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The stance of  the nightclub industry is often perceived as an exclusive, lavish artifact of  commodity 
in the city. Although, when operated under the care of  local music collectives, they are factually 
inclusive and have demonstrated great social agency in design. Music and nightclubs [spaces for 
dance] are a healthy social activity for the stability and growth of  our mental health and should not 
be rejected by the superficial view the media projects. 

We are starting to see how digital technology is bringing an end to physical collective encounters, 
thereby losing the aura of  human intimacy of  musical performances. To reinvigorate this aura, the 
design of  an events hall derives principles of  social agency design from subcultural venues of  our 
past and a programmatic envelope strategized to support local music culture and allow for the full 
creative freedom of  the artist.
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The point I am trying to make has been conducive with my own observations and 
experiences of  musical performances, where I couldn’t help but notice the profound 
kindness and solidarity within the crowds. All sorts of  different people, embracing one 
another simply done by the enjoyment of  music. It is as if  music becomes a personality 
bonding agent that adheres those who choose to engage with it. Of  course we could 
try and replicate the aura of  an event in our homes with our at-home speaker systems, 
but it cannot compare to the atmosphere that people and the venue contribute to that 
ultimately gives the event a lasting impression. 

PREFACE

“What, then, is the aura? A strange tissue 
of  space and time: the unique apparition 
of  a distance, however near it may be.”

- WALTER BENJAMIN
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People born into this world are now raised with such 
an advanced technological state of  existence, of  
which no other being has fully experienced. Living 
in a futuristic society that has become increasingly 
dependent on technology, we have grown 
accustomed to living in excess of  uninformed 
information. The millennial generation into the 
present has nearly never lived a day where the 
internet did not exist and are growing from the 
excess of  information and possibilities that the 
internet offers. In Canada, approximately 36 million 
people currently have access to the internet.[1] Out 
of  that 36, there are 31 million people who own 
smartphones.[2] This suggests nearly every child 
born in Canada has access to technology and the 
internet within reach. It would have been difficult 
to predict how digital technology has affected us 
in our evolution and our ways of  life for future 
generations, other than with a preconception 
this was the way forward to advancing our built 
environment and social infrastructures. We have 

been greatly affected by our constant exposure to 
technology and new forms of  media.[3] Although 
creating many positive outcomes for us, there 
have been many negative implications as to how 
we communicate and engage with the physical 
world. A trend has unfolded where we are growing 
excessively counter dependent as a society, and 
youth are growing up less engaged in collective 
activities, immersing yourself  into a crowd of  
people, whether familiar or not. Physical collective 
encounters build necessary social skills that are 
essential to their social growth and mental health 
stability.[4]

The Western world operates with a high 
degree of  individualism, piloting much of  this 
generation’s innovation and capitalist structures. 
Studies have shown the excessive promotion 
of  independence has major implications on the 
social and environmental dilemmas of  the world.
[5] Excessive individualism has created an anxiety 

Status Check
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The technology that surrounds us daily: cell phones, computers, email, internet, video games, instant messaging Fig. 1
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around owning our alternative, or “weird” qualities, 
and in turn we are removing ourselves from the 
company of  others. Our “weirdness” describes 
our uniqueness and the original, authentic self  - 
and it is not something to be ashamed of. This 
anxiety builds a defeatist mindset that revolves 
around the social image, it removes the drive to 
connect with other people and creates a fear of  
judgment for every word we say, or every action 
we take.  This has been caused by many artifices 
we are heavily captivated by day to day (Fig. 1). 
Tom Oliver, a well-represented scholar on ecology 
and evolution, studies the effect of  individualism 
in America and the individuation onset by digital 
media. Cultivating an unsettling perspective on 
how we see ourselves having significance in 
society. For example, hyper-consumerism brought 
on by product placement and globalization 
presents a competitive materialistic culture, as TV 
submerges us in individualistic language and self-
aggrandizement in attractive shows such as reality 
TV shows or talent competitions.[6] A fallout from 
excessive individualism is the increase of  mental 
health issues found in youthful generations.[7] We 
are becoming increasingly aware of  how social 
media is affecting our mental health by the way 
its users conflate value to the virtual interactions 
that happen online to the way we see ourselves.[8] 
The design of  social media is addictive; pleasurable 
to look at, easy to maneuver, and is capable of  
predicting a users actions and tastes. Computers, 
phones, tablets, and social media attempt to instill a 
profitable behaviour and attitude amongst its users 
by revolving around a business model that sells 
our attention to the highest bidder.[9] This forces 
users to submit to losing their privacy by uploading 
personal information online, and inherently adopt 
new media as a common social practice.[10] The 
addictive dimensions of  technology creates an 

invisible tether to media devices that drags people 
down a path towards social disengagement from 
the physical world. 

Humans are social beings. We allow for most of  our 
interactions to happen without the other person(s) 
in the room and now many youths are becoming 
more comfortable with exchanging conversation 
online than they are exchanging a face-to-face 
conversation. Human beings are naturally on life-
long searches for the companionship of  others and 
developing the skills to find and build emotional 
connections with new people positively affects 
the strength of  our mental health.[11] A practice of  
being original and authentic with those around us 
is necessary to realizing our individual impact on 
society. We are starting to see the end of  collective 
enjoyment and are shifting to loneliness from the 
disengagement we have with the physical world 
which has been perpetuated by the digital world.
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In this modern age of  technology and post-
pandemic frigidity, the need for us to recalibrate 
our views on human-to-human interaction is 
crucial. We have been designing for independence 
and self-aggrandizement throughout our 
technological advancements, which has proven to 
be unsustainable for our mental health.[1] A person’s 
individuality is questioned among the masses 
based on the premise of  cultural norms portrayed 
through digital media (ie. advertising, “reality” 
TV, social media, etc.). Spectating others’ lives 
portrayed online, people question their personality, 
appearance, and choices by comparing a superficial 
image of  someone else to themselves. Rates for 
anxiety have been dramatically increasing based 
on the inability to accept our own unique, “weird” 
qualities from the comparison to famous, successful 
figures seemingly pure portrayal.[2] A trend where 
technology and digital media disengages us from 
the physical world, we are seeing a trajectory 
towards the end of  physical collective events that 
are essential to the stability of  our mental health.[3]

In this thesis, the research of  nightclubs, as a 
morally inclusive space of  the city, guides a change 
in perspective on architecture and music having 
an affect on society and their mental health in 
a technology-driven world. The stance of  the 
nightclub industry is often perceived as an exclusive, 
lavish artifact of  commodity in the city.[4] Rightfully 
so, in most cases, nightclubs revolve around 
a profit driven model that accommodates the 
wealthy, and pries on the poor. Music venues, when 
operated under the care of  local music collectives, 
are factually inclusive and have demonstrated 
great social agency in design through an honest 
approach of  promoting social engagement over 
luxurious presentation.[5] Music venues provide a 
healthy social activity for the stability and growth 
of  our mental health through the practice of  
engaging with others that inherently share common 
interests of  music. Therefore, the study of  venue 
design through the lens of  nightclub programming 
presents an alternative approach to reinvigorating a 
yearn for physical collective engagement.

Introduction
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Music cannot truly move someone emotionally 
and physically without the proximity of  other 
people directly around them. Removing the 
collective human experience aspect from musical 
performance moves away from music’s aura. 
Technology has created this issue through the 
reproducibility of  art, as Walter Benjamin examines 
in his essay on the loss of  aura in modern art.[6] 
Nightclubs are a fundamental practice of  sound 
and space, considering it an aural architecture, as it 
relates to the body and the sense of  hearing. The 
combination of  the concepts of  sound, acoustics, 
architecture, perception, and anthropology in design 
distinguishes a practice that spatial conditioning 
for music effects the human experience and our 
sociability.[7]

The social agency of  the nightclub has been an 
ever-present practice of  human connection and 
creativity in cities across the world based on the 
emergence of  social subcultures. When artists were 
given full creative freedom and reclamation of  a 
venue, their creativity was celebrated, and musical 
genres became personified by collective entities.[8] 

Analyzing the venues that were noted as either the 
birthplace or cornerstone for the subcultures that 
emerged in America provides take aways in which 
venue design contributes to the social agency of  
architecture. These alternative venues require the 
artist to hold a DIY ethic in the curation of  their 
event in order for the artist to set themselves apart 
from the mainstream, commodified venues. To 
support local music culture, the artist should be 
allowed maximum constructive freedom of  the 
space to influence the sociability of  the audience 
through spatial conditioning and audio/visual 
arrangements. Furthermore, by centralizing music 
programming, such as an instruments school, 
professional studios and an artist’s residence, 
rounds out a programming schematic that creates a 
circular economy for the operation and ownership 
of  a venue.

The site is ubiquitous, in a sense, any city is the 
venue. City dwellers have forged venues into 

the voids of  the city since the beginning of  the 
industrial age; in the abandoned, unconstructed, 
or third spaces of  their neighbourhoods. Port 
Credit is a distinctive neighbourhood that could 
be considered a subculture from the larger 
municipalities of  Mississauga and Toronto for 
its social and spatial agency along Lake Ontario. 
It is a neighbourhood known for entertaining the 
public with many annual events that takeover the 
streets and park spaces to bring markets, fairs, 
and parades into the center of  this community. 
There is a yearning for a musical identity in this 
community, as there is no dedicated space for it to 
thrive. The design component of  this thesis would 
be the adaptive re-use of  the grocery store and 
remediation of  the adjacent lot, which seeks to be 
a pivotal point for the social participation of  Port 
Credit and embeds the notion of  ‘found space’.

