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Abstract

This research explores designing through representation of 

place, focussing on the experiential dimensions of landscape 

architecture. The context for the research is two national parks, 

in very different geographic locations, but sharing richness 

in their environmental, cultural and aesthetic perspectives, 

including human perceptions, emotions, experiences and 

memories, in and from nature. National parks are regarded as 

utopic destinations, especially in the context of contemporary, 

highly urbanised cultures. The eye-dominant lifestyles of city 

dwellers contribute to sensory deprivation, and experiences 

are dominated by the visual sense when they visit places 

like national parks. Visitors’ journeys produce both collective 

moments and ephemeral experiences, and the presence of place 

through design reshapes and manifests human affections and 

memories, including both the good and the unpleasant, in visible 

and invisible ways. 

The research involved a range of approaches, for landscape 

architects and landscape architecture students, to understand, 

know and imagine places, as well as to reveal some phenomenal 

facets among humans and nature. In particular, model making 

and ‘photo making’ were identified as ways to investigate the 

multi-sensory and imaginative dimensions during the design 

process. Findings included the appreciation of how design in 

landscape architecture can be regenerated and communicated 

as well as embodied through a range of representational forms, 

such as words, maps, paintings, photographs and so on.  Beyond 

these representations, the challenge is how the imaginative and 

sensory experiences can be manifested in design, as well as in 

place. Design-directed research via phenomenological lenses 
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provided the main approach for my investigations. The objective 

of this research is to investigate design through representation, 

paying particular attention to how it relates to a sense of 

place. By processes, sensations, performances, experiences, 

engagements, encounters and inhabitations, design can display 

phenomenal engagements beyond the visual. Representation 

and design of place challenge designers to rethink, check, sense, 

and examine the relationship between self and place, self with 

place and self in place. These findings open up opportunities for 

further research especially in professional landscape architecture 

practice.  

Keywords: sensory experiences, phenomenology, design and 

representation, sense of place
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Preface

In this thesis, the exploration begins not from a prior 

position but from an orientation of questioning on nature, 

place, design and representation. With my Chinese cultural 

background and language as a bridge, I can see that the view in 

perceiving national parks directs the process of exploring how 

representation and design can be influential in projecting place. 

Chinese gardening invokes a sense of romance and poetry, 

which leads me to engage landscapes during my research 

with a layer of imagination and literature. Although the word 

“garden” is very different from the word “national park” literally, 

they both physically share the land, the light, the sun, the rain 

and the space and they are both cultural landscapes. How can 

these phenomenal aspects of light and atmosphere be applied 

and manifested in the process of landscape architectural 

experiments? In other words, place is involved in many 

landscapes and is shaped by landscape phenomenologically. This 

research is focused on place in the context of national parks.

During my core research, I explored how design engages with 

experiences, memories and emotional responses through 

landscapes in two national parks (Meili Snow Mountain in my 

home country of China, and Aoraki Mount Cook National Park 

in New Zealand, where I am studying). The two comparative 

sites resonate with the sense of loving a place in different 

ways; for the Tibetans, the bounded love as an ethnic unity is 

to condense human emotions into a location to value what is 

in Meili Snow Mountain National Park; for New Zealanders, it is 

the unbounded appreciation of a greater awareness of caring 

for the environment and the pure nature in Aoraki Mount Cook 

National Park. Love requires a sense of responsibility for humans 

at the same time. In consideration of environmental problems, 

especially in national parks, how can designers address the sense 

of place with love and care while heightening awareness of the 

human impacts on nature?

Landscape is dynamic and seen in temporality (Ingold, 1993). 

Humans perceive landscapes by engaging with their eyes and by 
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reading stories and meanings. Such communications challenge 

the quality of the relationship between humans and nature, 

where nature performs while humans perceive and act. In order 

to express the intangible emotions about the place, especially 

about national parks, design and representation become vessels 

to orchestrate the phenomenal world of place. Representation 

in this case is not about resolving to be visualisation through 

drawing or photographing, but providing a platform to gather 

sensory experiences and mingle with emotional moments in 

materials, visibly and invisibly. No matter if it is represented 

through maps, models, drawings, photomontages or 

photographs, the heart of representing national parks is to 

understand and reveal what nature generously gives and offers 

to designers through resources and energy, space and time, life 

and death, humans and place. How to bring about nature and 

landscape vocally, visually and virtually in design challenges me 

to understand and operate design through representation in 

model making and photo editing.

Model making by hand needs touching and making, which 

simultaneously opens a door to encountering materials. Ideas on 

paper through drawing, as an intermediate transition between 

doing and thinking, have moved forward from abstraction to 

realization. Photo making by using computer programs like 

Photoshop allows for engaging aspirations with embodied 

visions. Symbols are repeatedly used in design to explore the 

mysteries of place. All these different methods to explore in 

designing and representing have set up a multi-energetic system 

about design, representation, theory and phenomena. 

The task to devote myself to in this research is to explore how to 

bring the “nothingness” in the image of nature, landscapes and 

place to embody humans’ perceptions and sensory experiences 

as well as spiritual and emotional satisfactions in national parks. 

