84 as noted 
in Manaaki Whenua Press. While this holistic thinking, based on traditional values and 
beliefs (derived from a mix of cosmology, mythology, religion, anthropology) is now 
an emerging idea in the 21st century, there are still large links that need to be formed 
between the museum collection and the place it comes from.85 As integral to telling this 
interconnected story, is the relevance of place. 

In an environmental context such as the Waitākere Ranges, all flora, fauna and natural 
resources are part of a “hierarchical genetic assemblage”86 which is vital to human 
existence. With this integral story, collections from the natural world should be 
expressed and exhibited in its natural world place – the Waitākere Ranges. It is here 
where the importance of creating an architectural program whereby these specimens are 
able to be proudly shown in their originating habitat becomes a compelling opportunity. 
Following Auckland Museum’s 5 Year Plan, there becomes a potential for this project 
to work in a reciprocal relationship with Auckland Museum and other partnered 
establishments, to accept loans and become kaitiaki of these natural world items.

https://teara.govt.nz/en/maori-and-museums-nga-whare-taonga.
84  Manaaki Whenua Press, “Indigenous Māori knowledge and perspectives of ecosystems,” accessed October 2, 2019, 
https://www.landcareresearch.co.nz/__data/assets/pdf_file/0007/77047/2_1_Harmsworth.pdf, 1.
85 Manaaki Whenua Press, “Indigenous Māori knowledge and perspectives of ecosystems,” 1.
86 Manaaki Whenua Press, “Indigenous Māori knowledge and perspectives of ecosystems,” 2.
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Fig. 40: Korora (Little Blue Penguin) collected from the Waitākere Ecological 
district. Date unknown. Photographer unknown.
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Fig. 41: Tui feathers collected from the Waitākere Ecological 
district in 1999. Photographer unknown.

Fig. 42: North Island Kōkako Skeleton collected from the Waitākere 
Ecological district. Date unknown. Photographer unknown.

Fig. 43: Ngutu Roa (Brown Kiwi) collected from the Waitākere 
Ecological district in 1910. Photographer unknown.
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Fig. 44:  Kawakawa collected from the 
Waitākere Ecological district, 1975. 
Photographer unknown.

Fig. 45: Land Snail, collected from the 
Waitākere Ecological district in 1894. 
Photographer unknown.

Fig. 46: North Island Robin collected 
from the Waitākere Ecological district 
in 2008. Photographer unknown.

Fig. 47: Maukurangi (Miniture 
tree fern) collected from the 
Waitākere Ecological district, 2002. 
Photographer unknown.

Fig. 48: North Island Kōkako 
egg collected from the Waitākere 
Ecological district. Date unknown. 
Photographer unknown.

Fig. 49: Kererū wing collected 
collected from the Waitākere 
Ecological district in 2004. 
Photographer unknown.
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To gauge an understanding of the scale of collections that could be included in 
this natural history museum, it is noted that Auckland Museum has cataloged 
12,391 items online from the Waitākere Ecological District at present, categorised 
as ‘Scientific Specimens,’ as well as from Te Papa Museum, Wellington, which has a 
current inventory of 945 items. These both include botany, bird and land vertebrates, 
reptiles and amphibians. A smaller portion of this collection also holds pictorial data 
including photographs of the Waitākere Ranges since the early 1800s, manuscripts and 
publications.87 

While the volume of this collection will continue to fluctuate as professionals in the 
arena continue with their research: discovering new species and specimens, this gives 
a good indication of what is currently listed as publicly categorised items. These items 
are within the museum’s vicinity, and are willing to be loaned out as part of a source 
community strategy, aligning with Auckland Museum’s 5 Year Strategic Plan. 

87  “Collections Online,” Auckland Museum, accessed October 4, 2019, http://www.aucklandmuseum.com/discover/
collections.

Background context
Structure of a natural collection
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While visiting the Auckland Museum Natural History Collections with Tanya 
Wilkinson, Project Manager of Auckland Museum, an overwhelming wonder about the 
way these natural specimens were stored became of interest. Floor to ceiling dry storage 
cabinets tucked away, well out of sight, hold thousands of native New Zealand species 
– from extinct Moa bones and unidentified beetles, to the Brown Kiwi and Tomtit 
found in the Waitākere Ranges; while the wet storage cabinets house a combination of 
jars with tiny lizards, fish and mice (to name only a few). Matt Rayner, Curator of Land 
Vertebrates, explains that of this extraordinarily diverse 22,000 item collection only 1%-
2% are shown at a time.88 The curated lifespan of chosen items range from 6 months to 
25 years (depending on the size, importance and funding of the particular exhibition it 
is featured in) before they return to storage for the foreseeable future.89 This revolving 
strategy is largely due to the lack of space for public exhibition, as well as the continuous 
growth of collections from people who have brought in specimens to be identified.90

It is important to note that each and every item at Auckland Museum (and other 
regional and national establishments) is reviewed on a case by case basis, and the 
storage of other natural and ethnographic objects, such as taonga, requires a very 
specific set of protocols which ensures the protection of the item, and the person 
interacting with it,91 and are not as openly visited because of these. Taonga are handled 

88  Conversation with Matt Rayner, 28 May 2019.
89  Rayner, conversation.
90  Rayner, conversation.
91  “Tikanga Taonga,” Te Papa, Te Papa National Services Te Paerangi, accessed May 20, 2019, https://www.tepapa.

by staff who have specialised training and understanding of tikanga taonga; similar to 
the protocol that was first professionally introduced with the Te Maori exhibition.92 
No food or drink should be near taonga when they are in storage and on display as 
every taonga has a mauri (life force) and food neutralises that life force. Staff are not to 
participate in areas which they have no knowledge or guidance in (such as specialised 
carving and weaving), as well as women who are encouraged not work with taonga 
while menstruating.93 

govt.nz/sites/default/files/31-matauranga-maori-and-museum-practice_1.pdf.
92  Te Papa National Services Te Paerangi, “Tikanga Taonga.”
93  Te Papa National Services Te Paerangi, “Tikanga Taonga.”

1-2% of collections Lifetime of specimen on exhibit 
before returning to storage

Intergrated display and 
storage
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Fig. 50: (opposite page) Lifetime expectancy of a specimen on show. Image by author.
Fig. 51:      Photographs taken of the Natural Hisroty Collection at Auckland Museum, where dry and wet storage cabinets 
hold specimens (for up to 25 years) while they are not part of a current exhibit. Images by author.
Fig. 52: 
Fig. 53: -
Fig. 54: edit out

Fig. 51-54:
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This creates an interesting dilemma about how to best exhibit more than those 1-2% 
of a collection at one time, allowing for visitors to see the whole collection, instead of 
only being seen by the public for a fraction of the time they are loaned to this museum. 
An architectural precedent of particular interest to this project is the Schaulager in 
Basel, designed by Herzog & de Meuron in 2003. The Schaulager, much like the 
Wunderkammer, defies any one particular category. 

Commonly referred to as ‘visible storage’, the Schaulager holds some of the world’s 
most important contemporary artwork as part of the Hoffmann Collection.94 What 
sets this building apart from other art houses and galleries is that the entire collection 
is on display, while simultaneously being in storage. Visitors by appointment are 
able to walk through the categorised rooms and see the estimated 650 works of art, 
situated in all shapes and sizes next to each other.95 Not only does this allow the viewer 
to comprehensively understand the scale of the collection at once, it also allows the 
facility to play a more in-depth, educative, informative role for the public – whereby 
researchers, historians, and school groups are able to visit and learn of the entirety of 
what is held inside. 

94  “Schaulager Art Center,” Inexhibit, accessed September 3, 2019, https://www.inexhibit.com/locations/basel-muse-
ums-exhibitions/.
95  Inexhibit, “Schaulager Art Center.” Fig. 55: Schaulager exhibit, demonstrating artwork which is on display while also 

being in its storage position. Photographer unknown.
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- Items held in a secure dry storage display cabinet - this 
is a standard method of exhibiting items, but creates a 
disconnect between viewer and item through the lack of 
intimacy.

- Items held in a free-standing exhibit with a moat 
around the base for security - this method would allow 
for a closer, more intimate experience when viewing an 
item. Note: this method would only be applicable to 
certain items which can survive in (controlled) open air 
conditions.

- Items held in a filing system cabinet where visitors are 
able to pull in and out certain levels to view items - this 
method creates a personal level with the item, as the 
viewer has autonomy over what they wish to look at.

Fig. 56: Illustrations of possible exhibits. Image by author.
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1. Acquiring specimens

Specimen is either delivered to the museum from scientists or the public (under the 
museum’s own public institution permits), or found by members of the natural sciences.

2. Pest management

This entails a freezing process to ensure that there is no pest risk. Low risk specimens are 
frozen for at least a week, while higher risk specimens could be frozen for up to a month. 
It is a very important part in the acquisition process as natural history specimens are 
particularly vulnerable to pests such as dermestids, carpet beetles, silverfish.

3. Identification

This can occur before or after the specimen has been frozen, and often the identification 
changes through the lifetime of the specimen as the taxonomy changes with continued 
research.