Fig. 2

Toronto-based band “Hot Garbage” announces their new album with a live 
performance.
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This thesis raises the question: how can the 
design of  a musical commons, that is 
informed by the history of  nightclub design, 
support local music culture in Port Credit? 
Supported by a literary review on the trajectory 
of  technology affecting youths mental health, and 
individualism in Tom Oliver’s The Self-Delusion; the 
concept of  excessive individualism is defined and 
realized as the issue of  social disengagement in 
today’s society. Furthermore, a literary review and 
analysis on the loss of  aura in music performance, 
based on Walter Benjamins theoretical essays, ties 
together the theoretical framework around the 
need of  supporting music culture. Analyzing the 
programming and agency in the design of  the 
nightclub, as a music venue, makes up the primary 
methodology of  the thesis. A history of  the 
nightclub is presented to exemplify the inclusive 
nature to clubbing, which is supported by Kat 
Holmes “cycle of  exclusion” model on inclusive 
design.[9] A case study on the notable venues for 
social-music subcultures, investigates its social 
and political context, and analyzes the space for 
its social agency. Followed by a precedent analysis 
of  venue types that take on a strong DIY ethic, 
informing a design language that would permit the 
creative freedom of  the artist. Port Credit would 
be catalyst in allowing for new forms of  music 
and art to be introduced, performed, and enjoyed 
by the public. Synthesizing the researched design 
theories, case study findings and site analysis, we 
can get into the comprehensive design at the urban 
scale and site planning scale.
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Fig. 3
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The first chapter of  this thesis establishes a perspective on nightclubs that understands 
it to be inclusive by nature, and an important establishment of  the city. Following 
a brief  timeline overview on the history of  nightclubs - and a literature review of  
Walter Benjamin’s essay on technological reproduction of  art, which will reinforce 
the theoretical underpinning on how the engagement with the arts is integral part to 
a child’s growth. Section 1.2 will discuss the principles of  aural architecture and its 
relation to venue design. Lastly, Section 1.3 analyzes the aura of  the music venue, and 
a reflection of  past design practices with music and architecture.

M U S I C I S  T H E A N S W E R

Music Is The Answer
Celeda, Danny Tenaglia
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Nightclubs came to realization for the upscale visitors and entertainers of New York 
City. Initially intended for the exclusive, the majority outweigh the few and clubs 
quickly opened for who were considered the “downscale clientele” in NYC, who hosted 
the same activity with illegal liquor distribution, gambling and prostitution, but in this 
case featured regular brawls and police raids. 

Moving forward to the invention of 
the jukebox marks another chapter 
in music’s influence in creating 
what was considered a nightclub. 
Invented in 1889 San Francisco, 
the jukebox became an artifact of 
musical history that extended the 
party to go all night, and fueled the 
prohibition parties. 

In the prohibition era, illegal speakeasies were some of the first spaces where people of 
different race were in the same room enjoying themselves and socializing. Clandestine 
space, where the parties were usually held in basements or back of house spaces.

1800’s

1889

1920’s
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Before, during and after WW2, clubs 
exponentially populated across the 
world as outposts of physical and 
mental release. By 1953, we had our 
first “discotheque” in Paris. In Europe, 
partying and clubbing became so 
normal cafes in London offered 
“afternoon dancing”. Chairs and tables 
were moved aside, and had a wide 
street presence as cafes would typically 
want this connection to the sidewalk 
through a wall of windows.

A growing acceptance of the gay and trans communities was propelled by the 
uproar of drag club scenes. Clubs started hosting drag balls, at a time of high 
expressionism, people were becoming increasingly comfortable to dress, speak, 
and act the way they want to and removed the mental barrier for many to get out 
and enjoy themselves.

Sound systems continue to advance and we creatively push to host music venues in 
public fashion. A growing interest of “found” spaces that perform as music venues 
use the eclectic nature of the site to create an energized aura of an event. Outside 
of using any pre-existing structural elements found in the space, scaffolding 
structures are often used to quickly erect the lighting, sound system, and decor. 

1953

1980’s

1990’s
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Over the course of  the 19th, 20th, and 21st century nightclubs evolve alongside societal 
views. This timeline was to exemplify the lesser projected view of  the inclusive nature 
of  nightclubs, and how they have brought different communities of  people together. 
These establishments have changed the ways we see one another through the fun act 
of  partying and socializing. Along with that, we begin to notice how the nightclub 
venue evolves and where the music-centric communities migrate to.

As our society and technology advance into the future, people are disregarding the 
impact of  music performances interconnectedness of  the crowd, and the physical 
and emotional movements we feel from instruments and sound systems. By this 
knowledge, this thesis attempts to amplify a voice that says:

“Got to keep on dancing, 
And prancing,
Grooving,
Keep on moving.
Flying,
Stop you’re crying.
Choosing,
While you’re cruising.
Music is the answer
To your problems
Keep on moving
Then you can solve them.”
- CELEDA[*]

Celeda, “Music Is The Answer (Danny Tenaglia).” Track 3 on Tourism, Twisted America Records, 1998. Song.[*]



17

Music Is The Answer

The aura of  art is being disregarded in this age of  
technological reproduction. A loss of  originality 
and traditional value dissipates with the mass 
production computers and the internet allows 
for, as Walter Benjamin writes, “In even the most 
perfect reproduction, one thing is lacking: the here 
and now of  the work of  art — its unique existence 
in a particular place”.[1] In The Work of  Art in the Age 
of  Its Technological Reproducibility, Benjamin speaks to 
how mass production and capitalism has affected 
the traditional and individual uniqueness of  art. 
As the reproduction of  art has been a common 
practice since the prehistoric ages, the attention 
lies on modern technologies such as lithography 
and cameras. As an example, paintings can have 
a cultural and emotional attachment between the 
artist, the subject, and the timeliness of  its creation 
that is expressed through the strokes of  the brush, 
the tonality of  colour, or level of  realism. Whereas 
in photography, much of  that character and 
uniqueness to the painting and artist is not present 
and moves the viewer emotionally away from the 
subject or context. The spirit of  originality in a 
work of  art lies in its tradition; which dissipates in 
its reproduction.[2]

Arts culture is propelled by collective entities. 
Artists, curators, managers, investors, volunteers, 
and students work together to put on exhibits and 
shows for the public to interact with. Although, 
our striving for collective identity, either with 
the community we live in, friends we make, or 
organizations we affiliate ourselves with, has been 
withering in this technological age. Therefore, the 
importance on timeliness and viewership of  certain 
arts reinforces the notion to continue to support 
the arts culture of  our cities and create more social 
engagements around the city. 

In determining ways to bring people together, art 
and culture have already instituted practices of  
coalescing the curiosity in people and should be 

1.2   Aura + Arts Culture

further explored as a fundamental social practice in 
urban living. The arts are an integral part of  cities, 
more so than being an economic powerhouse 
by creating jobs, supporting local business, and 
boosting tourism; participation in the arts benefits 
communities of  all walks of  life.[3] Volunteering 
opens possibilities of  building new and strong 
connections with the people in the communities we 
live in. Taking pride in the local achievements by the 
success of  Canadian artists, and growing stronger 
communities by involving anyone who would 
like to participate (in the creation, volunteering, 
or viewership of  arts organizations). In Toronto, 
82% of  high school students who were enrolled in 
structured music programs graduated and at-risk 
students have higher grade point averages (GPA) 
and are more likely to pursue post-secondary 
education.[4] Growing up with the arts being a part 
of  our development improves our health and well-
being, through the pride and rigor it takes to be 
involved.
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The physical disconnection of  the computer. Collage. 
Fig. 4
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Aura is defined as “the distinctive atmosphere or 
quality that seems to surround and be generated 
by a person, thing or place”.[5] In many regards, 
architecture shapes and influences the aura of  art 
and how it should/can be perceived, by engaging 
all of  our senses. We most commonly perceive art 
with our eyes, but neglect the power of  hearing to 
have the same level of  impact on our perception. 
A practice in design that combines the concepts 
of  architecture, acoustics, sound, perception and 
anthropology, is Aural architecture. Aural design 
brings the attention to the human body and the 
sense of  hearing, a fruitful way of  looking at the 
human experience that is focused around space 
and sound. How sound should be perceived 
changes based on the programming of  a space. 
The role of  the architect is to design a building that 
is aesthetically pleasing, but also design based on 
the intended experience of  the space which can be 
heavily denoted by the experience of  sound. For 
example, in a multi-unit residence, the construction 
of  floor assemblies would ideally be robust enough 
to limit the sound of  footsteps transferring from 
the floor above. This could affect a student’s 
attention while studying or a person’s ability to 
sleep.

Music and art venues are primary examples of  aural 
architecture, as the focus of  the architect lies on the 
experience of  perceiving art and how the viewer 
is to engage with it. Barry Blesser and Linda-Ruth 
Salter wrote on aural architecture in their release 
Spaces Speak, Are You Listening?. They discuss aural 
architecture without reverting to physical acoustics 
by using the term “spatiality”, to keep the focus 
on the human experience rather than building 
tectonics. Blesser and Salter categorized various 
definitions of  spatiality to be social, symbolic, 
aesthetical, musical and navigational.[6]

Fig. 5

Social spatiality refers to the ways spatial 
acoustics affects the sociability and behaviour of  
its users. It is referred to as an “acoustic arena”, as 
the region in which people can hear you or that you 
can hear them (Fig.5). The programming directs 
the acoustic properties based on how you intend 
people to interact with one another.