This brings design to the shaping of place as a world that is 

fearfully and wonderfully made by imagination.
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An introduction about place, representation and 
design

Landscape history is a history of representation in both literal 

and figural ways. It is a history of places that have been richly 

imagined and represented, but not all of these places are 

destined to be built. The oldest landscape is Eden, a dreaming 

garden, represented by words, blooming in the Holy Bible 

(Genesis 2, 4-14). From this earliest imagined landscape, 

representation has continued through a long history of art 

and architecture in a variety of ways including texts, diagrams, 

paintings, maps, and drawings, and has described many 

possibilities of designing (Cosgrove, 1999). Representation 

and design are the vital components of the imagining of 

place in terms of this research, shaping unique multi-sensory 

combinations.

“Design”, “representation” and “place” are central to my 

research, to imagine a phenomenological dimension in a 

relationship between people and nature. Phenomenology brings 

associations with sentiments, perceptions and experiences 

and deepens connections with place. Apart from consolidating 

nature ecologically and environmentally in a dominant human 

way, the idea of respect and submission to nature is essential 

to mediate with phenomenology, ecology and ideology. From 

the tangible nature of substances – of rocks, water, trees – to 

the intangible world of perceptions, senses and consciousness, 

phenomenology can relate to a specific and precise idea 

in landscapes.  At the same time, it can be involved with 

deconstructed layers of place, and in an embracing of complexity 

and ambiguity. This dual facet of phenomenology is an 

opportunity to explore substances and phenomena, the tangible 

and the intangible, the specific and the ambiguous, in the act of 

designing through representation. 
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Introduction

In the early nineteenth century, the United States national 

park management regulated the function of national parks 

to entertain humans as well as to maintain such enjoyment 

for the next generation (McClelland, 1998). Thus  enjoyment 

and preservation are the top concerns in creating national 

parks. However, my research is focused on studying wilderness 

from  experiential and philosophical aspects, rather than as 

environmental preservations, particularly on the way the two 

national parks share “similar” scenic views in visual terms, but 

different qualities of culture and meanings.

Wilderness is widely understood as untouched nature in 

conservation estates (Abbott, 2008). Yi-Fu Tuan argued that 

the preservation and the protection of wilderness subdues its 

initial meanings so that it loses its wilderness through definition 

(Tuan, 1974, p. 112). Tuan drew the conclusion that there should 

be no objective definition of ‘Wilderness’ (Tuan, 1974, p. 112). 

Andrew Jackson Downing shifted the idea of wilderness from 

aesthetic satisfaction to dynamic moving experiences through 

space in wilderness (McClelland, 1998 ). He addressed that it 

is the meaning behind the scene that enhances the individual’s 

enjoyment in physical experiences and spiritual emotions 

(McClelland, 1998).

Human interactions and involvement with wild nature are 

sophisticated which makes the concept of “wilderness” more 

perplexing. “While wilderness may act as a lens for people to 

perceive nature,” Mick Abbott pointed out in his research that, 

“the presence of people” may degrade the values of wilderness, 

which make wilderness bewildering and problematic (Abbott, 

2008, p. 15). National parks are the cosmic gardens of the 

earth without being intentionally shaped and decorated for us. 

However, today landscape as a productive site is problematic, as 

humans’ self-satisfaction tends to be at a cost for environmental 

health (Estrada, 2016; Picon & Bates, 2000). Nature can no 

longer obliterate the huge amount of man-made artefacts, 

especially materials that are upgraded in quality and resist 

time (Picon & Bates, 2000). The framework of the problems in 
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the environment is easy to outline, but responses from human 

beings are hard to produce properly (Picon & Bates, 2000). 

Marc Treib described Eden as a model of paradise in perfection, 

One begins in Paradise. Eden provided the model; 

the Bible narrated the story. The garden, we are 

told, spoke of abundance: the flow of several rivers, 

luxuriant growth, flowers, and animals living in 

harmony. Despite the Fall, the dream of Eden has 

persisted, and much of the history of garden-making 

rehearses the aching desire to recreate an Eden 

that surpasses our quotidian world in abundance 

and delight, and that escapes the limitations of the 

immediate site and the constraints of climate and 

topography. (Treib, 2016, p. 10)

No matter how perfect the place it is, even it is Eden, there 

is imperfection when humans appear. By paraphrasing Marc 

Treib’s descriptions, botanical gardens in each city simulate a 

lush paradise in concrete space and express a sense of regret 

at the beautiful landscapes that have been lost and interrupted 

because of humans (Treib, 2016). Eden and utopia as concepts 

of ideal worlds of beauty reveal a human heart which desires 

peace and harmony in a place. In particular, as utopia has been 

fully explored and referenced in many movements such as the 

garden city movement, this research is rather intended to focus 

on future imaginings on how landscape design becomes more 

sentient to express national parks than developing utopianism 

or perfect systems dealing with environmental debates about 

nature. 