4. Cataloging

Each specimen is considered a verifiable record of a type of species, and cataloging it 
is the most verifiable way of avoiding dissociation of information. Data is collected 
from each specimen including the location it was found, collector, time, habitat, 
measurements, age, sex. 

5. Preparation and preservation 

This step depends largely on the outcome of the specimen. If the specimen is intended 
to be on exhibit it will go through a taxidermy process, or prepared as either a wet or 
dry specimen. If the specimen is intended to be used solely for scientific research (not on 
display) the specimen will often be kept as just a ‘study skin’ rather than the whole body.

6. Specimen housing

The collections are generally ordered by species: phylum, class, order, family, genus. 
Wet collections are housed and organised separately for each different collection.

Acquisition process
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7. Loans

Research loans are a large part of what the museum does. Specimens, once this process 
is complete, often go to researchers within New Zealand and also internationally. 
Exhibition loans require more details about the specimens, including a thorough check 
on the condition of the specimen as it may need care and cleaning.

8. Time-frames

Timing varies greatly in natural sciences, with some specimens arriving to the museum 
as a finished item ready to be registered and put into a collection within a week. On the 
contrary, some specimens have been in other collections for over 60 years and are only 
now being accessioned as part of the cataloging process. For exhibition specimens, these 
are organised at least six months prior to allow time for this acquisition process to take 
place.

The process of acquiring a natural history specimen follows a general eight step process, 
which can take weeks or months depending on the particular item. This acquisition 
process was detailed by Rebecca Bray, Senior Collection Manager in Natural Sciences, 
and is particular to Auckland Museum.96

96  Conversation with Rebecca Bray, 6 August 2019.

1

Fig. 57: Acquisition process from acquiring a specimen (1) to loaning it out to a museum. 
Image by author.
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Within the Waitākere Ranges there is the Arataki Visitor Centre, which while it does a 
substantial job of giving introductory information about the area, does not have suitable 
facilities of a museum. Huia Settlers Museum is also another very small establishment 
which is open for only six hours a week, with walls scattered with early European settler 
items in a cluttered Wunderkammer-type fashion. Currently, there is not anywhere in 
West Auckland that plays a defined educational role in acknowledging and representing 
the natural environment of the Waitākere Ranges. 

Arataki Visitor Centre sits perched on the western side of Scenic Drive, a ten-minute 
drive from Titirangi Village. With annual visitor numbers at 180,000 it has been a foci 
of visitor interest for surrounding Waitākere area for many years.97 There is an expansive 
carpark on site used as an overnight parking area for people tramping the Hillary Trail 
and other multi-day hikes (which are now closed due to the rāhui). Inside the centre, 
the public can acquire all the necessities for a day’s activity including pamphlets and 
brochures of local organisations, maps and community groups. There are illustrations 
of native birds and sound recordings of bird song including kiwi, tui, kererū, as well as 
identification charts of species found in the area. There is a gift shop which boasts local 
artwork, books, biographies, organic products and local histories, and a deck which 
looks out over the Lower Nihotupu Reservoir. While it is evident that this location 
fulfills an important role in general information of the area, it is not a specifically 
informative centre and offers only generic information particularly aimed at tourists.

97  “Level of visitor activity,” Waitākere Ranges Heritage Area Report 2018, 110.

Existing local museums

Fig. 58: Arataki Visitor Centre illustrating circulation to and from building and surrounding native bush. 
Image by Google Maps.
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Huia Settlers Museum, located on Huia Road, is far less populated, situated on a very 
quiet road with private farmland occupying the neighboring sites. Inside, historical 
items of early European settlers of the area can be seen, with objects from the timber 
milling machinery years (which were used to decimate the virgin kauri forests within the 
Waitākere Ranges), colonial photographs, kauri specimens, as well as debris from New 
Zealand’s worst maritime disaster HMS Orpheus ship, which sank just offshore of the 
Waitākere Ranges when trying to cross the Manukau bar in 1860.98 

While both regional facilities contribute to the area’s history and keeping it alive in a 
public environment, neither the Arataki Visitor Centre nor Huia Settlers Museum were 
built with the intention of housing museum-grade natural world objects like those 
concerned with this project, and could not be adequately retrofitted to do so. This allows 
for this project to play a part in bridging the different ideals of these museums, and 
create a place that is indeed purpose built for natural specimens to reside in a controlled 
architectural environment, with both Arataki Visitor Centre and Huia Settlers Museum 
as potential supplementary facilities to this.

98  “New Zealand’s worst shipwreck,” New Zealand History, accessed July 25, 2019, https://nzhistory.govt.nz/sinking-
of-hms-em-orpheus-em-nzs-worst-shipwreck.

Fig. 59: Huia Settlers Museum illustrating circulation to and from building and surrounding farmland. 
Image by Google Maps.
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The theory of phenomenology, put simply, is based around first-hand sensory 
experience. There can be phenomenology of light, of colour, of smell, of economy, of 
society, of landscape, and of architecture. While many western thinkers, particularly 
post-structuralists and de-constructivists claim the idea of phenomenology in 
architecture as a “romantic anachronism,”99 it is quite the contrary: application of a 
phenomenological perspective simply entails a thorough understanding of place and 
its qualities, tangible or not, and ensures that the human involvement is not lost to the 
complexities of scale or grandeur. 

The Waitākere Ranges forest, for many years has been a place of mystery and ethereal 
allure; for its shadowy pathways lit by the occasional peek of sun, the howling of trees in 
high winds, the echo of birdsong from tui, kererū, the occasional kōkako, and the thick 
morning fog draped over the horizon. These, as distinct qualities in the minds of visitors 
to the area are intangible and cannot be replicated, nor should be; yet are able to be 
used as the cornerstone in finding architectural commonalties which help to articulate 
the essence of this genius loci, the spirit of place.100 This becomes the beginnings of a 
phenomenological investigation for this project, which shall intertwine itself through the 
following design journey.

99   Seamon, Dwelling, Seeing and Designing: Toward a Phenomenological Ecology, 2.
100 Norberg-Schulz, Genius Loci: Towards a Phenomenology of Architecture, 6.

First to soundly establish this theory in an architectural sense was German philosopher, 
Martin Heidegger, who argued against this western perception, explaining that in 
conventional philosophy and psychology the relationship between man and the world 
was reduced to either an idealist or realist perspective, as they assume a separation 
between the natural and physical realm.101 Heidegger advocated that the environment 
in which someone surrounds themselves with should be understood through sensory 
engagement and participation, deconstructing this separation. In his transformative 
book Building, Dwelling, Thinking,  Heidegger reiterates his conception of what it means 
to experience something as meaningful, through theorising that architecture has the 
capacity to allow people to feel connected to something built, enabling them to ‘dwell.’ 
This, in turn, is achieved through the embodiment of the creation of ‘place.’102 

Author Christian Norberg-Schulz continued with Heidegger’s conception of ‘place’ in 
his book Genius Loci: Towards a Phenomenology of Architecture, whereby he unpacked 
Heidegger’s ideas of understanding what it means to dwell, and how this can help to 
further realise the ‘genius loci’ or ‘spirit of place’103 in ways which test the common 
perceptions of such seemingly literal things. A central focus of this is: the way in which 
people exist in relation to their world,104 but to further understand this theory, Norberg-

101  Alison Stern, “Sense of Place, Sense of Self ” (California, Saybrook University, 2017), 112.
102  Stanford Encyclopedia of Philosophy, “Martin Heidegger.” 
103  Andreas Vogler, “Genius Loci in the Space Age,” Architecture and Vision, accsessed September 12, 2019, http://
www.architectureandvision.com/av/download/vision/061123_PP_GeniusLociintheSpace-Age.pdf.
104  Stern, “Sense of Place, Sense of Self,” 114.

A look at Phenomenology
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Schulz’s states that “man dwells where he can orientate himself within and identify 
himself with an environment, or in short, when he experiences the environment as 
meaningful.”105 This, when applied with a modern architectural lens, establishes a certain 
revolt against the unemotional, characterless conception of the city grid, and creates 
a “critical distinction between lived-space and geometric space.”106 Phenomenological 
characteristics can be understood through the following pages, as the creation of this 
museum design begins to unfold.

105  Norberg-Schulz, Genius Loci: Towards a Phenomenology of Architecture, 5.
106  Patricia Locke and Rachel McCann, Space, Place, Architecture (Ohio, Ohio University Press, 2016), 40.
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The rāhui is in place for the indefinite future, and with this understanding comes 
a certain level of responsibility when looking to design in the restricted area. After 
preparing a list of questions and meeting with environmental scientist and founder of 
The Tree Council, Dr Mels Barton, the parameters of the current rāhui became less dire 
from an architectural perspective. The reason that the rāhui is in place is because of the 
kauri dieback infection within the area. Kauri dieback is predominantly transported by 
the base of walking shoes which carry the infection and deposit it when the shoe comes 
into contact with wet ground-cover, with a 100% mortality rate to any kauri that it 
comes in contact with.107 

This rāhui will remain in place until walking tracks are adequately constructed above 
ground, so that no wet soil comes in human contact, and because of the strenuous 
and thorough task this is, only the most popular tracks will be re-opened, the rest will 
remain shut forever. However, the rāhui is a problem spread by consistent foot traffic 
when shoes are not washed properly. It is not a building problem, and quite positively 
offers many interesting design strategies due to the sensitive boundaries now in place. 
These include the possibility of elevated boardwalks, building pods, and alternate routes 
around particular areas.