Symbolic spatiality implies how a space is given 
meaning by its aural attributes. How sound is 
perceived in a certain space amplifies a greater 
meaning of  its programming to the listener. An 
example could be the grand lobby space of  office 
towers, and how its echoes provide a sense of  
wealth and significance. 

Navigational spatiality refers to how auditory 
spatial awareness begins to guide and visualize a 
space.

1.3   Aural Architecture
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Fig. 6

Fig. 7

Aesthetic spatiality is the experience of  localized 
acoustic qualities that instill an auditory texture 
to the inhabitant. A changed sense of  texture or 
emotion can be felt as you move through varying 
spaces (Fig.6), much like a change in colour or light.

Music spatiality is the acoustic properties 
necessary for the specific music being played/
performed. Amplified sound, through sound 
systems, often operates in tighter spaces to control 
reverberation as much as possible, whereas a vocal 
singer needs a wider, more open space for their 
voice to travel. (Fig.7)
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What is intriguing about going out in the city? Is 
it the approach of  flaunting your money, buying 
a $26 bottle of  alcohol that is marked up tenfold? 
Or, is it to spend time with your friends that gets 
you off  your couch, walk around, maybe meet new 
people and go dance? A person’s motive in the 
night is often triggered by their desire to interact 
with other people. A nightclub is often a space 
where you can have an experience with friends or 
on your own and still be triggered to interact with 
people you do not know. Nightclubs are interesting 
spaces of  sensorial and emotional triggers. They 
are forerunners of  spaces that create an experience 
temporarily, as clubbing has always been about 
creating a parallel world for the night. Firstly, we 
should acknowledge the disparity between two 
kinds of  nightclubs. One of  commodity and hook-
up culture: where you go to dance, long enough 
to find someone you’re attracted and buy your 
way into being noticed with booths and bottles of  
alcohol at an exponential markup. The ‘alternative’ 
nightclub, being a music-centric programming, 
that has held ground as some of  the most inclusive 
spaces in the city. An aura of  escapism, separating 
those from the mental hardships of  pleasing others 
and everyday struggles, into a collective space of  
like-minded people that are sharing the experience 
rather than trying to have their own.

Design that is universal and can be used or 
enjoyed by people of  all walks of  life. Design 
that is inclusive and magnetizes those who are 
different. Design that is relational and focuses on 
the interaction of  people rather than holding the 
attention to itself. Although everybody is different 

and can be difficult to design for. Everyone has 
a set of  standards and values they try to live by, 
that differentiates themselves from those around 
us. Yet, we still have an innate way of  connecting 
with someone enough to find common ground 
for discussion or the enjoyment of  their company. 
Social interactions are fluid and complex in this 
way. This poses the question that Kat Holmes asks 
herself, “is it even possible to design for human 
diversity?”[8]

Music is the answer. Music has the power to 
gather people and the power of  inclusion that can 
bring anyone together, as if  you are a part of  a 
community.[9] We become absorbed within a crowd, 
where all are living in the moment of  euphoria that 
is induced by sound and apparition. “The alignment 
of  reality with the masses and of  the masses with 
reality is a process of  immeasurable importance for 
both thinking and perception”.[10] As subscription 
rates to music streaming services skyrocket, such 
as Spotify or Apple Music, people become further 

1.4   Aura of the Music Venue

“We are weighed down, every moment, by 
the conception and the sensation of  time. 
And there are but two means of  escaping and 
forgetting this nightmare: pleasure and work. 
Pleasure consumes us. Work strengthens us.” 

- CHARLES BAUDELAIRE [7]
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Poster for Blitz Nightclub’s (Munich) strict “No Photos/No Phone” policy. 
“Let’s leave the virtual realm we are all constantly occupied with in our everyday 
life and engage with each other for real on the dance floor.” [11]

Fig. 8

disconnected with the aura of  music. Prior to 
the advent of  digital mastering, the only ways 
you could hear the raw sound and frequencies of  
music was in attendance of  a music performance 
(wherever instruments and sound are considered). 
When you see the emotion of  the artist’s lyrics 
in their body language, you feel the low-end bass 
lines when the vibrations radiate inside you, as 
you bump arms with the person next to you in 
the crowd and observe how they may be feeling 
in the moment too. As Walter Benjamin speaks 
to the loss of  aura and authenticity in modern 
production of  art comes from the ease of  access 
to reproduced copies that are more accessible and 
affordable. Why buy a ticket for $20-100 to go see 
an artist perform one night, where you can spend 
just $10 per month to listen to whatever you want 
from wherever you want without limits?

Understandably so, people want as much access 
to new and old releases at an affordable rate. 
Although, artists do not produce their songs for 

the commodity of  listening through earbuds or 
headphones at home. They use advanced sound 
systems, involving monitor speaker heads, sound 
cards and subwoofers to create their music. Their 
creativity makes a lasting impression in a place 
and time where it can be played or performed 
when it can be felt by the listeners. As much as 
we integrate music into our lives, the experience 
of  listening to it from a complete sound system, in 
the mass of  other people, within the context of  the 
venue, cannot be replicated in personal isolation. 
Venues are spaces for the aura of  musical creativity 
to be experienced. Emotional and sensorial, the 
architecture activates the space serendipitously 
with the music.
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‘Emotional Architecture’

Influential Mexican architect Luis Barragán and 
sculptor-painter Mathias Goéritz’s manifesto on 
emotional architecture, has written: “the man 
of  the 20th century feels crushed by so much 
“functionalism”, by so much logic and utility 
within modern architecture”.[12] Where in the 
digital era we have become increasingly isolated, we 
should acknowledge and embellish the relationship 
between people and the built environment that 
is emotional, uplifting, calming, and energizing, 
etc. Venues emulate the emotion of  the listeners 
by engaging the senses, and become exemplary 
for this. Seemingly, music was made to engage 
the senses and makes the art experimental in this 
way, and in confluence, the architecture becomes 
experimental.

Luis Barragán’s, Casa Gilardi. Using colour and light in minimalist form, to 
create spiritually uplifting buildings that served as a foil to a somewhat sterile 
modernistic approach.

Fig. 9
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Composition of  Metastasis, by Iannis Xenakis. Deriving the form of  curved 
surfaces erected by straight lines.

Fig. 10

Fig. 11

Music Designing Architecture

Designing a venue is to design for the senses. 
Architecture typically focuses on sight and touch, 
and venues create opportunities to design for 
sound. Typically acoustics are often of  paramount 
importance, for soundproofing and reduction of  
noise pollution, but for some architects it is an 
opportunity to design with music. Iannis Xenakis 
and Le Corbusier, for example, designed The Philips 
Pavilion by inspiration of  an 8-minute audio/
visual piece, “Poeme electronique” which they 
had commissioned. With music so experimental 
and ground breaking at the time, Xenakis sought 
the building should be equally as experimental in 
form and structure, using his own calculations for 
proportion and scale via music composition.[13]
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The following section examines the agency in the design of  nightclubs and auxiliary 
music venues. Subsequently following a theoretical framework around the inclusive 
nature and aura of  the nightclub, this chapter intends to illuminate a way forward to 
supporting music culture through a relational design practice. A case study on four 
subcultural social groups (ie. punk, dance, indie, and rap) and the venue noted to be the 
cornerstone to their emergence in society, offers key moments in design for their social 
agency. In section 2.2, a precedent analysis of  DIY venue typologies approximates a 
level of  creative agency that is necessary for the design of  a new experimental venue 
type that supports the creative agency of  the artist. Lastly, section 2.3 introduces a 
supporting programmatic cast based on the trajectory of  DIY venues in the city that 
are continually being shutdown because of  rising real estate costs.

H O S T I N G T H E S C E N E
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2.1  C A S E S T U D I E S

The following case studies represent the influence of  music 
in recent history informing collective identity. Closely 
investigating the emergence of  four subcultures: punk, dance, 
indie, and rap, and the venues that help cultivate them.  The 
values of  the artists and developing subculture are reflected in 
the assimilation of  a venue space, and inherently allows for the 
creativity of  the alternative lifestyle to flourish. Examining the 
venues that allowed for these subcultures to emerge, to define 
their architectural qualities and how people assimilated them 
will offer base functionality to the venue space and what makes 
them social spaces.

2.1.1 Punk
2.1.2 Dance
2.1.3 Indie
2.1.4 Rap
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Punk subculture can be characterized by the political and personal 
views of  punk rock listeners. Through fashion, dance, and beauty 
aesthetics, a provocative self-expression exudes an ethos that 
revolves around the beliefs of  a non-conformity, anti-consumerist 
point of  view.[1] Punk rock gave form to punk subculture but 
disseminated from the height of  the disco era. A subculture born 
out of  revolt to the blatant consumerism of  the 60’s, and outcry of  
the economic recession of  the 70’s. Predating American Punk, was 
British Punk, where much of  the ideals and behaviours disseminated 
from. “Political and social (even behavioural) extremism seemed 
very attractive as a way out of  this impasse”[2], to publicly stand 
against the middle-upper class perspective of  what was considered 
the cultural norm. Challenging the status quo and contempt for 
government. “Punks” were anarchists who thought chaos would 
help put things in natural order.

Where the British movement was encapsulated around a political 
agenda, the American movement concentrated on evolving the 
medium and style of  music that projected their voice to be heard, 
loud and clear.