The initial utopian idea mainly serves as mankinds’ 

needs, infinite resources and energy, granted peace and 

entertainments. It is important to understand the very essences 

in utopia and Eden, namely their characteristics that drive 

landscape architecture into the flow of the imagination. An 

enclosed or floating state of utopia stands out in comparison 

to other realistic gardens and cities. It is a place which humans 
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can never reach and makes the imaginative places isolated, 

separated and even attractive. National parks also have a precise 

boundary to separate nature from the humanly occupied world. 

National parks are an expression of utopia and Eden, formed by 

sublime scenes in their wildness. To minimize humans’ influences 

on national parks, more humans’ experiences are needed as well 

as human awareness to understand nature’s voices, meanings 

and stories, surpassing visual evaluations or vision perfections. 

Humans are chasing a type of “ideal wonderland” which is 

filled with utopic scenes in national parks. National parks are 

perceived as public paradises with a package of wild moments 

for urbanized people. CGI images, rendering scenic views, 

project the social needs of visual satisfaction in wilderness. The 

series of films “The Lord of the Rings” tried to bring the wild 

moments to urbanized citizens and caused a fashion that led 

people to pursue scenic landscapes in New Zealand. 

However, visual promotions of national parks can be deceitful 

and portray nature as spotless in vision. Wild nature satisfies 

our expectations through experiences (Seamon, 1993). 

Andrew Jackson Downing shifted the idea of wilderness from 

aesthetic satisfactions to compelling experiences in wilderness 

(McClelland, 1998). He addressed that it is the meaning behind 

the scene that enhances individuals’ enjoyment in physical 

experiences and spiritual emotions (McClelland, 1998). This led 

me to perceive national parks from a haptic perspective, which 

requires less visual-only exercises and experiences.  

Two geographically and culturally different wild places are 

selected: Aoraki Mount Cook National Park in New Zealand 

and Meili Snow Mountain National Park in China. The purpose 

in selecting two sites is to enable an exploration of some 

phenomenal aspects of design, representation and place which 

might be related to a specific site, while other aspects might 

be applicable beyond site specificity. But each is also culturally 

productive, allowing examination of the cultural dimension of 

national parks, as well as the position of the researcher looking 

from one culture into “national park” ideas.
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up a paradigm of theoretical imagination so that landscape 

architectural projects can be theorized in creativity and 

consistency (Deming & Swaffield, 2011, p. 33).

The name “phenomenology” implies the “science of 

phenomena”. The meaning of phenomena as derived from 

Greek means “to show itself” (Heidegger, 1967, p. 28). Martin 

Heidegger explained that “the expression in phenomena signifies 

that which shows itself in itself.” (Heidegger, 1967, p. 29) In this 

way, phenomenology relates to being seen or felt. 

Phenomenology is a strand of theory which informs the 

research approach through the foregrounding of phenomena. 

It requires people to constantly engage with experiences and 

perceptions (Murphy, 2014). Murphy (2014, p.3) explained 

phenomenological embedment as “each person holds a unique, 

perspectival engagement with the world which necessarily 

forestalls a ‘complete’ apprehension of the world.” Awareness 

of the architectural theorist Juhani Pallasmaa is especially 

valuable in providing direction for bringing phenomenology and 

the sensory into thinking about design (Pallasmaa, 2000; 1999; 

2002). 

David Seamon (1993) explained the reciprocity of joining people 

and the world through building elements, in which the nature 

of architectural elements provides spontaneous meanings. 

He introduced an architectural phenomenology started by 

Ronald Walkey, who introduced architectural qualities including 

“seasonal activity, sense of front and back, protection versus 

openness, ascending lightness, centeredness, and so forth” 

and emphasized that “these qualities resided intuitively in the 

builder’s imaginations and were automatically called forth when 

a particular dwelling was built.” (Seamon, 1993, p. 6) These 

qualities which unite functions and meanings within people and 
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of practising theory has been important for researchers (Deming 

& Swaffield, 2011). Critique is a stage which is often overlooked 

in the design process. For design-directed research, critique can 

be especially important, as it is a further interfacing of theory 

with the outcomes. Designing can itself be a form of critique, 

a way of exploring a situation critically. Deming and Swaffield 

drew the conclusion that one of the tasks that landscape 

architecture needs to complete is to intertwine traditions of 

media and representational methods in a theoretical and critical 

assessment through all research processes (Deming & Swaffield, 

2011).

To avoid “little systematic theoretical understanding of either 

the process or the outcomes”, I have divided two main streams 

to categorise the theoretical tools in my research- one is from 

non-landscape architectural theorists and the other part is from 

landscape architectural theorists (Deming & Swaffield, 2011, p. 

34). Landscape architectural theory is the vessel of this thesis 

that constantly supports and delivers nutrients, whereas non-

landscape architectural theory is the branches and leaves. I have 

studied and used other theories from the fields of philosophy, 

phenomenology, geography, psychology, architecture to critique 

and trim my design representations from previous development. 

This offers me opportunities to see design outcomes from 

different angles and gives accountability to my work. 