107  Dr Mels Barton, conversation with Eva Jenkin, Titirangi, 7 May 2019.

Rāhui

Fig. 60: Te Kawerau ā Maki placing a rāhui on the Waitākere Ranges. 
Photographer unknown.

Fig. 61: Man against a kauri tree 
during the ceremony. Photographer 
unknown.
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Te Aranga Design Principles are a set of design guidelines created in 2007 by Māori 
professionals and supporters to help articulate mātauranga Māori, or Māori knowledge, 
and views of the “cultural land - scape as a holistic environment that informs and 
sculpts our identities.”108 While the beginnings of a mātauranga Māori understanding 
is evident in preparation and execution of Te Maori exhibition, the Te Aranga Design 
Principles were devised as a more connected approach, where Māori and non-Māori 
are able to collaboratively work together to find the best culturally responsive design 
solutions.

These strategies include systems to educate predominantly non-Māori on alternative 
methods of conservation, sustainability, and development processes through design, 
with the aim of establishing a sense of bi-cultural unity for indigenous and western 
cultures.109 To ensure that this project provides an intrinsic cultural perspective, not 
only for iwi of the Waitākere Ranges, Te Kawerau ā Maki, but for all those visiting the 
area, as a way of illustrating meaningful design decisions. This project will look closely 
at two aspects of these design principles: Taiao and Tohu, which will subtly weave their 
attributes through the following document during the design processes.

108  Whaanga-Schollum,“Te Aranga Design Principles,” New Zealand Institute of Landscape Architects, ofhttps://nzi-
la.co.nz/news/2018/08/nga-aho-our-faces-in-our-places.
109 “Māori Design,” Auckland Design Manual, accessed July 28, 2019, http://www.aucklanddesignmanual.co.nz/de-
sign-subjects/maori-design.

Te Aranga Design
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Fig. 62: Satellite image of the Waitākere Ranges showing how dense it is, with 
the bush sprawling into urban Auckland City. Photographer unknown.
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The location of this project is so important not only programmatically, but also in 
understanding this authentic environment for the museum’s success. Due to this, 
an interesting site investigation and analysis was conducted to establish localized 
flora, fauna, soil types, as well as topography, sun and wind, and important physical 
relationships.  

As a starting point, a simple set of criteria was established before selecting a site, to 
ensure that the attributes most important to this project were present even before the 
architecture was created. These criteria are as follows:

- Site must have native bush/flora/fauna;
- An elevated position facing the coastline to capture potential views;
- A safe road entry (as many stretches of Scenic Drive are dangerous and would not be 

conducive to cars  and/or buses pulling in and out);
- Absolutely no kauri present on or near site (with the knowledge of current rāhui 
restrictions);
- In close proximity to another main road (to allow for alternative arterial routes for 

visitors to take to reach the museum).

Physical context
Establishing site parameters
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286 Piha Road, 
Waitākere, Auckland

Site analysis

Fig. 63: Map of NZ with location highlighted in grey. 
Author unknown.

Fig. 64: Waitākere Ranges site. 
Image by author.

Fig. 65: Waitākere Ranges proximities. 
Image by author.

Fig. 66: Waitākere Ranges zones. 
Image by author.
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Fig. 67: Satellite image of wider Auckland context with Waitākere Ranges highlighted. Image by Alamy.
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After looking extensively at maps and walking routes of the area, Piha Road became 
a location of interest, as it is a main branch road that connects urban Auckland 
to the Waitākere Ranges. Departing from Scenic Drive approximately 15 minutes 
from Titirangi, Piha Road connects the western coastline of beaches with their small 
communities (Piha, Karekare, Anawhata). 

Piha Road dips and dives through the native regenerative forest, and after about twenty 
minutes of dense, mossy green bush, a sharp corner opens up to the first expansive view 
of the western coastline and of the big blue Tasman Sea. Moments afterward the road 
dips back into the greenery: and an existing, disused carpark to the right offers the start 
point to what would be the perfect site for this project. 

This location was chosen not only because it fit the criteria that was determined prior, 
but also because the journey to the site was something of interest in itself. A person 
who has not ever been to the Waitākere Ranges would be able to drive Piha Road, get a 
glimpse of the Tasman Sea from high in the hills, only to drop back into the bush and 
then arrive at the site. This, not only inviting anticipation, teases the audience about 
what is yet to come from the museum and its mysterious location. 

Fig. 68: Piha Road with crosses dictating points the serial vision points on opposite 
page with red cross illustrates the site location. Image by author.
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Fig. 69:      Serial vision photographs approaching site, illustrating the characteristics 
which helped to determine it. Images by author.
Fig. 70: -
Fig. 71: -
Fig. 72: -
Fig. 73: 

Fig 69-73:
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Fig. 74: (above) Initial sketch determining important directions and locations of interest. Image by author.
Fig. 75: (opposite page) Site analysis with wind, sun and mature trees. Image by author.



71Summer solstice Winter solstice Clusters of mature natives including rātā, pongaSW winds
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There is an existing loose rubble carpark which used to facilitate a bush-walk named 
Home Track, but has since been closed due to the rāhui. However, while the existing 
carpark will be a useful area for this project, it is what is beyond the carpark that is 
of interest. The topography of the site is dynamic and varied; it begins at the leveled 
carpark but as one moves to the west of the site and further into the bush, it quickly 
declines and follows a steep downward slope. This creates a series of steep valleys in 
which other hills descend and meet at the bottom, with the Tasman Sea peeking out 
from behind the bush at several intervals. 

Because this project is located in an ecologically rich and diverse area, the site’s 
topography plays an intrinsic role in understanding what exists where, and acts as a 
subsequent driver of this design. Like the majority of the Waitākere Ranges, this area was 
milled by the Europeans in the early 1900s, meaning that the virgin kauri that would 
have existed on site was culled, burnt or sold. Because of this, what remains on this site 
is a bounty of regenerative, second growth forest, some of which grows best in broad 
sunlight, while some flourish in the shade of others. 

Fig. 76: Photograph of site from bush, 
looking back toward Piha Road. Image by 
author.

Fig. 77: Photograph of site from bush 
looking toward coast. Image by author.
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Fig. 78: Photograph taken high above Piha Road showing native bush in foreground and undulating Ranges in background. 
Image by author.
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This site consists of second growth, regenerative forest. Many flora species on site 
exist within the canopy and sub-canopy region, as well as an abundance of lower 
and ground level shrubs. The notable species have been documented below, as a way 
of understanding what thrives on site naturally, similarly, what species could be of 
particular importance to this project as part of the educative experience. 

Species such as harekeke, kawakawa, ponga were used by Māori for their strength in 
creating rope, baskets, mats, and for medicinal purposes. Sub-canopy species such as 
tānekaha, kānuka, nikau were favored for their resilience in roofing and boat building, 
while European’s preferred kohekohe and māpou for making cabinetry and other 
reproducible items. 

Vertebrates (mammals, reptiles and particularly birds) play an important part in the 
whole region, as they re-distribute seeds ingested from plants throughout the forest, 
helping the continual cycle of growth and spread. While some are very common to the 
area, including kererū and tui, some are much more at risk of extinction, such as the 
nationally endangered brown kiwi. 

-  Topography of 286 Piha Road

The site begins at Piha road which is 341m above sea level, the site then descends 
toward the west to approximately 310m in some places, allowing for a varied site with 
interesting contours. The site follows a somewhat amphitheatre shape, and falls sharply 
in the middle down toward Piha Stream (although this will not be investigated in this 
design project as it would require extensive site construction to reach).

To Piha >
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< To CBD

Fig. 79: Section through site. Image by author.
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- Soil and rock formation types of Waitākere Ranges site

The site has soil similar to the rest of the area where it is generally red-yellow podzolic. 
This type of soil is highly fertile and formed from rocks which are high in minerals and 
clay content. Because this site is located high up, (following a ridge-line for a part of 
the journey) the humus layer within the soil is very thin, with areas of rock exposed 
with mosses and ferns surrounding. The site, as well as the general Waitākere Ranges 
region has an interesting mix of rock and soil formations, formed millions of years ago 
with the eruption of Waitākere Volcano, as well as an arc of other volcanoes west of the 
Waitematā Basin.110 Presently, the area consists of weakly layered volcanic conglomerates 
(round boulders), breccias (angular boulders), ash layers, and volcanic sands.111

 

110  Ballance and Cometti, A Natural History of Auckland, 8.
111  Ballance and Cometti, A Natural History of Auckland, 8.