The Ramones playing at CBGB.
Fig. 12

Punk
Blitzkreig Bop
The Ramones
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CBGB & OMFUG // NYC, NY

An icon for the emergence of  American punk rock music, CBGB & OMFUG was once an old 
biker bar, prior to it diluting to an average dive bar, before its musical identity started to build up. 
The name stood for the genres they originally intended hosting, being Country BlueGrass and 
Blues bands and “Other Music For Uplifting Gormandizers”. The founder of  CBGB admits he 
never really intended for the bar to evolve into a punk rock venue, but set in the rough area of  the 
Bowery in New York City, his endeavour to accrue original artists brought a more ferocious style 
of  music for its era. Although many of  the artists that performed there were relatively unknown, 
there were artists we know to have pushed the genre to where it is today played in this space, such 
as Patti Smith, the Ramones, Blondie and Talking Heads. CBGB was considered a launching pad 
for these artists to gain traction towards their popularity in America.

As Richard Sennet describes, in The Uses of  Disorder, the modern city was developed as a social and 
economic support structure that isolated and suppressed the individual and communal experience.
[3] The functionality of  the space did not matter, nor did it need to. The venue lacked material 
accumulation, wealth, and permanence which reflected punk rock music, “come as you are and do 
your own thing” rock and roll. Tyranny within an urban enclosure, with the music screaming and 
listeners head-banging, the venue stood as an anti-monument to urban gentrification. 

A narrow bar space, lined with years of  graffiti and band stickers, CBGB & OMFUG was almost 
completely taken over by the patrons and artists who performed and attended the venue. A 
minimalist design where the space was stripped completely to the bare essentials of  a building and 
absolutely no elaborate or decorative material on any surface, you are immersed into the anarchy 
of  high-energy punk subculture throughout. In plan, the stage and hall was bottlenecked by the 
bar and seating areas, tightening the space in the crowd and pushing your focus to the performer. 
The narrow space had its capacity set at 350 people.[4] The space operated as a bar, open during the 
daytime throughout the week. It had an immediate presence on the street as a retail space which 
reduced its clandestine value. The owner freely let patrons appropriate the space, which they did. 
Its place in the city was industrious with the streets contaminated by noise from machinery day 
in and day out, and sharing walls with the lower class individuals of  New York in the ‘flophouse’ 
above, the Palace Hotel. Rendering a clear reason why neighbours were tolerable to music playing 

Fig. 14Fig. 13
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CBGB’s iconic bathroom was given the title, “The scariest 
bathroom in rock & roll history”

Fig. 15

Fig. 17

Fig. 18

Fig. 16
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Fig. 19
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Dance
DJ’s and producers and the technology of  the 80’s, ideas of  
overlapping electronic synthesizers and drum machines onto 
disco records, to elicit a heightened sense of  groove (dance). The 
subculture holds value around experiential value of  the music 
and the space; a highly sensorial experience where the audio 
and visual harmonize in rhythm and create a physical feeling of  
euphoria. This feeling is described as a trance onset by the rhythm 
and repetitiveness of  the music.[5] Following disco quick rise and 
downfall in the late 1970’s, house music and dance culture made 
way into the entertainment industry. It was apparent from the 
incidents that perpetuated the downfall of  disco in the United 
States, that racism still heavily effected the lives of  Americans and 
pop culture. House and disco music was a fundamental practice of  
getting people to dance with one another; following a motive that 
if  you got people to dance together, they can live together.[6]

Frankie Knuckles, father of  house music, sorting 
through his record collection. DJ’s are curators. 
Knuckles selected tracks based on the feedback 
he would get from the crowd, which was by how 
occupied the dance floor would be.

Fig. 20

Love Can’t Turn Around
Farley “Jackmaster” Funk
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The Warehouse // Chicago, IL

House music could only thrive in the underground, as it was still ridiculed by many Americans. 
Through generosity and motivation of  Robert William, a New York native entrepreneur, provided 
a dancefloor for Frankie Knuckles to host his underground parties and experiment new music 
forms. The Warehouse was the nightclub that hosted the Chicago House sound. Frankie Knuckles, 
was a key artist in creating house music and dance culture from the foundation left by Disco. Having 
only moved to Chicago a few months after the official opening of  the club, he was immediately 
appalled at how segregated the city was.[7]

The Warehouse began with a predominantly gay crowd. Not to be considered a strictly gay club, 
Frankie Knuckles and other up-and-coming DJ’s that frequented other the other clubs in the city 
brought their crowd to their own dancefloor in the beginning. It was the early 80’s that the crowds 
started to mix. White, heterosexual students from local universities and colleges began populating 
the dancefloors before it incited the public that this was a diverse space, open for anyone and 
everyone to join and groove along.[9] Similarly to the way the music began remixing genres of  
music to create a new sound. The music began remixing people, and the diversity of  club-goers.

Following a similar narrative with many of  these venues under investigation, The Warehouse 
followed the typical design of  the nightclub: a blank-wall container that comes to life when its 
lights, projectors and speakers are switched on each night. The dance hall was bedazzled with 
glimmering features, like the iconic disco ball at the center of  the room, reflecting the staged lights 
to be more entrancing. High enough ceilings to allow for a comprehensive light and sound system 
to be installed and manipulated to far reaches of  the dancefloor. This has become a typical layout 
in nightclubs, but The Warehouse was considered one of  the first clubs to synchronize the light 
system to the music and enhance the experience and instigate the sense of  trance that the music 
will put you into.[10] The clubs layout has a wide dancefloor to allow for plenty of  space to move 
around and dance eccentrically. Contrary to the more contemporary nightclubs today, the booth 
is more concealed. Primarily done to control the sound within the booth so that the monitor 
speakers can be differentiated from the main speakers out on the dancefloor. This brought your 
attention to the people who were around you rather than the person playing the music. It is not 
about the individual, it is about the music and the experience the music makes you have with 
yourself  and others around you.

“It bothered me at first, when I didn’t see enough 
white or other races on the dancefloor at the 
beginning, and then I realized I had my job cut out 
because I had to try and change that.”

- FRANKIE KNUCKLES[8]
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Fig. 22

Fig. 21
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Fig. 23
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Indie
Indie subculture had many correlations to the hippie movement 
from the 60’s.[11] It was hippie culture that used music to express 
themselves and to voice themselves through creative mediums. 
Indie, short for “independent”, were subgenres of  music that 
stemmed off  the ideologies from the counterculture of  the 60’s. 
Genres such as psychedelic & alternative rock, post-punk and 
folk, harness the creativity of  artists’ alternative lifestyles that 
this counterculture movement formed to protect. Originally 
artists would seek out independent, low-budget, record labels that 
allowed them to project their sound out into the world before 
being accepted onto any stage to freely explore their sound.[12] This 
exemplified authenticity as a core value for this realm of  music, 
similar to the other subcultures, and it is what denotes indie to be 
“independent of,” rather than an “alternative to,” popular music. The Strokes at Mercury Lounge.

Fig. 24

Where Is My Mind
Pixies
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Mercury Lounge // NYC, NY

In relatively close vicinity to CBGB’s, the Mercury Lounge has also set its roots into the Bowery 
neighbourhood of  New York City. Opened in 1993 by well-known nightlife entrepreneur 
Michael Swier, a small indie rock club took advantage of  the momentum of  New York’s growing 
entertainment industry. The club grew relationships with new generation indie bands and artists 
of  the 90’s and grew a strong reputation as a launch pad for up-and-coming artists. Bands such 
The Strokes, the White Stripes, or the Yeah Yeah Yeah’s traced the beginnings of  their careers 
back to this space.[14] Swier and the Mercury Lounge contributed to the music culture of  the city 
by creating opportunities for the relatively unknown artists to perform for a small fee. 

The space made a lasting impression on the performance of  the band regardless of  what style 
they were playing. Bands attribute the birth of  their popularity simply by the energy of  the show 
enhanced by the design of  the venue. It’s no-frills presentation, low-capacity scale (250)[15], and 
clandestine characteristics match indie genre values, which paid homage to indie rock bands. 
A venue that matches these characteristics of  indie, or the alternative lifestyle, values created 
opportunities for experimental or creative artists to thrive. The venue was a reclamation of  a 
former tombstone store, that was converted to be an intimate bar and performance space. Patrons 
would walk into the bar off  the street and access the venue towards the back of  the space and 
down a set of  stairs. This separation of  lounge and venue spaces, contributed to the social agency 
of  the venue by allowing for patrons to have a relief  from the loudness of  the performance 
and expand their acoustic arena temporarily. This type of  separation enhances the experience 
by corroboration between the venue and surrounding programs, acting act as a relief  from the 
performance.

“The bottom line is we don’t really listen to the radio. 
We’re not really into what’s popular. We’ve been 
sort of  doing our own thing. So I think our product 
is pretty modern, but it’s definitely not modern in 
terms of  what’s popular today.”

- THE STROKES [13]
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Fig. 26

Fig. 27

Fig. 25
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Fig. 28
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Rap
Hip-Hop originated from the African-American communities of  New 
York City in the Bronx block parties during the 70’s. Hip-hop quickly 
grew as a subculture and artistic movement, reflecting the post-industrial 
decline, political discourse, and a rapidly changing economy of  the 
United States.[16] Harnessing creativity in four elements: turntablism, 
rapping, breakdancing, and graffiti. Rapping would reflect personal 
stories, and feelings towards what black people and other marginalized 
communities experienced in the city. Music was their outlet as it gave 
people the ability to speak up and express themselves.

 “A new era was on the rise fueled by sentiments of  
anger, hardship, and abandonment. However, the 
emerging hip hop movement transformed despair and 
racial barriers into numerous creative outlets.”