What it offers more is that it opens up a chatroom for different 

theorists to talk to each other through this process. As McAvin 

describes it, the efficiency of developing theory and critique is 

“to promote conversations and dialogue between alternative 

positions” (Deming & Swaffield, 2011, p. 35). “Each carries 

different assumptions and implications about the way in 

which knowledge is created, codified, and validated, and each 

sees different implications for the way theory is defined and 

constructed.” (Deming & Swaffield, 2011, p. 35)
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Conclusion 

Two main streams flow through the whole research – 

phenomena and experiences. How do humans experience 

nature with perception, emotions and senses? And how does 

nature nurture experiences with its substances, phenomena 

and mysteries? Landscape is full of experiences (Ingold, 1993; 

Potteiger, 1998). Practitioners and theorists conceive of 

landscape as a multiple medium for addressing dynamic and 

interactive life in this world including sensory engagements, 

spatial encounters, energy generators and functions associated 

with culture, environment and society in meaning and substance 

(Cosgrove & Daniels, 1988; Ingold, 1993; Potteiger, 1998; 

Wylie, 2009). To reset the possibilities in designing for national 

parks allows landscape architecture to become promising in 

terms of producing generative design solutions in the future 

of ecology, culture and economy. As such, this led the research 

into the exploration of how design cooperates in this resonation 

to address the awareness through the senses to understand 

relationships between humans and nature. 
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Introduction

The qualities of place are central to my research. In investigating 

two national parks I was exploring both their individual qualities, 

but also broader themes shared by both and suggestive of a 

wider sense of national parks. A discussion of “place” helps 

to contextualize my research, particularly how place is both 

a physical (concrete) thing as well as a psychic, or abstract 

concept.

The word “place” in English from the Oxford Dictionary is defined 

as “a particular position, point, or area in space” which indicates 

one of the essential properties of locality. Geographer Edward 

Relph understands place as a living space within everyday 

experiences, and it is distinguished from the words “region” and 

“area” (in Smith, 2012, p. 382). Relph argued that apart from 

being a locality, place carries meanings and stories phenomenally 

(in Smith, 2012). Architectural theorist Christian Norberg-Schulz 

(1979) described that place is “an integral part of existence” and 

he emphasised the spatial relationship of “concrete things” and 

the environment. He further explained that place has the nature 

of “qualitative totalities”. Since the process of constructing this 

external environment shows the mental world of human beings, 

it cannot be measured by the method of science, but by the 

approach of phenomenology (Tuan, 1974; Norberg-Schulz, 1979 

in Smith, 2012). 

In this chapter, I review a range of perspectives on the 

characteristics of place from architecture, geography and 

philosophy, particularly on the theme of phenomena in the 

material world. Place is a phenomenon associated with the 

environment spatially, and landscape is constructed along with 

a series of components of phenomena including water, light and 

air (Norberg-Schulz, 1979 in Smith, 2012). The essence of place 

is that it has a visible reality as well as a psychic realm. 
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Another type of breath displayed in place is the sentiment of 

place. Topophilia as a sentient register of place presents the 

passion and the sense of wellbeing in place. Topophilia can be 

understood as the human love of place embedded in place or 

environment (Tuan, 1974). Yi-Fu Tuan points out that the respect 

of the past is critical to embracing the place (Tuan, 1974, p.99). 

Through melancholy is another way of emotionally responding 

to the world. Jacky Bowring reveals how places which “have 

experienced violence, death and damage are redolent in 

melancholy.” And she encourages designers to embrace all of 

the pain and darkness instead of “quickly covering it over and 

replacing it with a benign design” (Bowring, 2016, p. 171). Past, 

history, memory and ruins are as precious as our emotions, 

sentiments, experiences and well-being concerning being in the 

place.
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psychical and experiential dimensions to my designing. These 
more intangible aspects must be in addition to the physical 
functions, appearances and qualities. All of these things are 
centred on caring for the spiritual wellbeing of both humans 
and more- than- humans, including the environment itself. It can 
be easy to construct design works on sites to simply manifest 
creativity. However, it is a challenge to design with a sense 
of place in ways which really engage with these less physical 
aspects, caring for and celebrating place, and rejuvenating those 

in that place. 

Conclusion
Place is intangibly composed of spirit, motion and senses. 

To express these invisible and phenomenal layers in place, 

two design approaches- model making and photo making 

in the following two chapters- are employed to explore the 

interrelationships of place, design and representation. Models 

are more intimate in terms of materials and multi senses, while 

photos lean more towards technologies and virtual realms. How 

these two acts integrate with each other is discussed in Chapter 

three and Chapter four.   
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Introduction

Building carefully-designed models to scale often appears in 

conventional model making in landscape architecture. Model 

making is one of ways to turn ideas from the mind into reality. 

While conventional models are focused on precision in scale by 

using certain kinds of materials, they are not concerned with the 

sensuous dimensions of the landscape. How can models express 

the intangible motions in feelings and experiences? How might 

models embody the acts of creating, making, engaging and 

shaping this physical world? In my research modelling explores 

how haptic making can cause space to interact with forms, 

structures and textures to transfigure design ideas without scale 

measurements. Haptic making relates both to the modelling 

practice (being physically involved in shaping and making), and 

the world which is being shaped and modelled (not simply a 

mute place which is to scale, but a place of atmosphere).  