Fig. 80: Section through podzolic soil. Author 
unknown.
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- Structure of notable flora on site

Mānuka (Leptospermum scoparium) and Kānuka (Kunzea ericoides):

- grows to 10m in height, with kānuka up to 30m;
- Māori used it for many things from paddles, weapons, bird spears, to house 
building. The bark was used for making water containers, and the inner layer used as 
waterproofing and roofing;
- the flowers smell sweet and provide important source of pollen and nectar for native 
bees, flies, moths, beetles, geckos.

Māpou (Myrsine australis):

- lowland and upland forest;
- hardy plant and can grow in the canopy of second-growth scrub;
- kererū, tui, silvereye, bellbird eat and redistribute the berries;
- Māori used it as a health tonic and to ease toothache, clean teeth, keels for waka, 
handles for adzes, digging sticks. Māori also used it in rituals, funerals, Kumara planting 
rituals. Europeans used it to make cabinets.

Harekeke (Phormium tenax):

- grows to 3m and stalks to 4m;
- harakeke is used in karakia (prayers) are recited before harvesting, giving thanks and 
seeking protection;
- clothing, mats, plates to eat from, kete, fishing nets were some of the uses;
- the nectar used to sweeten drinks and food, the sap used to boils, wounds and 
toothache.

Kawakawa (Piper excelsum):

- densely branched, aromatic, deciduous tree, grows to 5m;
- used for healing cuts and wounds, insect repellent, leaves chewed to alleviate tooth 
ache, bruised leaves draw pus from boils and skin infections, drink from leaves helps 
with stomach problems;
- in ceremonies it removes tapu and is a symbol of death, a head garland of leaves is 
worn by women at tangihanga (funeral, death ceremony).

Fig. 81: Mānuka blossom. 
Image by author.

Fig. 82: Māpou. 
Image by author.

Fig. 83: Harekeke. 
Image by author.

Fig. 84: Kawakawa. 
Image by author.

All information for native plant species sourced from “Trees and Shrubs,” Terrain. 
Accessed July 26, 2019. http://www.terrain.net.nz/friends-of-te-henui-group/
table-1.html
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- Structure of notable fauna on site

Tui (Prosthemadera novaeseelandiae):

- flock in winter and move over long distances in search for food (nectar from plants, 
fruits and insects);
- a favored tree for nesting sites are kānuka because of its sweet nectar, and that it 
harbors high insect numbers needed for protein;
- important nectar source from the kowhai tree.

Kererū (Hemiphaga novaeseelandiae):

- dynamic species that are able to exist through New Zealand, in suburban areas and 
cities, but have however existed and breed longest in native forests;
- diet of buds, leaves, flowers, fruits, with important leaf sources of kōwhai, willows, 
lucerne.

Ngutu roa (Apteryx mantelli):

- categorised as a ‘declining’ species;
- usually located in forests whether native or exotic, scrub-land, rough farmland and 
some offshore islands;
- nocturnal animals, resting during the day in burrows and emerge after nightfall

- territorial birds which will fight predators;
- mostly eat some invertebrates, especially worms, spiders, crickets, wētā.

Pīwakawaka (Rhipidura):

- friendly species which often approaches within 2m of humans;
- species is commonly found and is attributed to the wide variety of habitats fantail can 
exist in, from scrub-land to suburban parks, orchards, forest;
- mostly eat small invertebrates such as moths, flies, beetles, spiders.

Fig. 85: Tui. 
Author unknown.

Fig. 86: Kererū. 
Author unknown.

Fig. 87: Ngutu Roa. 
Author unknown.

Fig. 88: Pīwakawaka. 
Author unknown.

All information for native bird species sourced from New Zealand Birds Online. 
Accessed July 26, 2019. http://nzbirdsonline.org.nz
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This project presented a difficult freedom before the design process had even begun. 
Because there were no legal parameters to work against, such as neighboring buildings 
or height to-boundary restrictions, almost anything could be deemed architecturally 
possible. To counter this, a set of site-specific parameters were created from which this 
project could work to. These ideas stem from the precedents examined, and utilize their 
best attributes as a starting point for design.

This design section details important parts of the concept to developed design process, 
where methods were tested in master-planning, circulation, light, curation of spaces, 
and interaction with the environment for an immersive experience.

- The museum is to be divided up into a sequence of buildings;
- Views must be deliberate and should be directed toward significant locations;
- Each building must offer a different perspective on the exhibit and landscape;
- Visitors must be able to walk around the site in a fluid way;
- The buildings are to be subtle from the exterior, as a way of allowing the forest to 

remain of importance;
- Collections within buildings are able to be viewed in a permanent exhibit through a 

‘visible storage’ system similar to the Schaulager.

Design: a difficult freedom
Creating a set of site parameters
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Through an understanding of Auckland Museum’s Natural History Collection in 
conjunction with culturally appropriate methods of curation and handling, an 
architectural program is established. This program combines both public and private 
spaces and allows for the safe transit of inward and outward items in a loan relationship 
with the regional museum.

Public facilities:

- Carpark and clear space for ceremonial welcome
- Administration, coat check
- Coffee and tea kiosk
- Bathrooms (and associated spaces)
- Exhibition zones separated by catagory
- Board walks through terrain, accessible for all

Restricted facilities:

- Staff kitchen (and associated spaces)
- Clear space for consideration of arrival or departure of taonga cargo
- Vehicle loading dock
- Driveway for transporting inward/outward items and maintenance
- Collections storage (for arrivals and departures)

Program
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Exhibit zones by catagory:

- Botany (flora): 
e.g felled kauri, kawakawa, mānuka/kānuka, harakeke, kōwhai

- Arthropods (insects, myriapods, arachnids): 
e.g wētā, pūriri moth, huhu beetle, monarch butterfly

- Land vertebrates (bird, amphibian, land mammals): 
e.g tui, bat, kākā, kiwi, kererū, pīwakawaka

- Ethnographic (indigenous Māori artefact): 
e.g carved fish hooks, waka, carved hair pins, woven muka fabric

Botany, arthropod and land vertebrate collections are predominantly exhibited in 
dry storage cabinets, with certain specimens able to be free standing for people to see 
intimately (at the museum curator’s discretion). Ethnographic items are predominantly 
displayed in the same way, although some have the capacity to also be free standing, 
with the opportunity to be touched by visitors (at the iwi’s discretion).

Fig. 89: Auckland Cave Wētā, first 
found in the Waitākere Ranges. 
Author unknown.

Fig. 90: Pūriri Moth, native to New 
Zealand. Found only in the North Island 
and commonly in the Waitākere Ranges. 
Author unknown.
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With the knowledge that this site would best suit a series of buildings rather than just 
one, the number of buildings still needed to be tested and the proximity between them. 
Mass modelling a series of rectangles becomes the base of this design, in which the path 
will project from it later in the design process. 

Simple sketches over the contours show that two buildings seem to be too large and 
cumbersome in the environment. Walking between only two buildings will not give 
the same immersive feeling as this project strives for, as visitors would spend more time 
walking within two buildings, than experiencing the movement between them. 

Similarly, with five buildings in the landscape, they seem to lose the feeling of being 
a destination, and seem too scattered for the facility to be able to work as a cohesive 
museum. Logistic-wise, it would also be difficult as there would need to be security and 
staff access for each building, creating what would seem to be a very laborious system 
for a small regional museum. 

When the version with three buildings within the environment is tested, the site 
begins to feel as though it would work appropriately, while maintaining the feeling 
of ‘happening upon the place’ in a similar way as achieved at the Allmannajuvet Zinc 
Mine Museum. Three buildings allows for a median between the large scale double 
buildings, and the scattered series of smaller buildings. 

Order and proximity
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Fig. 91: (above left) 5 buildings with an approximate distance of 22m between them. Image by author.
Fig. 92: (above right) 2 buildings with the approximate distance of 20m between them. Image by author.
Fig. 93: (right) 3 buildings with an approximate distance of 20m between them. Image by author.



84

Visual interaction

Fig. 94: Potential approach to site showing particular views chosen 
to harness the essence of place. Image by author.
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Fig. 95: Atmospheric sketch to show potential placement of windows for 
framed views expressed on previous page. Image by author.
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Picturesque, as a theory and style of the late 18th century characterizes the pictorial 
values of architecture and the environment in combination with each other.112 This 
project takes similar conceptual ideas about this relationship, and uses circulation as a 
way of expressing these qualities to create the feeling of ‘happening upon the place.’ 

The journey toward something, or from something, can be conceived in many ways, 
but is best understood as a perceptual thread that links spaces together,113 whether 
it be inside or outside a building, or connecting the two. In a general sense, when 
approaching a public building, there is a linear circulation approach that leads right 
to the front entrance. This path becomes the first phase in the circulation system, 
where it is used to set up the experience of the viewer. This frontal approach avoids any 
distraction from reaching the doors as the visual destination is right there. 

On the contrary, with a weaving circulation approach, whereby the front entrance 
is not visible at the beginning, the journey can afford to prolong the sequence of 
approach, playing a more important role than just getting from A to B. This is 
often used to allow time for what is happening around the circulation space to be 
experienced, such as a playground, a lunch bar, an information kiosk. A large part 
of this site and design problem is how the path, the circulation, is going to create an 
atmospheric experience which emulates that of walking through the bush. 