- RORY PQ [17]

Children’s Story
Slick Rick
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Block Parties of  the Bronx // NY

In this discussion, there isn’t any formal venue space to investigate. It is a recollection of  the 
streets that hosted the initial block parties and record labels that broadcasted hip-hop. New York 
City went through an economic collapse in the 70’s which resulted in the city becoming heavily 
segregated. Driving the conditions of  the city to worsen, and diminish any economic opportunities 
and sources of  entertainment. In efforts to revitalize certain neighbourhoods of  New York, the 
infamous master planner Robert Moses, sought out to clear the slums and implement new housing 
projects over the 60’s and 70’s. Similar to Corbusier’s Towers-In-The-Park designs, Moses built tall, 
narrow and dense living conditions but did not include the breathing room of  the park and public 
spaces. In tandem, Moses then drove a gash through the Bronx with the construction of  the Cross 
Bronx Expressway. The abandoned buildings, streets, and lots became the stage for these parties 
and gatherings to coalesce.[18]

Fig. 29
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Fig. 30

Hip-hop forged a connection with music and outdoor street activity. “When writing songs, rappers 
and lyricists trade in the currency of  credibility, constantly dropping the names of  street corners, 
city neighborhoods, even specific buildings and housing projects to connect listeners with the urban 
environment”.[19] An astute observation by Michael Ford, a former Detroit Mercy architecture 
student who has been coined the title “hip hop architect”. An openness to be essentially as loud 
as you want, without limit to capacity, and freedom to diverse activity to happen around the artist. 
People gather in urban public spaces in their daily activity, or from word-of-mouth of  an event 
happening, or coincidentally from their movement through the city. When music was being played, 
people in the community would gather to listen, but more often interact with friends, family, and 
other members of  the community.
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Applying Hejduk’s design theory, enlightens a conceptual core to this thesis of  the thought that 
architecture is a representation of  the city and the people in them. He developed narratives of  
people in the city, and their operation within it, finding distinctive values of  one’s own era and 
translating them into an architectural form. These ‘masques’ became a form of  storytelling of  
characters in the city and narrating an idealistic life of  society.[20]

Tschumi’s Parc de la Villette project uses folies as points of  reference to his design for movement 
and explorable experience. He designed folies as places of  culture for the city of  Paris during 
their urban development in the early 1980’s. Based on a simple concept of  points (folies), lines 
(pathways) and surfaces (open space), the park can react to the social lives of  people residing in or 
visiting Paris and the activity people want to have happen. Each point (folie) is built to compliment 
a certain program, ranging from entertainment & hospitality to workshops & gynasiums. Much 
like Hejduk’s Masques, the folies were reactive to its programming where Tschumi’s would apply 
narratives to how people could use the architecture to find new vantages or waypoints in exploring 
the park and/or the events happening.[21]

Fig. 31 Fig. 32

Drawing Exercise
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Punk subculture is characterized by political and personal views of  the listeners:
•  Non-conformity / anti-establishment – where the architecture doesn’t fulfill its intended purpose… a wall that 
doesn’t enclose, a structure that can’t hold, an unclimbable stair.
•  Anti-consumerism / not “selling out” – not altering your material to encompass a wider audience… staying true 
to yourself  and the path you are on.
•  Liberation – breaking free of  limitations; being liberated… climbing new heights, seeing what once you couldn’t 
see

Dance subculture is characterized by the experience of  listening to the music:
•  Self  love – having high regard for your wellbeing and health… elevating yourself  above the crowd and entering 
your mind.
•  Groove – feeling the music; allowing it to move you… how you move on a dancefloor, now the dancefloor moves 
you.
•  Interrelation / human spirit – connecting with those around you… a mobius of  organisms sharing the same 
stage.

Rap subculture is characterized by what the artists message is about street life:
•  Seek opportunity – seeking structure, permanence, direction and signals
•  Identify the segregated – where there is an ever-present separation between you and others… denied opportunity
•  Amplify voice – a platform to speak from… an amplifier to those who will listen

Indie subculture is characterized by the ethos of  the hippie movement:
•  “regular guy” image – just a regular building amongst the world… transparent in identity, nothing flashy
•  Artistic experimentation – a space that is as experimental as the music… a freedom to do whatever you want
•  Encompassing the alternative – an open stage… sheltered by an alternative structure.

Adjacent to the development of  my thesis project, this drawing became an exercise of  drawing 
architectural imagination as discourse to the characteristics of  music subcultural values. In my 
thesis, I conduct a case study that represents the influence of  music over time by focusing on artist 
and genre creation. Closely investigating four subcultures: punk, dance, rap, and indie, that have 
informed greater social culture and impacted the social lives of  people across North America. 

Inspired by John Hejduk’s masks and Bernard Tschumi’s folies, this exercise focuses on three 
characteristics that describe the ethos of  a music subculture and translates them to an imaginative 
architectural intervention. Giving shape to how space and structure can reflect these characteristics. 
With a fourth iteration that encompasses all three characteristics to represent the subculture as a 
whole (in red).
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Fig. 33
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Palladium, designed by Arata Isozaki. Opened 
May 1985, an old theatre and concert hall was 
converted into a nightclub. This image captures 
the hive activity around the bar and dancefloor.

Fig. 34
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Since the Bauhaus had informed how communication depends on our ordering efforts, we 
have become increasingly aware of  how the built environment organizes social interactions and 
social order. There is agency in architecture. A communication and provocation of  social living 
emitted from the built environment. As Patrik Schumacher suggests, urban spaces are designed to 
communicate through their function, “they inform users about the types of  interaction and the 
types of  participants they can expect to find there”.[22] An agency that is both social and spatial, 
where architects can practice new ways of  designing and building spaces for social interaction in 
the city. Culminating new ways for architecture to speak with the user, user with the architecture, 
and user with other users. Concepts derived from the case study revolve around the creative and 
social agency of  these venues and how they were designed for social interaction, directed by the 
architecture, and performing artist.

Central to these subcultures underlies do-it-yourself  ethics that inherently contradict the status 
quo of  commodification. Taking over the pre-existing structure of  a reminiscent building, and 
assimilated for the purpose to host, perform, and dance. Taking over bars, warehouses, back-alley 
street ways, cafes, basements, to become music venues is an enunciation of  what is “underground” 
in the music scene. Using a pre-existing structure, redefining the space as a dancefloor with sound 
systems and lighting equipment, and curating spaces to socialize around the dancefloor are three 
facets to the design of  these venues that dignify the space enough to host experimental music and 
hold a strong reputation as a nightlife destination. The artist identifies cues for interaction they 
would like to instigate and can curate their sound or set based on how they would like people to 
spread and communicate with one another.

As architects, venue designs are meaningful in designing deeper sensory resonance manifesting a 
sense of  belonging within the space and music community. Unearthing the underground scenes 
around America and the alternative lifestyles that developed them, speaks to how what was once 
individualistic can become a collective foundation. The foundation of  what is considered mainstream 
today. Which goes against most subcultures’ ideology of  authenticity, but in this thesis, going 
mainstream suggests how larger communities of  people can unify under the enjoyment of  music. 
Music venues focus on inducing social participation through three key elements: social integration, 
personalization, and cultural appropriateness.[23] This thesis moves forward in the direction that 
venue architecture institutes a social practice between people and shifts ways of  thinking to act 
collectively. A demand for our built environment to be more inclusive and participatory, in this 
way, is at stake to promote engagement in the community.

2.2  A G E N C Y I N V E N U E D E S I G N
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1. Relational Design

“Design goes beyond the scope of  a designed outcome; the designer creates a system that is not 
only open to - but defined by - the audience’s participation and engagement”[24]

Venues host artists to perform or play music live to an audience, which is the center piece to the 
whole space. Although most often the audience prepares and anticipates what’s on schedule for 
their night out, nightclubs are crossing grounds for unexpected attendance. The venue is an in-
between space for people of  all walks of  life and makes for an engaging and dynamic relationships 
that can be either temporary or lasting. The design of  the venue should be porous to surrounding 
social spaces. Relational design is a society-centered design practice that utilizes music to attract 
patrons and activate their social behaviour.

2.3 A G E N C Y D E S I G N F R A M E W O R K

Fig. 35



54

2021-2022

2. Clandestine Value

A seemingly ordinary building, one of  many buildings that matches others in context. Where you 
would access around the back, or down a staircase feeding off  the alleyway, or in the back room 
of  a restaurant. It is the “found space” quality that creates a juxtaposition of  found-secrecy that 
adds to the “underground” aura of  the event. An eclectic feeling that everybody shares in the 
audience. The venue should adaptively re-use an existing building to create a temporality of  
the programming and architecture. The entrance should be discrete and tucked away from the 
street.

Fig. 36
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3. Break Away Space

Depending on the performance, the artist may choose the venue depending on the disbursement 
of  their listeners, or how they can curate it themselves. Choosing how they would like to engage 
with artists or between the listeners themselves. The proximity of  social spaces relates to how 
people engage with the dancefloor and engage with the audience. The venue design should offer 
a variety of  spaces for people to socialize/break away from the performance. Whether it is 
seating, elevated floor plates, or walls that divide the dancefloor, the design of  a venues break away 
space is an exercise of  aural architecture. 

Fig. 37
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4. Intimacy

The dimension of  the dancehall affects both the acoustics and the aura of  venue. Wide spaces 
allow for plenty of  space to move and dance, given the capacity is not completely full. Tall spaces 
allow for the sound to travel further to the back reaches of  the dancehall but depending on the 
frequencies of  the sound this may require more equipment to reduce distortion. Thin and long 
spaces focus your attention to the front, as a way of  funneling your attention to the artist. The 
design of  the venue should include different spaces at varying scales to accommodate the 
intimacy the artist would like to have in their performance.