Ephemeral experiences and haptic senses allow model making 

to set up a tactile atmosphere to gain a deeper knowledge about 

substances and materials. The tactility of creating models is both 

a sensory mode of working as well as the rediscovery of the 

multi-sensory nature of the world itself. 

Pallasmaa noted that:

Our culture of control and speed has favoured the 

architecture of the eye, with its instantaneous imagery 

and distant impact, whereas haptic architecture 

promotes slowness and intimacy, appreciated and 

comprehended gradually as images of the body and 

the skin. The architecture of the eye detaches and 

controls, whereas haptic architecture engages and 

unites. Tactile sensibility replaces distancing visual 

imagery by enhanced materiality, nearness and 

intimacy. (2000, p. 78)



54

Haptic experiences in representation challenge the traditional 

way of understanding, which relies on perceiving and engaging 

with imagery visually. To reassert the critical role of a multi-

sensory approach to representation, model making places the 

senses and materials into a whole to articulate new expressions 

in a spatial dimension.

Each of the three models in this chapter illustrate how design 

ideas perform and represent design motivations and meanings 

according to shape and structure: from addressing physical 

shape and pattern to emphasizing the symbolic moment in the 

presence of place, from presenting the sense of place to creating 

design manifestation. To explore the potential of making models 

from an approach of representational design, two questions 

have been addressed at this stage: First, in what phenomenal 

ways can making models manifest materials’ qualities and 

performances through shape, form, texture and structure? And, 

second, how do these qualities in models evoke a sense of place 

visually and representatively? 
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Anne Whiston Spirn described how: 
Elements of landscape language are like parts of 

speech, each with separate functions and associations. 

Flowing, like a verb is a pattern of events expressed in 

both water and path. Water and path, like nouns, are 

action’s agents and objects; like adjective or adverbs, 

their qualities of wetness or breadth extend meaning. 

(Spirn, 1998, p. 85)

Spirn extended her concept of the language of landscape, 

explaining that in writing we would not try and put together 

sentences without verbs.  She suggests this would be the same 

as designing by ‘quoting’ from other designs, and without 

properly engaging with the site and the design process.

As Spirn further argued,
Many designers compose formal arrangements, 

quoting the plan of a historic garden, borrowing a 

phrase here and there from a contemporary work. 

Many choose material belatedly and consider 

process rarely, if at all. This is like trying to compose 

a sentence entirely of nouns and adjectives, without 

verbs. (Spirn, 1998, p. 86)

The language of materiality is like a verb that enables materials 

and elements to capture and speak sensuous performances 

phenomenally. The action of making is a means of tuning into 

this language of materiality. Just as substance has its language, 

material and surface speak through time by texture and the 

degree of corrosion (Pallasmaa, 2000). The surface of the models 

can appear from solid to transparent depending on the different 

weather conditions. The texture of the model is understood 

as a language that tells stories through time, space and 

environment. Moreover, the language of materiality resonates 

with phenomena and emotions with substance and the self as 

we discussed in Chapter 2. Water and light are two phenomenal 

elements that relate to a sense of fear, love, sacredness and 

femininity among nature and humans (Bachelard, 1964; Strang, 

2006; Tuan,1974). 
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Conclusion 

The method of modelling joins environments, materiality 

and design inspirations into one to express place. A sense of 

place is presented through the modes of modelling by form, 

shape and phenomena, physically and substantially. However, I 

have presented these models through photos, to capture and 

visualize their tangible and intangible qualities. Photos allow 

for comparing the models in terms of representation. Model 

making is representational, so are photo manipulation tools. 

Digital photo making, editing and manipulating software, such 

as Photoshop, Illustrator, Painter and so on, are powerful tools 

to be used in the design process. Chapter 4 discusses more 

about how “photo making” as a method links place, design and 

representation visually, emotionally and phenomenologically.
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Introduction

The unique character of national parks, in terms of place, design 

and representation, is that they hold the spirit of place about 

nature. Genius loci is intensified in the natural landscapes 

of national parks, where the spirit of place is both intangible 

and real. Thorbjorn Andersson suggested that no matter how 

different are the approaches that we use for representation, 

the main purpose is to reveal the nature of place itself and the 

communication among man and man, man and place, place 

and place (in Treib, 2008, p. 94). It is because of the invisible 

relationships between humans and nature that the world is 

rich and multifaceted. This liberates the territory for design and 

boldness toward functionalism, symbolism and materialism for 

nature in national parks.

Through exploring the making of models it becomes clear 

now how the influence of human hands creates haptic 

experiences. The art of making leads to depicting the sense of 

place phenomenologically. Such experiential design helps us to 

understand the phenomenal world through sensory interactions. 

The way of pure making by hand somehow expresses the nature 

of the substance itself, showing the many internal qualities of 

materials revealed in phenomenological ways. 

Representation is interwoven with the making of design and the 

sense of making forms and ways of displaying. As Betsky (2013) 

explained in the context of painting,

This is a method of working that the painters of 

scrolls knew well. They slithered in and out of their 

works, focusing on small details, showing scenes 

several times from different angles, stringing together 

landscapes out of isolated elements. The sweeps of 
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echoing lines folded into a vision that altered and 

returned the world, transformed, back to the viewer. 