112 “Picturesque.” Britannica. Accessed October 7, 2019. https://www.britannica.com/art/picturesque
113  Francis Ching, Form, Space, & Order, (Hoboken, N.J: John Wiley & Sons, 2007), 186.

Circulation possibilities 

Fig. 96: (above) Sketches illustrating a linear and weaving circulation approach. Image by author.
Fig. 97: (opposite page) Different possible circulation routes through site. Image by author.



87

3. Partly visible: a combination of both a ‘linear’ and ‘visible when close,’ which allows 
the visitor to walk through the site and see only a glimpse of the next building. This 
gives the feeling of being immersed in the bush, but won’t give the discombobulated 
feeling of not having any visual que about where to go next.

4. Circuit: this allows the site could to follow constant foot traffic in one direction, as 
people move freely throughout the site. This, while also efficient, assumes that each 
person must walk the same way, much like a supermarket. 

1. Linear: entrance toward the building is in plain sight, to then exit and clearly see 
the next building (and so on). Although effective in its efficiency, it does not resonate 
with this landscape which is much less prescribed. 

2. Visible when close: entrance toward the building taken from the side, allowing 
an air of mystery when approaching the building. This helps to create the feeling of 
‘happening upon’ the building. However, logistically this is too obscure, especially for 
a visitor who has not been to the area before and may feel lost.

1. 2. 3. 4.
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Fig. 98:  (above) Creating possible walkways through the site, with deliberate pauses and turns at 
parts of interest. Thick black line is the main arterial route through museum. Image by author.
Fig. 99: (right) Resolved sketch. Image by author.
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Fig. 100: Initial sketches of possible buildings and their circulation, with an emphasis on the 
western coastline and surrounding vegetation. Image by author.
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Fig. 101: Series of sketches of building 1 testing the best way to 
separate food and drink from taonga. Images by author.

While exploring floorplans for Building 1, acknowledgement of taonga was crucial. 
When an important item arrives as part of an exhibit, it needs to be kept physically 
separated from water and food substances. This series of floorplans show the 
development in physically separating green (inward/outward storage) from blue 
(water/food), while also adding further circulation to the plan. 
Void is detailed in grey. Entrance and exits detailed in yellow.

Floorplans
Building 1



91

As the plans develop, the entrance and exits become clear, with a central curved wall to 
act as a guide through the main building. Foliage between the buildings act as a buffer 
between the public and private areas (which are highlighted in red) with a raised pathway 
connecting the two. The right hand plan illustrates an area for inward and outward items 
beginning to form, with the intention of it remaining out of visitors view.

Fig. 102: Series of sketches developing how Building 1 could 
function. Images by author.
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Both Building 2 and 3 require less administration (and associated) spaces, and focuses 
on providing curated exhibition spaces. The way the building interacts with the 
environment is explored here. Building 2 requires participation with the earth, where a 
wall on the left facade could be glass, allowing visitors to see a glimpse of what happens 
beneath the ground-cover.

Fig. 103: Series of floorplans with emphasis on 
relationship with ground. Images by author.

Building 2
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Fig. 104: Series of floorplans with emphasis on 
relationship with canopy. Images by author.

Building 3 offers the opposite perspective, where interest was on the tree canopy 
surrounding the building. Here, curtain wall glass could wrap around the side of the 
building allowing the final view out toward the trees and the coast. Alternatively, a 
final walk could allow the visitor to stand up high above the treetops, allowing for an 
immersive interaction with the native surrounding bush.

Building 3
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Fig. 105: Section sketches showing possible 
roof design and series of buildings in landscape. 
Images by author.

Light and dark play both an aesthetic role and a functional role. Here, natural lighting 
from the roof penetrates the museum in different ways, some on the objects within, 
and some for the visitor to locate themselves in the environment. Testing the depth and 
curviture of the ceiling allows for the light to disperse in different ways as one moves 
through the museum.

Light and dark
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An early sketch of how light could illuminate the museum. Careful selection of items 
would need to be made when exhibited under direct sun as the majority of natural 
materials disminish in the direct sun/day light.

Fig. 106: Result section showing light. 
Image by author.
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Building 1
Administration

Building 2
‘Below the Surface’

Building 3
‘Above the Surface’
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Creating models allows for possible sun-lighting strategies to be physcially tested. 
These iterations (left) were created following the sketches, to see how the curvature 
of the roof would disperse light throughout potential exhibit spaces, as well as in the 
entrance of Building 1. 

Fig. 107: (opposite page) Section models testing how light could penetrate buildings. Models by author.
Fig. 108: (above) Developed section model from results of findings. Models by author.

A combination of successful styles were then tested (above) with the addition of adding 
small, irregular sky-lights in Building 3 to emulate the dappled light between the trees. 
Building 2 remains dark as the exhibit space is focused on what happens where there is 
no light. Note: these models are just to interpret midday lighting and are not concerned 
with building scale and proximity.
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The ways in which specimens are exhibited plays a vital role in how the museum 
contents will be perceived and understood by the viewer. To ensure that they are 
curated in a way which is respectful and interesting, without overcrowding a space 
or leaving it feeling empty, some possible solutions were sketched. 

These methods of exhibiting will differ in the museum. This is not only for the 
functional reason of specimens requiring case specific visible storage, but also for the 
aesthetic reason of creating dynamic zones in which the visitor can walk 
around, between, through.

Exhibited specimens: too many vs too few

Fig. 109: (above) Sketch to illustrate a pull out drawer system that could be used 
to house specimens. Image by author.
Fig. 110: (opposite page) Exploring different circulation routes through museum 
exhibits. Image by author.
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- Linear curation: 
allows for people to pass 
through the room quickly, 
while still viewing each exhibit 
on the way through, although 
least interesting layout.

- Free flowing curation: 
giving authority to viewer 
about how they want to 
move through the exhibits, 
though less attention may be 
paid to each zone.

- Zig zag curation: 
standard method of 
exhibiting particularly in 
art exhibits, however hard 
to achieve the experience of 
one cohesive room.

- Hero object curation: 
interesting way of 
highlighting importance of 
one item in particular, also 
creates a new circulation 
around the room.

- Scattered curation: 
the least perscribed method 
of curation, while it is also 
free flowing, it creates room 
for objects to be skipped due 
to the layout/sizes of exhibits.
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This masterplan is a combination of elements that have been discussed, tested and 
trialled through the precedent and site analysis. Using a ‘partly visible’ circulation 
strategy, these three museum buildings are able to be viewed intermittently through the 
native flora. While the visitor is meandering through the site, the boardwalks offer a 
peek of the entrance to clarify its position within the landscape, but soon after, out of 
sight again, allowing visitors to feel as though they are to ‘happen upon the place’. 

While allowing time to digest the environment, this circulation offers pauses in the 
boardwalks, where the visitor is encouraged to witness important view frames in the 
landscape. This, not only as a form of navigation around the site, is also a way to 
establish the reciprocal relationship with the building and its environment, whereby 
one feature works to enhance the qualities of the next. E.g. the path would not circuit 
around a mature tree in the same way if that tree did not exist. This is a simple way to 
ensure the architecture is responding to the local typography, adding to this ‘sense of 
place’.

Masterplan

Foot traffic through site

Deliberate pause for framed view

Final pause for expansive view

Scope of view
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The walk through the site offers pauses, much like at John Scott’s Aniwaniwa Centre, 
whereby orchestrated views are present over the trees, back toward the city, to the 
maunga in the distance, and finally through the canopy to the Western coast. 

Fig. 111: (opposite page) Developed masterplan showing circulation 
strategy taken from design trials. Image by author.
Fig. 112: (above) 3D image of site and this circulation showing 
undulating topography. Image by author.
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- Circulation through site

This museum is broken up into a series of three separate buildings throughout the site: 
Building 1 (administration), Building 2 (‘Below the Surface’), Building 3 (‘Above the 
Surface’). While they read as a cohesive set, each building offers a different perspective 
from the next. The decision to separately order the buildings comes partly from a 
programmatic understanding of how museums operate: entering at an administrative 
place to then move toward the exhibits, but also comes from the ethos of this project 
which is to enable the visitor to experience more than simply entering and exiting the 
same building. 

Equally as important as what happens within each museum building, is what goes 
on between the spaces. To assist the boardwalks which connect the buildings (as an 
iteration from the weaving circulation analysis) the native regenerative forest that existed 
there before will remain. This ensures minimal intervention where possible, as well as 
invigorating the natural flora which is ever important for this museum. Trees will be 
noted with their habitat, typology, Māori and/or European influence; with visitors able 
to touch, smell, and walk through these species, as they are as much of the exhibition 
experience as the specimens displayed within the buildings.

This organic feeling of walking through the forest, the path, was an important attribute 
that needed to be deliberately designed. This was in order for this project to resonate 
with those who would visit it, but also so that it retained a grounded perspective on 
Heidegger’s understanding of what can make a place. While taking the understanding of 
what the surrounding landscape can do for a project, such as Zumthor’s Allmannajuvet 
Zinc Mine Museum, this project has a similar interpretation of space. 