Fig. 38
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Headlines from NOW Toronto. NOW is a beloved local newspaper for the alternative and popular 
topics; covering news, culture, art and entertainment in the city.

Fig. 39



58

2021-2022

Narrowing down on the selection of  the site, I have chosen to focus on my own local 
region, which is in the Greater Toronto Area (GTA). Toronto has been longing for the 
reputation as a “music city”. The city has a formative past and present music culture 
that suggests they are worthy of  the title, but the on-going trend of  rising property 
values discourages anyone to say Toronto is a music city with conviction. Especially 
over the course of  the past 15 years, numerous closures of  music and performance 
venues that have supported local artists say otherwise. This project moves in the 
direction of  developing a programmatic framework that supports the music culture 
of  the GTA by structuring of  musical programming and self-sustaining establishment.

This section is a precedent analysis of  projects born with the intention to support 
the music culture of  their cities, or beyond. The projects studied are Red Bull Music 
Academy by Langarita Navarro Arquitectos, 360 Paris Music Factory by Agence 
Engasser et Associés, Public Records Cafe by Shane Davis, and the Music Market by 
Sibling Architecture. The idea is that this study will provide programmatic elements 
that are geared towards both artists and the surrounding community.

2.4  S U P P O RT I N G M U S I C C U LT U R E
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There are a wide variety of  projects that carry 
the right intentions to becoming an institution 
for music culture that would support this thesis. 
The notable projects to examine follow concepts 
around the innovation of  their programming and 
adaptive re-use construction method. Each embed 
a level of  aural architecture, as they demonstrate 
ways of  sound affecting the social behaviour of  
their inhabitants. In all cases, these projects are 
held with the intention to support music culture 
and engaging the public.

The Red Bull Music Academy is a travelling music 
festival that invites 60 international artists, DJ’s, 
and producers “to experiment with and exchange 
knowledge and ideas about the world of  music”. 
[25] The project followed a design concept based on 
matryoshka doll, utilizing a double skin method to 
address the parameters around its temporality and 
acoustic control.[26] All the programmatic elements 
fit within the pre-existing shell and demands 
very little from the expressed structure inside. 

The project involved offices for the curators, 
rehearsal and recording studios for the musicians, 
and common areas used for conferences, radio, 
and lounges. The studio spaces are large to allow 
for small gatherings, to promote sharing and 
comradery in the creation of  music. An acoustically 
controlled space allows for the artist to tune and 
refine their sound to evolve their craft. The studio 
is where they spend most of  their time during the 
festival as a temporary workspace. This project is a 
terrific example of  supporting the creative agency 
of  the artists through an intensive workshop of  
studio production and offering a space they can 
personalize for their sound. The idea of  offering 
artists acoustically controlled rehearsal and 
recording studios, supports a communities drive to 
evolving their craft in musical performance.

360 Paris Music Factory was not conceived to 
be just a performance space, rather an incubator 
for music and artistic creation.[27] The building 
maintains a similar form as its context but brightens 

Red Bull Music Academy. Inside the greater volume of  the warehouse 
looking at a studio unit.

Red Bull Music Academy. Inside a studio where an artist is sharing 
the space with another artist.

Fig. 40 Fig. 41
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its visual aesthetic with a contemporary cladding to 
the façade. Pedestrians can read a certain liveliness 
from the building as it illuminates the street corner, 
sparking interest to engage and inquire its purpose. 
The concept around 360 is that the buildings 
programs revolve around the central performance 
space, yet each remain connected with one another. 
With a variety of  services to artists, including 
reception, an eatery, a residency, and studios, 
the project is an institution of  music culture in 
the city of  Paris. A contemporary design for the 
residency provides an inspiring space that would 
prompt creativity in the artist. As well, by creating a 
musical hub and residency you produce a stronger 
sense of  community in the neighbourhood, as this 
naturally would create more events for residents in 
the region to be a part of. This project inspires the 
design of  an adaptive re-use building to maintain 
a contextual typology while also creating a sense 
of  newness and creativity of  its inhabitants. The 
idea of  including an artist residency would support 
local music culture by providing driven artists of  

the community a chance to refine their craft and 
perform around the arrangement of  programs 
intended to aid their development.

Public Records is an interesting dichotomy of  
commonly appreciated programming and visual 
aesthetic accompanied by a lesser appreciated 
form of  experimental music. You are immediately 
hit with a sense of  locality by the reclamation of  
a pre-existing building of  the community, along 
with the distribution of  locally made goods and 
beverages in the restaurant.[28] This gets enhanced 
by the performance of  local artists testing 
their new creations to an unorthodox, unaware 
audience. This project is an envelope of  3 venues: a 
vegan café, a bar/restaurant, and nightclub, giving 
life to the building at almost all hours of  the day. 
Surrounding, or in other ways, embedding, the 
venues with retail spaces engages the community 
voluntarily and builds a reputation of  the retail 
space being a hub for local musical creativity and 
community building. The main hall, where the 

360 Paris. Outside looking from the street corner, the facade is both 
embodies the surround typology in a refreshing way.

360 Paris. Inside an artist residency the space plays with large volumes 
to stay away from a typical rectangular form.

Fig. 42 Fig. 43
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restaurant, bar and café operate out of  was left 
exposing structure and mechanical systems with 
focus on acoustic control. Large acoustic panels on 
the walls surround the hall along the booth seating 
where people would eat and congregate, to allow 
for discussion to happen among the patrons by 
controlling sound reverberation that would come 
from the mechanical systems. A smaller nightclub 
towards the back of  the building, has been fully 
customized and tuned for amplified sound and 
DJ production. This space used perforated wood 
acoustic panels for professional grade studio sound 
control, so the space would act as a listening room/
studio for local artists during the day. The idea of  
having the surrounding retail in this thesis relate 
to common pedestrian activity of  the site, would 
draw patrons in and be exposed to the musical 
creativity of  resident and local artists.

The Music Market Cultural Centre in Collingwood, 
Australia is an institution for the mixing of  music 
and entrepreneurship. The project centralizes three 
offices that are considered major components in 
Victoria’s music industry, and provides co-working, 
educational and performance spaces.[29] All rooms 
in the building were designed to be reconfigurable 
so it can act as a multi-disciplinary music venue of  
for all frequencies of  sound (ie. Vocal or amplified 
sound). The design is a simple, detail-oriented 
retrofit that is warm and bright in the daytime, and 
visually stimulating in the evening as soon as its 
auxiliary lighting turn on. The idea of  providing 
an educational space in this thesis for interested 
individuals of  the surrounding community would 
bring attention to this space as a cultural artifact of  
music culture. This could be for people who would 
like to learn a new instrument or continue their 
education with the guidance of  other experienced 
artists, this type of  programming would give the 
chance for people to be exposed to this project as a 
catalyst for a greater movement in their community.

Public Records. Inside the restaurant, a simple tan paint finish creates 
this raw organic texture to the space that brightens the wood surfaces.

Public Records. Inside the nightclub space, the richness of  the wood is 
used in the design of  the walls and speaker systems.

Fig. 44 Fig. 45
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All of  these precedents were built to support music 
culture in the vicinity of  a local region and beyond. 
The ways they engage with the public has a ripple 
effect on how people engage with music and the 
cities they live in by building up excitement around 
their local creativity. Each of  these projects shed 
light on programmatic elements that are geared to 
support music culture and will propel this project 
in that direction as well. They are great examples 
for how adaptive re-use architecture can provide 
the personality and temporality founded in the 
history of  music cultures and create awe-inspiring 
spaces for patrons of  the community.

Music Market. Inside the main hall, a single counter for all services 
operates as the central figure to the space. 

Music Market. Looking through the main hall, a variety of  
arrangements can be made for specific events.

Fig. 46 Fig. 47
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2.5 S U P P O RT I N G C A S T F R A M E W O R K

Artist Residences
In the effort of  creating a space that fosters the creativity of  a city, 
there should be opportunities for local artists to grow and thrive. 
This project adopts the notion of  creative placemaking, “which 
leverages art and culture to build vibrant, sustainable, prosperous and 
inclusive communities”.[30] A term coined by Artscape, an existing 
group of  not-for-profit organizations who have developed several 
artist residence communities around the city of  Toronto, has been a 
catalyst in coalescing creative hubs to improve urban and community 
development. Residencies cluster creative people in a space designed 
for them to grow and blossom while boosting the cultural, social, and 
economic outcomes for the community of  which it sits within.

Studios
Offering sound controlled spaces can prove to be versatile in its 
purpose. Factors to consider would be the amount of  equipment and 
people involved for production, type of  music, and frequency of  use. A 
sound controlled space can function as a recording studio for residents, 
rehearsal space for residents and other local artists, and an instrument 
classroom.
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Instrument School and Shop
A music school would attract people of  the community to either learn 
a new instrument or continue their education beyond the traditional 
school curriculum. This instrument school and shop would be innovative 
in the sense of  how it could work with the residency, as it could start 
to cultivate a circular economy within the building. Theoretically, artists 
could have reduced cost in rent if  they work a minimum of  20 hours a 
week, as an example, in the store or as a teacher, and anything beyond 
20 hours would be additional income for the artist. Not only would 
the shop influence the a population of  people to engage with music, 
but can inspire them further if  they became aware of  the facility they 
were learning in was geared towards building their craft to eventually 
publicly perform.

Surrounding Retail
Surrounding the space with retail spaces that reflect the already present 
street life of  the site would pull people into the building voluntarily 
and realize the space to be musically inclined. Including retail, revenue-
generating, programs would help in covering for increasing property 
values, thereby reducing the risk of  shutting down for that reason.