(Betsky, 2013, p. 7) 

This iterative process that Betsky explained is also true for 

design, where the designer must move the work through 

various forms- compressing, cutting, transforming and 

transcribing images, digitally or manually. The processes lead the 

representation to picture visions and describe narratives. All of 

these things must happen before the stage of construction.

Today many seek to find ways of using automation in new 

technologies to formalise representation in relation to 

understanding, communicating and collaborating in the design 

process (Porter & Goldschmidt, 2001). But digital technologies 

such as computer design, at the same time, cause sentient 

detachments of human perception from sensory cognitions 

(Treib, 2008). Computers enable designers to produce efficient 

works, especially with a strong visual presentation. However, 

Pallasmaa raised a serious concern that relying on computers 

during the design process would kill our imaginations and 

flatten our multi-senses on the screen (Pallasmaa, 2012). Vision 

and hearing are the two significant social senses in the virtual 

world. The separation of our sensations from reality to media is 

distinctive and dominant (Pallasmaa, 2012).

This chapter will further discuss the process of making, but 

the focus shifts to computer making. On the computer the 
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opposite effects are created. The computer restricts sensory 

engagement and materiality, but still has the ability to present a 

place phenomenologically. The virtual world creates a particular 

context for designing and allows a place to speak in unique 

ways. Photoshop as a “digital hand” mitigates the weakness 

of computer-generated images that “are often stiff and numb, 

lacking the poetry of a more imaginative picture, which at its 

best may induce the feeling of a fresh breeze, swaying tree 

canopies, the scents of flowers, and the sound of voices” 

(Andersson in Treib, 2008, p. 87). Other computer programmes 

like AutoCAD, Vector Works are less able to draw in this sense, 

and can only can re-duplicate plans in two dimensions and three-

dimensional models from existing drawings.

This exploration also reconsiders the problems of sensory 

detachment from the computer. “To engage with digital 

technologies requires new ways of thinking about design 

methodologies and aspirations. This is the role of theory.” 

(Walliss, 2016, pxxiii) Landscape architecture is equipped 

with new perspectives of designing through digital eyes. The 

challenges for designers are how digital representation can be 

drawn more closely from the digital world to the reality and how 

designers can make use of this creative medium rather than 

replicating hand drawing skills on it.
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4.1 Image 1: Making by Digital Drawing and 
Photomontage: Intermediary 

Drawing in landscape architecture may offer a better idealisation 

of built environments in its “interpretative ambiguity” (James 

Corner, 1992, in Swaffield, 2002, p. 165). It does not end up with 

a piece of art nor a tool of communication, but is “a catalytic 

locale of inventive subterfuges” to make landscape happen in 

itself (ibid.). There are many common drawing techniques in 

design practice- mapping, planning, diagramming, sketching, 

overlaying and so on (Hester, 2008, p. 110). What makes 

them different is based on what information is conveyed to 

communicate with other people. Randolph Hester points out 

for designers that “he or she must imbue each drawing with an 

understanding of function, dimension, materials, and economy” 

(Hester, 2008, p. 110). In a phenomenal perspective, drawing 

not only filters thoughts and imaginations in the mind, but also 

engraves the intangible realms- senses, memories, emotions, as 

well as experiences, into embodied graphical drawings. 

Drawing, no matter by hand or by computer, is a powerful way 

to fulfil everything in practice and architecture can be one of 

a million ways to represent landscape. Zaha Hadid’s inspiring 

picture (Image 4.1.1) exemplifies how paper architecture 

enables ideas to be built into reality. Its shape, configuration, 

and Supremacism create the gap for landscape designers- 

genuineness, aspiration, and passion. Zaha manifested a 

pictorial space in architecture, using a landscape analogy to 

bring inside out and outside in. There is no longer a separation 

between building and landscape. Landscape participates in the 

structure and synthetic nature flows in and around the structure. 

Landscape is like building natural formations and architecture is 

like bridging landscape into another level. She advocated that 

building, topography, and city be as one.

At the beginning stage of the image exploration (Image 4.1.2), 
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of a waterfall in the background remains silent, and the wind 

touches the worship flags in the air. What is the relationship 

between these ”leftovers” and the dome hovering on the 

surface in the image? Where does design speak through the 

image? Would it be a design or a representation? Deconstructing 

the layers in the image reveals the tensions in designing 

simultaneously in the physical world and the phenomenal 

world. This led me to look further at how to express the concept 

of topophilia (the love of place), the sense of place and the 

presence of place in Photoshop images.
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general atmospheres in the image which invoke certain feelings 

or emotions. 

Emotion is a response to capture the sense of place. The concept 

of topophilia depicts loving the place in which man’s perception, 

sense, experience, value and affection interact with one another 

in nature (Tuan, 1974). Viewing national parks through the 

emotional lens of Yi-Fu Tuan shows a strong feeling of affection 

from humans. The bridge crossing between the gorges not only 

shows the contrast of scale (the magnificence of nature and 

the tininess of the humans), but also connects a type of love 

between human and nature in a geographical dimension. The 

partly hidden and partly visible worship flags speak a sense of 

belonging for the Tibetans. The figures’ activities in the image 

tell how giant nature embraces humans, that people love to 

be relaxed and be free on the bridge despite the precipitous 

geographical location in the image. The overall intention of 

Image 4.2.1 is to express freedom in both spirit and materially. 