External environment

Fig. 113: Example of path. 
Image by author.
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Path: Visitors

1. Entering site:

Visitors will enter the site to the right-hand side of Piha Road, where space for parking 
cars or buses is visible. However, before the visitor is able to duck deep into the forest, 
there is a clearing in-front of the carpark where space for pōwhiri is able to commence 
(a welcome ceremony). This, similarly with the precedent of John Scott’s Aniwaniwa 
Centre, has been created to ensure that there is a designated location to provide a 
cultural entrance, not only for iwi to formally welcome others on to the site, but as a 
way of ensuring that engagement with this traditional Māori process is an ingrained 
aspect of this project and not just an aesthetic afterthought. Pōwhiri is a very important 
part of welcoming manuhiri (guests) by tangata whenua, Te Kawerau ā Maki, onto a 
place of importance. As the ceremony progresses, the tapu (sacredness) surrounding the 
visitor is removed, and they are able to move through the area as one with the tangata 
whenua.114 In addition to this, the pōwhiri space can also be used functionally as a start 
point for larger groups of people to meet, greet, and begin the walk through the site as a 
collective.

114  “Pōwhiri,” Maaori, accessed September 3, 2019, https://maaori.com/misc/powhiri.htm.

Waharoa

Fig. 114: Entrance plan. Image by author.
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2. Building 1: Administration 

Once the visitor has moved past the carpark and pōwhiri space, a clear walkway will 
guide the visitor to the front entrance of Building 1. This walk will take about 5 minutes 
at a stroll: enough time to allow all the senses to be engaged with the environment 
around: the trees swaying, the birds chirping, the crunching sound of the leaves 
underfoot, but not too long so that the visitor becomes apprehensive about where the 
entrance is. Inside, a formal front desk/administration area is clear. This is where visitors 
are able to purchase a ticket, collect a map of the masterplan, and ask for guidance 
on the museum. A series of ramps connect the split levels of Building 1. This, while 
allowing disabled access, is also designed as a continuation of the gradual process of 
moving through the site in a much more fluid manner than with a prescribed staircase. 
This ramp takes the visitor to the first introductory exhibition area, where the history 
of both Māori and European significance to the area is detailed, providing human 
significance to this area.

This building is situated at ground level. Visitors are able to walk straight through the 
front doors, which provides an introductory eye-level experience on the environment 
around.

Fig. 115: (right) Building 1 plan. Image by author.
Fig. 116: (opposite page) Building 2 plan. Image by author.
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3. Building 2: ‘Below the Surface’

After exiting Building 1, the visitor is able to follow this weaving circulation route, 
which takes them on a journey through the local regenerative bush. Before entering 
Building 2, there is the option to take a lift to the base of the building, or to follow the 
path which intersects the building and continues to weave throughout.  

Here, the visitor is presented with the beginning of a unique experience, whereby they 
are able to view what the underneath of the earth looks like. By physically descending 
to the base of the building, one is able to have an expansive view of the ‘earth wall’ 
– a highly reinforced, glass panelled wall, partially dug into the soil. This earth wall 
illuminates an abundance of natural activity happening in real time: from worms 
moving around, bugs eating from natural fibers, to the makeup of the soil with breccia, 
ash layers and volcanic sandy soil.115 Aside from this earth wall, there are other exhibits 
around the room, which exemplify some of the area’s most interesting species found 
underground, curated in a way which allows the visitor a genuine connection with both 
the item and the location it is from.

115  Morton, Ballance, and Cometti, A Natural History of Auckland, 8.
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4. Building 3: ‘Above the Surface’

Similarly with Building 2, Building 3 offers another perspective which is not readily 
available to an everyday visitor. Once approaching this building via the continuous path, 
the feeling of elevation increases. This is through an incline in the building, where the 
visitor must walk up toward the exhibition space, to give a physicality to the feeling 
of becoming elevated. Here, the unobstructed view out over the western coastline is 
present for the first time since entering the site, as a way of finally unveiling the view. 
Native trees are able to be viewed from a height which cannot be achieved without this 
architecture. Birds sit perched in the treetops almost at eye level with the visitor which 
can be spectated, as well as vines and epiphytes, which cling to the high points of the 
trees. 

This part of the exhibition area includes species that are found above the ground, with 
particular interest on the local bird and tree life that can be witnessed around the site. 
Here, important species are on plinths without visual intrusion, to allow people to walk 
around the circumference of the object and truly engage with it, as exemplified in Te 
Maori.

This building is situated high above the ground on stilts. This provides a completely 
opposite perspective on the environment as the previous underground building. This 
allows the visitor to see the ‘above ground’ exhibition of the canopy in a way which is 
not normally achieved.

Fig. 117: (right) Building 3 plan. Image by author.
Fig. 118: (opposite page) Exiting site plan. Image by author.
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5. Exiting site:

When exiting the site from Building 3, the visitor is able to decide their own way back. 
There is the opportunity to take the same route back to Building 1, or, the visitor is able 
to go the less journeyed route, which takes one up a bush clad track to a peak at the 
left-hand side of the site, where one is able to look down, through the trees toward the 
museum, as well as above and beyond to the horizon. This path dips back into the bush 
and weaves its way down toward the entrance of Building 1 again. Here, the visitor is 
able to use the bathrooms, grab a final coffee and their coat, and exit through the main 
entrance back toward the carpark on toward Piha Road.

Foot traffic through site

Foot traffic exiting site

Alternative route to and from museum
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Path: Specimens

The arrival and departure of part of a collection or a single specimen is not always 
the simple task of packaging it up and sending it to its next destination. There is a 
professional and culturally appropriate system in place to ensure that the item is not 
only transferred adequately, but also respectfully. This task is especially important when 
transferring taonga, which often follows formal, ceremonial protocol, as once the item 
has arrived this museum is entrusted as being kaitiaki of the item for the duration of its 
stay the museum.

To ensure that this is done correctly, once the specimen has arrived on site, it will pass 
through the ātea space where pōwhiri can commence if required, and will be brought in 
to the left-hand side straight to the loading dock, where it is apart from other museum 
facilities including eating areas, as the two should remain separate. Once the item has 
left the vehicle it will be delivered to a temperature and light controlled storage space 
where it will be unpackaged, checked, categorised, and then able to be safely moved to 
its place in either Building 2, or 3. 

Specimen path to exhibit

Pause in journey for potential 
ceremonial entrance

Private driveway
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Path: Users

The path for staff, archaeologists, historians, entomologists, overnight workers is much 
the same as those who are visitors. However, when handling precious items which will 
be taken to or from a building, a vehicle access road is allowed through the left hand side 
of the building. The user path also allows for these groups of people to enter through the 
left-hand side of the site, where there is a private courtyard area, as well as two entrances 
to the loading room where inward and outward specimens will be held. The overnight 
hut (to the right side of the site) is accessible on foot for professionals continuing studies 
in the area. This is detailed further under ‘Custodians of Items.’

Users of the museum are encouraged to walk by foot through the site where possible, as 
keeping vehicular access to a minimum is important. Not only for the longevity of the 
soil underfoot, but also to ensure that there is not constant engine sound and reduced 
pollution throughout the bush.

Fig. 119: (opposite page) Path for specimens. Image by author.
Fig. 120: (right) Path for users. Image by author.

Staff/professionals route to storage 
room/overnight hut
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Conceptual interior sketches begin to detail the three dimensional nature of these 
spaces, and how people would feel within them. Building 1 (above) shows people 
walking past the front desk of the museum ushered by the curved stone wall, down 
toward the first area of exhibition space. Windows to the side and front give precise 
glimpses of the surroundings, without giving everything away at once.

Fig. 121: Interior sketch entering Building 1, front desk to the left, 
first view to the left. Image by author.
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Building 2 (above) shows the first main exhibition building catagorised as ‘Below the 
Surface’. Here, visitors are able to witness the happenings of the underground, while also 
allowing perspective on the landscape beyond. Visible storage cabinets and free standing 
displays are sketched here to illustrate where people are able to view these items, as well as 
the main feature exhibit being the reinforced glass wall against the earth.

Fig. 122: Interior sketch of ‘Below the Surface’ (Building 2), looking at layers of soil 
under the ground. Image by author.
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- Materiality 

Materiality became an interesting factor throughout this design process. Not only 
aesthetically, but functionally, as the Waitākere Ranges is a very temperate environment, 
producing an average of over 2,000mm of rainfall annually 116 compared with the 
rate of the wider urban Auckland area which is less than half. Due to this, a durable 
and efficient cladding material would need to be sourced, which has longevity in this 
temperate climate. 

Exterior Cladding:

Cor-Ten A: After research on durable cladding materials such as concrete and native 
timber, Cor-Ten A steel became a very interesting option. This steel is a naturally 
weathering, low maintenance steel which performs well in atmospheric conditions with 
the ability to resist ice, fog, and rain by forming a coat of dark brown oxidation over the 
metal.117 This means that the maintenance on this cladding is very low, eliminating the 
need for repainting or rust-prevention which, for this particular environment, is very 
cost and time effective. 