Fig. 48
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This chapter illustrates the design of  the modern ‘alternative’ venue that draws 
inspiration from the social agency of  past and contemporary venue design in 
order to explore the opportunities to support local music culture and cultivate 
new ways for the public to engage with music events in their own communities. 
The first section discusses site selection and understanding adaptive re-use in 
suburban neighbourhoods. Section 3.2 presents the drawing package of  the 
‘alternative’ venue final design, to gather an understanding of  all the elements 
that are a part of  the programmatic envelope. Lastly, section 3.3 walks through 
SIX? Narratives of  how people of  the community could engage with the space; 
creating hypothetical, yet realistic, scenarios from both patrons and artists 
perspectives to exemplify the effect this space could have on the social lives of  
its surrounding neighbourhoods.

I M P L E M E N T I N G A M U S I C A L 
C O M M O N S I N P O RT C R E D I T
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3.1  C H O O S I N G S I T E

An aerial photo of  the City of  Toronto and Greater Toronto Area, showing 
Port Credits proximity to the Downtown core of  Toronto.

Fig. 49

The site should be displaced from the downtown 
core of  the city to activate the greater reaches 
of  the public. In a project like this, the site 
opportunities are ubiquitous. It does not need to 
be in the densest parts of  the city but does need to 
be positioned where there is some congregation of  
commercial hospitality (ie. restaurants and bars). 
Considering there would already be a present 
street life, the intention is to bring those who 
have been disengaged back into play. This can be 
done by creating a higher sense of  local pride into 
the communities we are building in with a venue 
that supports local musicians and artists, thereby 
strengthening its music culture. 

Choosing to design in the Greater Toronto 
Area (GTA) was a personal choice based on my 
experiences being immersed into Toronto’s music 

culture. Being a widely multicultural demographic 
across the GTA, suggests a wide variance of  values 
and interests when it comes to the likeness of  any 
cultural artifact. It is ever-present to be friendly, 
accepting, and open-minded to the influence of  
international and local creativity in music. 

Port Credit is a small neighbourhood along 
Mississauga’s waterfront. Its heritage conservation 
status considers this neighbourhood as a “police 
village” that sits among other notable “villages” 
following down Lakeshore Road. Having grown up 
in this community and have wandered the streets, 
both day and night, experiencing its exuberant 
street life throughout the seasons, it has shown 
great potential to be home for a catalyst social 
project such as this. Port Credit is a neighbourhood 
that could be considered a subculture from the 



70

2021-2022

An aerial photo of  Port Credit, isolated to show exact locality. Fig. 50

larger municipalities of  Mississauga and Toronto 
for its social agency of  commuters, residents, and 
visitors along Lakeshore Road.  Immediately West 
of  Toronto, people with the same interests of  
enjoying the street life, waters edge and picturesque 
landmarks gather here. This neighbourhood is 
known for entertaining the public with many 
annual events that takeover the streets and park 
spaces by bringing markets, fairs, and parades into 
its center, a cultivated area which has historically 
created an inclusive environment. There are several 
events that have been exempt from noise by-laws 
of  the city (ie. Waterfront festival, Paint the town 
red, southside shuffle).[1]

It is an in-between neighbourhood of  the larger 
mass of  Toronto and suburban neighbourhoods 
outside of  the GTA. Along the commercial 

corridor of  Lakeshore Road, lies the abandoned 
grocery store and adjacent parking lot. The design 
of  an urban square in this location would be a 
strategy to magnetize the ephemerality of  the 
residents, commuters and visitors. Combining 
both urban design, venue architecture and artist 
residency to conceive a musical common. “If  you 
could get the ones who were purposely on their 
way somewhere else to pay attention, then you’d 
really make a breakthrough.”[2]

The design component of  this thesis would be the 
adaptive re-use of  the grocery store and reclamation 
of  the adjacent lot, seeking to be a pivotal point for 
the social dynamic of  Port Credit.
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An aerial photo of  the site shows the full block in relation to Lakeshore Road. The block 
consists of  a cafe, real estate office, barber shop, restaurant, dry cleaners, boutique clothing 
store, single-family dwelling, veterinary clinic, and a 5-storey apartment building.
Image via Google Earth.
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Fig. 51
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Fig. 52

Fig. 53



73

Music Is The Answer

Big Box Adaptive Re-Use.

The effect of  urban sprawl has forced us to 
respond with convenience, profit, and the creation 
of  new jobs in design. Cities expanding and new 
neighbourhoods in constant development, the 
response to increase convenience and jobs for 
these increasing populations was to supply big box 
stores. Huge department stores take over large 
portions of  land with its building and parking lot 
to support its predicted occupancy load. After 
some time and their occupants leave, the giant 
infrastructure is difficult to occupy again, unless it 
is a similar retailer.

In this thesis, the adaptive re-use of  big box stores 
presents the temporality in design that often 
condone a successful venue by upholding a certain 
clandestine value with a warehouse/found space 
aesthetic. The foreclosed No-Frills grocer in Port 
Credit will act as a catalyst structure for this project. 

In these buildings, the existing shell, openings, 
services, and expansive truss structures can be 
re-used once again. Taking over what was once 
mundane with singular purpose and stuffing 

the building with several programs and new life 
that operates day and night. Building vertically 
to not expand the building footprint calls for 
reinforcement of  the pre-existing truss system 
to support heavier loads above. This way, new 
programming and life can start to populate on the 
roof  and give the building a sprouting appearance 
from the street and among the neighbourhood.

Big box stores are built with a promise to support 
the community it is built in. This promise can 
carry on even if  its first occupant decides to 
vacate, without the pressure to find another single 
occupant to take its place. A community-oriented 
approach can be better made with its second life by 
stuffing the building with programs that promote 
social engagement and the economical needs of  
the surrounding neighbourhoods.
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Fig. 54
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As a response to building in this community, a budget grocer will fold into the programmatic 
envelope of  the project. “Significant focus, needs to be on replacing the grocery store, for the 
healthy functioning of  the community”.

Fig. 55
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Site Plan of  Existing Condition
Fig. 56
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An aerial photo of  Port Credit, depicting primary travel routes moving through the community. 
The waterfront trail provides a foot & bike path that expects travelers to use Lakeshore Road or 
Port Street as the marina splits the path.
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Lakeshore Road connects the major roads running N-S, to the village with the only bridge to get 
across the Credit River South of  the QEW Highway. The Lakeshore West GO station connects 
commuters to Downtown Toronto, running parallel to Lake Ontario.

Fig. 57
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An aerial photo of  Port Credit, depicting events and key sites to shed light on the street life that 
happens here.
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Lakeshore Road connects the major roads running N-S, to the village with the only bridge to get 
across the Credit River South of  the QEW Highway. The Lakeshore West GO station connects 
commuters to Downtown Toronto, running parallel to Lake Ontario.

Fig. 58
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An aerial photo of  Port Credit, depicting primary travel routes moving through the community. 
The waterfront trail provides a foot & bike path that expects travelers to use Lakeshore Road or 
Port Street as the marina splits the path.
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Lakeshore Road connects the major roads running N-S, to the village with the only bridge to get 
across the Credit River South of  the QEW Highway. The Lakeshore West GO station connects 
commuters to Downtown Toronto, running parallel to Lake Ontario.

Fig. 59
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3.2  T H E ‘A LT E R N AT I V E ‘  V E N U E
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N-S Section
Fig. 60
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The new built forms on the roof  carry up a similar texture as the brick with a wide staggered 
terracotta cladding, ensuring the building does not remove itself  from the consistent typology 
along the commercial corridor. 

The use of  coloured fluorescent lighting emits a signal among the community when there is 
activity happening. 
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Fig. 62

Typical roof  detail for new installations. Creating 
a relief  line in the elevation to give the building a 
sense of  whats new and what was pre-existing. 

Fig. 61
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Drawing in axonometric through the aid of  3D modeling, produces 
architectural figures and points of  interest that are designed based on its 
functionality and correlation to the venue as a whole.

Fig. 63
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First Floor.

Much of  the programming lies on the street level. A 
community-oriented approach in programming the 
building positions the commercial programming 
along Lakeshore Road. A budget grocer, as 
previously mentioned, is a response to the needs 
of  the community following the closure of  the 
building’s former occupant. A restaurant attunes 
the commercial front to the already present street 
activity and commercial hospitality of  Port Credit. 
The restaurant is relational to the venue as a stage 
for resident or local musicians to perform. A 
back access from within the restaurant, connects 
patrons to the main hall to the rear, creating a 
way for people to unexpectedly engage with the 
venue as a whole. Offices are implemented for the 
curator, super intendant, and commercial managers 
in the center of  the building to ensure they each 
engage with each other and reinforcing the idea 
the programmatic envelope works as a whole 
rather than individuals. Lastly, the instrument shop 

Legend
1. Grocery Store
        a. Storage
        b. Cold Storage
2. Restaurant
        a. Kitchen
        b. W/C
        c. Janitorial
3. Staff  + Resident Kitchenette
4. Curator, Super Intendant, + Managers Offices
5. Public W/C
6. Main Hall 
        a. Bar
        b. Storage
        c. Cold Storage
        d. Production Equipment Storage
7. Instrument Shop
8. Public Roof  Access

to the West is adjacent, yet slightly removed from 
the studios so that when the studios are used as 
rentals or for lessons, patrons are aware of  the 
studios folding into the musical programming of  
the venue.

Fig. 64
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Ground Floor Plan
Fig. 65
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Second Floor.