The emptiness of the second image also redefines space and 

boundary in an artistic perspective. The portion between 

darkness and blackness (2:1) creates an atmosphere of freedom, 

joy and lightness and the same proportion 2:1 could also apply 

to photography to structure visual effects.

 

Although reading or viewing an image is not a physical 

experience, the story within the photographic image prompts 

emotional responses which lead to experiential imaginations. 

Design itself in this image becomes less important, but the 

design work evokes more invisible aspects about the love of 

place or other different atmospheres by colour, proportion 

and layout. This gives designers alternative options to adjust 

what kind of impressions need to be rendered so that humans’ 

affections and emotions can be genuinely and authentically 

presented in design representations.
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penetrating the cold surface of the sphere, where the sunlight 

spreads out over the space. The story of phenomena is foretold 

within hours of alternating light and darkness, the cold hard 

surface and the warm gentle sunlight. 

The images allow imagined ideas to become embodied 

and embedded in meanings and stories. “Representation 

(publications / exhibitions / screen shows) should be coherent 

narratives built out of series of visual images that describe the 

project vision.” (Meeda et al, 2007, p. 6) 

Conclusion

“Photo making” in a digital approach confronts the challenges 

of multi-sensory deprivations, design disengagements and 

emotional deficiency. “Photo making” produces more stories 

and layers visually and phenomenally through the methods of 

drawing, photographing, photomontaging and manipulating in 

software. Even though representational effects in photo making 

vary, depending on personal rendering techniques and styles, 

some ramifications of design and representation on this matter 

are that there needs to be more awareness about authenticity 

about place itself, in terms of culture and landscapes.
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Representation is a phenomenal realm of the genius loci in and 

from the place. Not only do spirits dwell in the place itself, but 

also in pictures and drawings. The spirit of the place, is revealed, 

told and presented through artistic pictures, paintings and 

images. 

Photoshop images at the final representation are the outcomes 

or the personal “emotions” through being and dwelling in the 

national parks (Image 5.1.2). The emphatic spheres symbolically 

state the sense of belonging and dwelling in body and spirit, 

and the unwillingness to depart from nature for the city. For 

example, the waka on the golden dry lands expresses the desire 

for knowing the sacred place as a human (Image 5.1.2). To allow 

stories to flow in the ocean of tussock lands in Aoraki, minimal 

art expression is represented in the Photoshop image. The 

process of being, sensing, making and drawing transformed my 

design experiences to embodied representations from a sense 

of belonging (which is highly related to physically experiencing 

the place itself) to the spirit of the place (which is spiritually 

imagined in place through representing). 

However, Tim Ingold argued, “the landscape, I hold, is not a 

picture in the imagination, surveyed by the mind’s eye.” (Ingold, 

1993, p. 154) Landscape is not an image in imagination, we live 

in this world as we dwell in the place where the representation 

in our mind emerges in the living space (Ingold, 1993). Place 

needs humans’ body, mind and soul to orchestrate the stories of 

history.
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planning and design (Corner, 1999, p. 213). He said that to avoid 

tracing or reproducing old knowledge and information, “open-

ended forms of creativity” are fundamental to “make a map” 

(Corner, 1999, p. 213). Corner referred to arguments from Gilles 

Deleuze and Felix Guattari in philosophy to further emphasize 

the distinction between mapping and tracing (Corner, 1999, 

p. 213). This generative view of design recognizes that design 

is based on experiential performance with the world, which 

means that design is a dynamic experience which corresponds to 

substances, environment and humans in the world. Design, in a 

way, is free from previous designing and does not need to follow, 

copy, nor imitate old achievements.   

Whether using “free” methods in materials or in processes, 

this open-ended, creative approach was liberated from singular 

theory. Liberty in design encourages designers to free their 

mindsets from the old cages of tradition, and to step into a new 

level of pursuing what design is from a creative perspective. 
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Pallasmaa introduced the concept of “weak” or “fragile” 

architecture.

In accordance with Vattimo’s notions, we can speak 

of a ‘weak’ or ‘fragile’ architecture, or perhaps, more 

precisely, of an ‘architecture of weak structure and 

image’, as opposed to an architecture of strong 

structure and image’. Whereas the latter desires to 

impress through an outstanding singular image and 

consistent articulation of form, the architecture 

of weak image is contextual and responsive. It is 

concerned with real sensory interaction instead of 

idealized and conceptual manifestations. (2000, P. 81)

Pallasmaa stated that the power of being weak is indicating a 

humble heart toward designing with place. “Perhaps, we should 

also conceive architecture through a listening eye. Geometry 

and formal reduction serve the heroic and utopian line of 

architecture that rejects time, whereas materiality and fragile 

form evoke a sense of humility and duration.” (Pallasmaa, 2000, 

p. 82).