116   Rainfall,” Auckland Council, accessed September 4, 2019, http://www.arc.govt.nz/environment/water/wa-
ter-monitoring/rainfall.cfm.
117  “Weathering Steel,” Thermosash, accessed September 4, 2019, https://www.thermosash.co.nz/m_weatheringsteel.
aspx.

In addition to this, the fact that this material is able to sit undisturbed in the 
environment, allows for the natural flora to re-establish itself around and potentially 
grow on the building façade itself. Local moss and fungi types, which are essential to the 
environment for their ability to retain and release water for other species to feed from, 
are able to sustain life in modified ecosystems (such as the Core-Ten steel structures).

Interior Cladding:

To ensure that there is a mysterious, alluring contrast between inside and outside this 
museum, a series of natural elements are used within, against the harsh Core-Ten A 
exterior. Inside, locally sourced materials are used where possible, with the interior 
cladding of this museum made from indigenous North Island Rata, expressed through 
timber ceiling battens, allowing a natural warmth to permeate through the museum 
buildings. As well as this, local volcanic conglomerate stone will be used. The main 
example of this is at the entrance to the museum, where the stone wall curves around 
the side of the building and ushers visitors inward. This natural palette has been used for 
hundreds of years together, from construction purposes of early Māori architecture, to 
contemporary expressions of New Zealand architecture. 
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The use of these materials together has also occured throughout the Waitākere Ranges 
for many years, and although for much more industrial purposes than aesthetic, still 
resonate a grounded appreciation and understanding of the local environment. 

- Taiao and Tohu: Te Aranga Design at play

Taiao

Auckland Design Manual describes Taiao as a means of protecting, restoring or 
enhancing the natural environment.118 For this structure to be built, it is inevitable 
that some flora will have to be cut down. However, to ensure that minimal foliage is 
adversely effected through the construction process, the surrounding landscaping of 
this project will be minorand the walkways connecting the buildings will all be above 
ground, allowing the growth of shaded trees to continue below, as well as ensuring 
minimal foot contact with the ground. Planting and re-planting of notable flora species 
will take place on site, such as faster growing harekeke, kawakawa, as well as māpou, 
nikau, mānuka and kānuka, in which local bird species are able to feed from, attracting 
more abundant bird-life to the area. 

Tohu

Tohu is described as celebrating the local and wider cultural heritage characteristics 
of an area.119 This aligns with main objectives of this project: which is to educate 
and provide visitors with a museum experience in a place of authenticity to what the 

118  Auckland Design Manual, “Te Aranga Design Principles.” 
119  Auckland Design Manual, “Te Aranga Design Principles.” 

Fig. 123: Cor-Ten Steel texture. 
Photographer unknown.

Fig. 124: Rātā texture. 
Photographer unknown.

Fig. 125: Conglomerate stone. 
Photographer unknown.
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museum is reflecting. To ensure that this is delivered not only architecturally, but 
emotionally, these walkways connecting the buildings together, are crafted in a gently 
sloping manner, in way which allows the visitor to pass through the landscape on 
their own terms, at their own pace, allowing a sense of freedom in their visit while 
simultaneously reinforcing this ‘sense of place.’ Spectating on bird and native plant 
species while moving through the site helps to achieve this active participation of 
environment and viewer, adding to characteristics of Tohu. 

Awa (Piha River), pae moana (Tasman sea horizon), Piha Beach’s maunga (Whakaari pa 
– now commonly known as Lion Rock) will be acknowledged through large view-shafts 
both in and out of the building (see final design pages) to allow important vistas along 
western coastline from Piha to the left, and Karekare to the far right and beyond. These 
view-shafts are not only part of the building’s facade, but have helped to physically 
orient the individual buildings in the landscape, which helps to reinforce the idea that 
the connection to the landscape is an intrinsic part of the museum’s own narrative.

- Scale and scope of collection

As mentioned previously in this document, the scale of the natural history collection at 
Auckland Museum, Te Papa Museum, as well as any other, is always going to fluctuate. 
This is due to many contributing factors, including a forever growing inventory, but 
is mostly due to the amount of physical space there is within the facility. As this is a 
regional museum, it does not have ample space, nor does it wish to, for every item from 
the Waitākere Ranges to be exhibited. Instead, it would be the museum curator’s role 
in conjunction with iwi to decide which items would best develop a cohesive collection 
which illustrates and educates the public about the local ecosystem, with a maximum 
capacity of approximately 3000 curated items, depending on scale, importance and 
demand.

A part of these specimens will be held in glass cabinets similar to the Schaulager, or 
‘visible storage’ which are custom made for this museum as an integral part of the 
architectural design, to ensure that not only these specimens are held safely, but also, 
that they are shown respectfully. A combination of styles is used for this museum design; 
with some fixed glass cabinets which cannot be moved or opened without a key, and 
some which are on large wheeled rollers, able to be pulled out from the wall and looked 
at by the inquisitive individual, allowing the specimen to be viewed more intimately.

Internal environment



115

These cabinets will be made from structural glass assemblies with very low reflectivity, 
following the same design protocols used by Auckland Museum and Auckland Art 
Gallery, through the building envelope company Thermosash. The fixed visible storage 
which span the walls of the two exhibition buildings will be of different dimensions (see 
final design pages). The curation of items within these cabinets will fluctuate depending 
on the previously mentioned wants of the museum, but will have interchangeable glass 
shelves which are able to hold the smallest specimens ranging from a Waitākere land 
snail at 5x4mm, to a kōkako at 500x200mm.120

In conjunction with the permanent visible storage, there will also be free-standing 
plinths, some open to the air, and some made from the same structural glass which will 
be positioned in the exhibition spaces and revolved at the museum’s discretion. The 
plinths will follow a similar curatorial strategy as Te Maori exhibition did, whereby each 
item that was on show had room around it for the visitor to be fully engaged with the 
specimen. One must be able to walk around a room, and pause to understand the effect 
that each exhibit has on the body. In addition to this, these plinths (encased or open) 
will have singular spotlights on each item, allowing each item to have its own moment. 
These will be at varying heights which will allow objects to be viewed without any 
obstructions.

120  Auckland Museum, “Collections Online.”

Fig. 126: Sketch of potential interior, orange showing the free movement. 
Image by author.
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- Temperature/humidity/light:

Successful museum design relies on a strict set of environmental controls which 
differ from other public architecture in order to maintain the long-term stability of 
collections. As many of the objects within this natural history museum will vary largely 
in materiality, all which have their own lifespan (such as natural feathers, wood, fibre); 
it is imperative that the success of this project adheres to the common preventative 
conservation methods, as without these measures the materiality of these objects will 
deteriorate and become irreparable. The internal environmental controls of a museum 
follow 3 principal aspects: temperature, relative humidity, and light.121 

Interior temperature is achieved by using a thermo-hygrograph which is able to monitor 
both these temperature and humidity conditions. Most objects within an exhibition 
setting should be maintained at a temperature between 18-24 degrees Celsius, and 
within information collected from Matt Rayner, curator of Land Vertebrates at 
Auckland Museum, a specific 21 degrees Celsius is appropriate for a similar natural 
world collection.122 

121  “Management of Collections in local heritage museums,” Controller and Auditor-General, accessed September 14, 
2019, https://www.oag.govt.nz/2006/heritage/docs/heritage.pdf .
122 Conversation with Matt Rayner, 28 May 2019.

Because this museum is small in scale and broken up into a series of buildings, air 
conditioning systems are another way of maintaining regular internal temperatures (used 
in conjunction with a thermo-hygrograph), with the general relative humidity at 60%.123 
This gives the ability of making daily changes to combat the external weather of the very 
temperate Waitākere Ranges, as well as the need of particular objects which require a 
certain temperature control.

Light is a harder environmental aspect to monitor, and relies on the architecture to 
facilitate this more than the temperature and humidity. Materials such as paper, paint, 
textiles and photographs are very sensitive to excessive light levels, causing disintegration 
of the fabrics and often discoloration. This design has allowed for objects with these 
sensitivities to be out of direct natural light where possible, and instead have artificial 
spot-lit lighting appropriate for the set of items. This is further explored under ‘External 
Environment: Light’.

123 Controller and Auditor-General, “Management of Collections in local heritage museums.” 
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- Keeping collections secure:

There are many ways in which the museum can ensure it is secure from physical 
damage, vandalism, theft or fire. The common measures will be taken, such as installing 
surveillance outside each building as well as in the carpark, with restricted access to staff 
and storage areas, cabinets and displays fitted with alarms, and appropriate signage to 
enforce public responsibility. 

- Custodians of items:

This museum, as with any other, becomes the custodian for an item when it arrives 
through the door, whether it is to be permanently exhibited or by short term or long 
term loan. With this comes the responsibility to care for each object through taking the 
right precautions to ensure its safety: by the way it is handled, transported, displayed, 
and documented.124 As this museum is out of the urban context it is important that staff 
are present at all hours of operation. 