A circular mezzanine creates opportunities for the 
main hall to host in different areas of  the space and 
different vantage points to view and engage with a 
performance. The spiraling staircase expands as it 
recedes to the ground, acting as a bleacher for those 
looking to be slightly removed from the crowd. On 
the second floor lies the nightclub space. A more 
intimate setting, geared towards amplified sound 
production and DJ performances. An open layout 
proposes the whole space is the dance floor, and a 
lengthy couch that wraps it all together. From this 
plan we find the, relatively, secret accesses from the 
instrument shop that lead to either the main hall via 
the slide or the nightclub via a moveable product 
case. These access uphold a clandestine value to the 
space, operating on a need-to-know basis, through 
the word of  mouth of  the instrument shops staff.

Legend
1. Grocery Store
        a. Lounge Mezzanine
2. Restaurant
3. Nightclub
        a. DJ Booth
        b. W/C
        c. Bar
        d. Storage
        e. Cold Storage
4. Main Hall Mezzanine
5. Instrument Shop Mezzanine



92

2021-2022

1 2

3

5

4

3a

3b

3d

3e

3c

1a

Second Floor Plan
Fig. 66
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Roof.

Opening the roof  up, creates opportunities for 
open-air performances when weather permits 
them. Two options for accessing the roof  can 
control the option of  making events public/free 
or private/ticketed. Either way, these stair lobbies 
use artificial lighting to emit which options are 
available or not. The residence and greenhouse 
are positioned on the NE and NW facades of  the 
building to open the Southern corner up as the 
dedicated performance space with a view towards 
Lake Ontario. The residence is a simple studio 
layout with a generous room size (?) so that it 
can also be a private office space for the resident 
as well. The greenhouse is an extension of  the 
grocer and restaurant and another consideration in 
having the space build a strong relationship with 
the community. This brings in fresh food, as well 
create jobs for the artists and community.

Legend
1. Greenhouse
        a. Isolation Room
        b. Farmers Storage + Office
2. Residence Unit
        a. Storage
        b. W/C
        c. Shared Patio
3. Roof  Lobby
4. Public Roof  Access
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Roof  Plan
Fig. 67
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Kit of  Materials.

Fig. 68
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Providing a kit of  stage and event production materials would have musical programming spread 
beyond the building itself. As it is a reclamation of  the adjacent as well as the building, I propose 
there would be a stock of  materials in-house so that the exterior space can be activated for both 
music and community events. The materials being scaffolding, stage trusses, tents, fold-away 
furnishing, lighting and sound systems.

Fig. 69
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3.3  E N G A G I N G T H E C O M M U N I T Y

The Expected Patron The Unexpected Patron

In order to more thoroughly and thoughtfully understand the design, a presentation of  4 
perspectives and narratives of  this projects users, taking place on the same night of  the week. This 
is to understand how the interacts with the space, while also understanding its spatial configuration 
and strategies in play. Two narratives come from the perspectives of  patrons: the first is someone 
intentionally engaging with the venue and the other unexpectedly engaging with it. The two other 
narratives are from the perspective of  artists: the first being a resident artist and the other being 
an aspiring artist of  the community.

The intention behind this is to see, and partially experience, the project in action. A correlation 
between the research and the final design can be made when observing where the project enables 
a level of  social agency in design.
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Resident Artist Local Interest

The presentation of  the Expected Patron narrative is done in video format, where you walk through 
the venue from their perspective. The viewer can watch and hear what you would experience this 
project in model space. 
https://archive.org/details/thesis-walkthrough-video

Fig. 70

https://archive.org/details/thesis-walkthrough-video
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A patron who intentionally attends the venue.

Maintaining the clandestine presence in the town, 
the venue does not have a front door. They either 
enter from the back door next to the loading 
dock,

There are two DJ performances happening this 
night, one in the main hall, another in the club, 
and a band on the roof.

Deciding to enter from the rear of  the building 
they see the crowd of  people in the distance 
and music progressively getting louder in their 
approach. They decided to scope out the area first 
and see which performance they would like to 
engage with.
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Walking up the stair to the mezzanine and walk 
around to subtly scope out the crowd to get a feel 
for the music and people dancing. As they are 
walking by people, their conversation subtly enters 
their acoustic arena, affected by their position in 
the space.

Wanting to check out what’s happening else 
where, they decide to venture into the club to get 
a feel for what’s playing in there.

The crowd is bustling and music in full gear as 
they enter right onto the dancefloor. The music 
seems to be much deeper and minimal than they 
typically like.

They decide to head out and go to the roof. Here 
was live band performance, which was most 
intriguing to them. And ended up spending the 
remainder of  their night here.

Fig. 71
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Patrons who unintentionally attend the venue.

Going out for some drinks and an appetizer, the 
couple sits at a high table to have a view of  the 
singer performing that night.

From where they are sitting, they couldn’t help 
but notice a hallway with glowing lights and 
others venturing that way and not returning. So 
they decide to check it out after they paid the bill.

Only to find themselves in the hall during a DJ 
set. Even though they don’t typically listen to 
house, the fact they found the space on their own, 
and the crowd was dancing. They decided to stay 
for an hour before heading out.
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Fig. 72
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Resident artist.

A regular Thursday for a resident artist. They start 
their day working on the computer in their room to 
work on a beat configuration of  a new song they’re 
arranging for a solo performance.

Around noon, this artist goes down to the studio to 
record his guitar track and vocals in an acoustically 
controlled space that captures the sound and can 
be mastering in the control room.

A couple of  hours later, the artist give lessons 
to students learning to play the guitar. The idea 
I propose is that artists can have a reduced cost 
in rent if  they offer their time to one of  the 
commercial fronts. 
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Fig. 73

After having some dinner, the artist clocks in 
to perform behind the bar at the restaurant 
that night. Testing his new productions with 
a small, tame audience, the artist can gauge 
a reaction from the patrons. The restaurant 
becomes relational with the rest of  the 
building acting as an extension of  the venue. 
A sculptural light piece creates an identity for 
the space, and create a whimsical presence 
from the street.
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Local interest.

Earlier in the week, a student at a local school 
had bought an instrument from the shop as they 
found a great interest in playing the guitar while in 
their school curriculum. 

They booked a few lessons with a resident artist 
to push their craft a little further and get a more 
direct learning process in a focused studio space.

Before leaving, the employee let them know about 
entrances to the venue that are accessible through 
the shop. The secret access was a playful notion 
in design of  that found-secrecy juxtaposition, 
operating on a need-to know basis. Either by 
pushing one of  the shelving units to open a door 
into the second-floor club space, or a ride down 
the slide into the main hall, can be fun way of  
entering the venue with their friends as a method 
to enter you discovered.
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Fig. 74
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 In a technology-driven world, we should better understand the effect physical human-to-
human interaction can have on us and our mental health. Technology has set a trend of  excessive 
individualism from the constant exposure we have to everything that’s available in the physical 
and digital worlds to us. It is in musical programming we can reinvigorate collective experiences 
to culminate healthy social behaviour in all generations of  life. In our history, music has been 
a bonding agent of  all different people and exemplifying the inclusive nature of  music venues. 
Researching nightclubs that were formative of  social subcultures and examining them for their 
social agency in design, offered insight to venue design that has had little consideration to be a 
great and positive influence on society. 

 This thesis intends to reinvigorate collective experiences by forming local pride through 
the design of  a music commons, which intends to support music culture and play host to live 
music events. A new urban plan that repurposes vacant big box stores to be a more intimate 
community-oriented response rather than a profitable investment, starts to provide a dialogue 
between architecture and the needs of  the community through its adaptive re-use. There is a good 
reason to believe that setting this project in the Greater Toronto Area, to be a catalyst in this effort, 
would be a valuable example to show how, even with urban sprawl perpetuating our disconnect of  
physical connection with one another, we can promote collective engagements in our commercial 
centers. While it is common in practice to design for social interaction, this thesis takes the social 
practice of  music performance viewership and utilizes a programmatic envelope to enact a self-
sustaining system of  commercial and musical activity in order to have a long-term effect on the 
social lives of  its surrounding communities. The activation of  engagement is set by an inclusive, 
universal, relational design practice. Where an in-between space of  ephemeral activity lays cross-
roads to the commuters, residents, and visitors to Port Credit, and cultivates a dialogue of  shared 
musical values. A dialogue that alternative music culture shares with its listeners. A collective 
interest in the creativity of  sound and rhythm.
 
 This thesis was a personal realization of  my passion for musical creativity and designing 
in my hometown Port Credit. As the No Frills had shut down several years ago, the building 
sits along Lakeshore Road empty and lifeless. There is great opportunity in the revitalization of  
this space. Following the research on the effect music can have on our social lives, as it has for 
generations past, the project unfolded itself  to show a sustainable approach in architectural design 
(adaptive re-use) and social interaction (collective engagement). Returning this work to the Town 
of  Port Credit Association (TOPCA) to provide a compelling argument to not build another high-
rise residential building in the place of  the former No Frills, is an important step to this thesis. An 
already densified and gentrified neighbourhood no longer needs luxury condominiums, rather it 
needs focus on the needs of  its current inhabitants.

Conclusion
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 The effects of  the COVID-19 pandemic have greatly affected the world. It had affected 
this research from the temporary and permanent closure of  nightclubs in my reach, and people’s 
comfort with being around one another to experiment with music as a social conduit. It has 
hindered our ability to recognize the importance of  music venues in the city, as our authorities 
focus on social distancing rather than human intimacy. All the more reason a project like this is 
important in recognizing the status of  our sociability and dire need of  supporting music culture 
during this trying time so that we can reinvigorate a healthy collective society.

Zoon performing at Up Here Festival (Sudbury) 2021.
Fig. 75
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