 

The fragile design is to embrace “weakness” as a design principle 

to bring experiential engagements with place, time and image. 

This will be further discussed in the next insight about sense and 

senseless in design.   
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There is also a demand for designers to emphasize sensory 

experiences. Pallasmaa (2009) explained that understanding 

the body as a sensing organism allows designers to connect 

more deeply with culture and placing the self in architecture. 

Sensing the places in action becomes crucial in this research. 

As a landscape designer, activating multi-sensory engagements 

with sites helps to form the sensational imagination. Sensory 

engagements actively generate inspiration in landscape 

architecture. Within sensory experiences, the content of 

representation is to declare how we are feeling and being, 

instead of what we are viewing. Through being attentive to the 

“how” we can avoid replicating images from mind to paper.

The idea of sensory experiences contributes to the concept of 

being in the site (Pallasmaa, 2012). This being-in-the-site may 

give more opportunities to rethink how design can integrate 

tourists into national parks with multi-sensory experiences, 

enhancing their body, perception and memory. On the one hand, 

the action of seeing draws attention to landscape in “a way of 

seeing the world” and “a way of seeing-with the word”, a strong 

cooperation between self being-in-the-world and landscape 

being-in-the-world (Wylie, 2009). On the other hand, the eye 

dominates our overall senses and we yield to perceiving this 

world through producing instant images without a glimpse of our 

true feelings and reasonable perceptions (Pallasmaa, 2000). To 

break through the constraints of a visually-dominated experience 

of landscape, this thesis is overarched by engaging tactile, 

olfactory, and kinetic experiences.
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digital drawing and hand-digital drawing (Image 5.5.3). I found 

that Photoshop drawing provided a way of embedding feelings 

in images (as discussed in Chapter 4, Photoshop can operate 

general atmospheres through colour, tone and affections). 

Theories of design and representation are as critical as 

finding the right positions for designers as well as landscape 

architectural students. A representation that is carried out with 

correct information or “garnishes”, real outcomes or surrealist 

visions, by hand or by computer should be theoretically checked 

and supported to fulfil its initial purpose in design projects. 
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Park is designed for Tibetan pilgrims. The phenomenal aspects 

of religion are amplified through its design. The inner structure 

of the hut provides a temporal shelter, while its uneven surface 

is designed acoustically to create an auditory hallucination of the 

sound of worshipping. The function and meaning of the Praying 

Hut expresses the wish to love more and impact less, through 

emphasising an atmosphere of worship within one place and 

defining an overarching zone of religious activities (Image 5.7.3).

Overlaying a dark shadowed circle to outline a designated 

activity area in the sphere, activates humans’ eyes and minds to 

wonder what is inside the dark cave and what it looks like (Image 

5.7.4).

In the Photoshop images, some of the effects are produced 

by the method of blurring, which merges design works into 

the atmosphere to evoke a strong cultural connection to 

the environment in national parks. A reason for blurring the 

boundary is to explore how the sense of place can be brought 

in through merging design into its surrounding place (Image 

5.7.3). The uncertainty of the blending areas enables humans 

to perceive this image by analyzing, guessing and pondering. So 

ambiguity brings openness, in contrast to in a highly constructed 

and defined space. 
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Conclusion

The seven insights in this chapter are designated to give a better 
understanding and a complete interpretation on place, design 
and representation from designers’ perspectives. Although these 
seven cannot cover all the aspects, they indicate a method of 
how to maximize and process design insights, skills and technics 
with aspirations and inspirations phenomenologically.
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6.1 Design or Representation?

Places and their representations are deeply embedded in 

our designing and imagination. My research has focussed on 

Protected Areas and the phenomenological dimensions of 

place and its inhabitants. Rather than developing organisational 

strategies, the focus is on extending the imaginative scope of 

place. Through this I seek to encourage landscape designers 

to critique and expand the possibilities of representation and 

design.

What does it mean to protect national parks? And what is a 

national park? My research frames these questions as a poetic 

reverie about imagining place. Realising these phenomenal 

moments, in association with perception, understanding 

and remembrance, shifts humans’ concerns from caring for 

the wellbeing of ecology to a more emotional and spiritual 

awareness of place, mediating with humans’ life, natural ecology 

and world ideology.

My research was motivated by curiosity about how we can 

respond to place in richer ways as designers. This raised 

many questions, about the nature of place, experience, 

and phenomena, as well as the practice of designing and 

representing. By means of concluding I will both draw together 

these threads, and speculate on other possible directions to 

continue this investigation.

Design is a tool to interact with the self and the world. No matter 

if it is a digital world or reality, it is important to be aware of the 

designer’s position. Landscape design draws on the interactions 

of humans, materially, physically and spiritually. The sense of love 

in landscapes and nature holds the potential to embrace places 

phenomenally. And the idea of dwelling is the starting point 

where bodies and consciousness become wholly submerged 

in place. Topophilia overtakes the feeling of fear and anxiety 

from landscapes and enables love in interpreting everything in 

and from nature. National parks envisioned through humans’ 

being and dwelling mean taking off the “tourism-only tag”, and 

representing place beyond merely visual satisfaction. 
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