Moreover, because there is the potential for sacred taonga to be on display at times, the 
opportunity to have researchers (historians, archaeologists, anthropologists, DoC) stay 
overnight on site has been proposed. This would be a small independently run facility, 
similar to an artist residency contract: with a kitchenette, tank water system, a bedroom 
and study. Here, researchers have the ability to use this as a base for on or off-site 
research. This also gives a ‘live presence’ to act as temporary kaitiaki of taonga, helping 
to assure these items are kept with a warm life force during publicly closed hours.125 

124  Controller and Auditor-General, “Management of Collections in local heritage museums and art galleries,” 94.
125  Conversation with Rau Hoskins, Unitec, 28 May 2019.
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- Protocol of particular items:

Because there are separate categories that will be exhibited in this museum: 
ethnographic, natural, and photographic items, each have their own importance and 
should be represented in a way which reflects this. The New Zealand Museum standards 
include the key principle kaitiakitanga (which is the way in which the spiritual, 
conceptual and cultural aspects of taonga and their environment are recognised) is 
vital to follow for the respect of this project.126 This principle recognises that once 
any animal or plant is dead, it is devoid of mauri, and is not restricted from display. 
However, some natural specimens which may have been made into weapons or other 
items associated with conflict and death may be considered tapu, and consultation with 
Te Kawerau ā Maki would be appropriate to either allow or condemn the item from the 
public exhibit.127 This consultation would also be appropriate when dealing with native 
specimens such as ngārara (gecko) and pīwakawaka (fantail), which present different 
symbols for different Māori iwi in different circumstances.

Ostwald, Michael J., and Steven Fleming. Museum, Gallery and Cultural Architecture in 
Australia, New Zealand and the Pacific Region. Lewiston: Edwin Mellen Press, 2007.

126  Michael Ostwald and Steven Fleming, Museum, Gallery and Cultural Architecture, (Lewiston: Edwin Mellen Press, 
2007), 13.
127  Ostwald and Fleming, Museum, Gallery and Cultural Architecture, 13.

There is a general understanding for taonga that are considered tapu, that they should 
not be placed near those that are noa (non-sacred). These tapu objects should also not be 
displayed in lower exhibits than those that are noa. This again, is something that would 
have to be understood on an object-by-object basis and cannot be formally distinguished 
with an umbrella term, as mentioned previously when discussing cultural protocols used 
at Auckland Museum in ‘Understanding A Source Community Strategy’.

Auckland Museum’s
5 Year Strategic Plan 

New Museum framework 
and understanding

Mana Whenua 
world view

Fig. 127: Diagram of changing museum 
framework. Diagram by author.
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In order to identify design strategies in which this project could work from, a study of 
precedents, literature and theory was conducted. This study shifted between museum 
architecture and museum curation, which while both work simultaneously, have varied 
historical and perspectival outcomes. 

The text Dwelling, Seeing and Designing: Toward a Phenomenological Ecology edited by 
David Seamon offered important insights into how architecture can help to support 
a natural context. This helped understand how a museum building could articulate 
qualities of the Waitākere Ranges and, at the same time, create a perspective on the 
environment that visitors could not experience otherwise. Such a museum provides 
the visitor with an authentic understanding of their surrounding ecology, and helps 
to bridge the missing connection between specimen and place. Architecturally, the 
Allmannajuvet Zinc Mine Museum by Peter Zumthor and the Aniwaniwa Visitor 
Centre by John Scott were two examples which helped clarify what it is to create 
architecture within an environment and to offer immersive, educational participation 
for the visitor. 

Curatorially, two texts pertinent to understanding the growth of museum culture in 
New Zealand were Museums and Māori: Heritage Professionals, Indigenous Collections, 
Current Practice by Conal McCarthy and Museums and Source Communities edited 
by Laura Peers and Alison Brown. These texts gave a perspective on the way museum 
curation has evolved, and how the historic misrepresentation of Māori in museums has 
now initiated new, innovate ways of exemplifying indigenous culture both nationally 
and internationally. Through understanding a ‘Source Community’ approach, as stated 

in the literature review, this enabled the project to have the potential to play a higher 
role of education, by taking responsibility for how people learn about curated museum 
items. 

During this investigation, some interesting findings illuminated alternative solutions to 
this design project that had not been conceivable prior. A visit to Auckland Museum’s 
Natural History Collection storage facility brought to light a surprising statistic about 
the number of specimens on exhibit: a general approximation of only 1-2% of the 
Natural Collection is ever on exhibit for the public, with this largely due to storage being 
at capacity. This insight created a starting point for considering alternative methods of 
exhibiting, such as the ‘visible storage’ exemplified at the Schaulager in Basel, which 
ensures that no item in the museum is left out of sight, and out of mind. 

This project also offered a difficult freedom in making initial design decisions. Because 
the location is far outside the urban context – without height to boundary or zoning 
restrictions –, almost anything could be deemed architecturally possible. To ensure that 
the design project was not lost to the overwhelming freedom the Waitākere’s present, 
a set of site-specific guidelines was formed through which one of the most pivotal 
moments for this project arose. After investigating ways in which people could move 
throughout the site, the decision was made to create a pathway which weaved in and out 
of the museum buildings, deep into the bush and then cantilevered out over the canopy. 
While aligning with the guidelines already determined, this allowed for the public visitor 
to experience an immersive, meandering journey through the environment, unlike 
anything that exists locally.

Conclusion
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In summary, this museum endeavoured to achieve a type of architecture that would help 
to facilitate the return of native flora and fauna collections from civic museums, to their 
native habitat of the Waitākere Ranges. This design project explored new approaches to the 
historical museum experience by taking circulation, curation and visible storage attributes 
to create a series of three individual museum buildings within the Waitākere Ranges forest. 

The project aimed to provide a wholistic experience to learn about indigenous species 
of the area, in which this was achieved by allowing both an alluring underground and 
sub-canopy perspective on the environment. Here, visitors are able to learn of the natural 
world from soil types, root systems, the native kauri snail and wētā, to the endangered 
brown kiwi and common kererū. This museum could exist for many years to come, 
educating our future generations on the vital Waitākere ecosystem as it evolves with 
new, returned and extinct species still waiting to be discovered and returned home.
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Final design: 

- To be added after examination - 

Presentation as displayed during final 2019 examination (not to scale).
Above: boards 1, 2
Opposite page: boards 3, 4, 5 
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Final design drawings: 
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Above: long section through site, showing interior of building 2, 3
Opposite page: masterplan and floorplans with corresponding key

All inserted drawings are not to scale
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Perspective of approach to Building 1 via the raised boardwalk. 
Visitors are seen taking photographs and spectating the natural environment 
that surrounds the museum.
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Perspective of museum space ‘Below the Surface.’
The large glass wall can be seen here, with visitors able to view the layers of soil, 
bugs and critters that exist there, as well as ecological specimens of the area.
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Perspective of museum space ‘Above the Surface.’
Visitors are able to pull out maneuverable walls with flora specimens, while 
others are able to have an intimate look at bird species that exist in the area.
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Perspective of the introductory area of the museum.
Visitors collect a ticket, walk down the ramp pictured, and are greeted with an overview of 
the area (Māori and European influence). A large 3D map of the whole Waitākere area allows 
visitors to physically locate themselves.
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NZIA Student Design Awards:

Presentation for the NZIA Student Design Awards held at Victoria University. 
Photograph by David St George.
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Above: refined entrance perspective
Opposite page: initial design sketches, context map of west and wider Auckland
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Refined ‘Below the Surface’ perspective
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Refined ‘Above the Surface’ perspective
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Refined entrance perspective
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Above: vingette of visitors looking at a Short Tailed Bat
Left: short section through ‘Below the Surface’
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Awa – river, stream, creek

Ethnographic – relating to the scientific description of peoples and cultures with their 
customs, habits

Fauna – animals of a particular region, habitat, geological period

Flora – plants of a particular region, habitat, geological period

Hei tiki – large human figures carved in wood, usually made of pounamu (greenstone)

Inanga – whitebait (small silvery-white native fish found in streams, rivers, lakes, 
swamps)

Iwi – extended kinship group, tribe, peoples

Kaitiaki – custodian, guardian, caregiver

Kete – basket, kit (usually made from flax)

Korowai – cloak ornamented with black twisted thrums (or tags)

Kumara – sweet potato

Maunga – mountain

Glossary

Mauri – life force, vital essence, spiritual nature

Pae moana – sea surface, sea horizon

Mātauranga – knowledge, wisdom, skill

Noa – without restraint, freely, instinctively (denotes an absence of limitations or 
conditions)

Pa – fortified village

Pōwhiri – a Māori welcoming ceremony

Rāhui – customary ban (traditionally used on an area, resource or stretch of water as a 
conservation method)

Taonga – anything prized, valuable

Tapu – sacred, prohibited, restricted 

Waharoa  – entrance to a pā, main entranceway

Wunderkammer  – a place where a collection of curiosities is exhibited
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