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Abstract 

 

As a professional Tap Dancer, I have experienced the incredible effect on people’s lives through 

movement and sound.  Tap Dance has provided a platform of musical expression, allowing me to 

connect with audiences from New Zealand and abroad.   

A successful Tap performance requires the Ground and Resonance.  When I dance, I see the ground as a 

reflection, a mirror that forms a relationship between the underground and the overground.  The 

ground is our instrument, and as we play the floor, rhythms are brought to the surface. 

I consider the audience my friends, often performing with no music or plan before entering the stage.  

The audience inspires the routine to continue, completing performances alongside me.  This experience 

I call ‘resonance’, the invisible connection the dancer makes with the audience through sound.  Tap 

Dance is the combination of these two elements, playing the ground to resonate with the audience.   

Throughout my years of dance experience, ground and resonance have never been consistent.  Theatres 

often generalize the styles of dance, assuming a successful theatre for Ballet means a successful theatre 

for Tap.  The unique characteristics associated with Tap Dance questions the architectural requirements 

for theatre, challenging mainstream principles of theatre design.  

Tap Dance originated in USA early 1800s with the coming together of West African Dance and the Irish 

Jig.  The African origins of Tap, had me come across architect Peter Rich, who became the thesis’ main 

inspiration.  Rich speaks of a concept known as ‘analogous space’, the point of harmony between 

artistry and culture.  This inspired a process that begins with the live performance of Tap Dance, 

working backwards towards the architecture. 

To answer this thesis, I will be designing New Zealand’s first Tap Theatre located at Waitematā Ātea, 

Lower Queen Street, Auckland CBD.  The Tap theatre represents an architecture that follows the 

dancer who follows the audience, listening to the requirements of the artistry through live performance.  

This thesis shows that by designing theatre through the notion of ground and resonance, Tap Dance can 

rethink theatre architecture. 
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Introduction 

 

Having grown up in a dance studio, I have been surrounded by the beauty of performing arts.  It wasn’t 

until I won the New Zealand Nationals (PACANZ), that I decided to take my dance career to the next 

level.  I began specializing in the style known as Street Tap and started choreographing for national and 

international competitions, shows and events.  I quickly began to realise the power of Tap, the ideas it 

can offer, the values it teaches, and its incredible effect on people’s lives.  

In my professional career, I have choreographed and lead teams in various national and international all-

style dance competitions.  In a lineup of 7 different styles such as Ballet, Jazz, Contemporary, Lyrical, 

Musical Theatre and Hip Hop, Tap Dance always stands out, often winning the competition.  This is 

because when choreographed correctly, the Tap Dancer can create music with the ground that resonates 

with the audience, something no other dance style can achieve.  Tap Dance removes itself from standard 

elements such as recorded music, challenging the idea of a great performance.   

The success and opportunity I have found in Tap has led me to wonder whether designing architecture 

from this perspective could reveal a major opportunity when it comes to rethinking theatre 

architecture. 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 1: New Zealand Nationals (PACANZ) 2014 Winners  
Top Left: Brandon Carter-Chan (Winner of Tap Category) 
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Figure 2: WTVs Chinese Cosmos International Pageant Guest Performance 2015 
Street Tap Performance | Choreographed by Brandon Carter-Chan  
Left to Right: Bianca Potter, Jessica Lim, Brandon Carter-Chan, Chantal Tuala  

 

Figure 3: Guest performance at WTV’s Chinese Cosmos International Pageant 2016 
Choreographed by Woo Joo Yoo & Brandon Carter-Chan  
Left to Right: Woo Joo Yoo & Brandon Carter-Chan  
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Figure 4: Grounded Battle of the Arts 2017 | Best Choreographer Award  
Acapella Tap Performance | Choreographed by Brandon Carter-Chan 
Left to Right (Front Row): Bianca Potter, Brandon Carter-Chan, Abbie Cotton 

 

  

Figure 5: The Blank Kanvas 2020 | Showcasing NZ’s Top Choreographers 
Tap & Drums | Choreographed by Brandon Carter-Chan 
Left to Right: Brandon Carter-Chan, Ben Frater, Cameron Carter-Chan 
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Figure 6: Live Street Tap Performance in collaboration with Paige Pote and the Fantails Jazz Band 
Tap Dancers: Paige Pote & Brandon Carter-Chan  
Jazz Band: Jenna Aspeling, Andrew Choi, Andrew Botting, Kevin Zeng 
Lower Queen Street, Auckland, NZ 
2021 

 

 

 

 

Over the years, I have performed in theatres, streets, outdoor stages, ballrooms, hotels, night clubs, 

bars, etc.  Spaces are specific, meaning it is extremely difficult to achieve the same effect across a range 

of different environments. 

A successful Tap performance requires the ground and resonance.  When I dance, I treat the ground as 

my instrument and the audience my friends.  Appropriate surface materiality for a Tap Dancer is like a 

fine-tuned piano for a pianist, and spatial freedom means for a stronger relationship with our audience.   

Theatres are generally designed where the building elements are set.  The walls, floors, roof, seating 

and stage are often set by the architect before the performance begins.  The dancers are organised, the 

audience is organised, the architecture is organised.  Tap Dance invites the audience to complete the 

performance alongside us.  We allow the performance to develop with the audience compared to the 

act of giving something that has already been planned, developed and completed.  So why should the 

architect finish the architecture?  Is there a greater sense of relationship the architect can develop with 

the dancer and audience in the process of theatre design?   

Theatres often generalise dance styles assuming the same conditions apply for all.  The major difference 

with Tap Dance is the element of live sound produced by the dancer’s footwork and ground surface.  

This changes the way the dancer and audience interact, producing a completely different experience.  

Generalising styles restricts the artistry of Tap, forcing us to adapt to static architectural environments 

that do not support the way we interact with the audience.  A successful theatre for Ballet does not 

assume a successful theatre for Tap.   

Throughout my years of performance experience, the ground and resonance have never been 

consistent.  One always compromises the other, whether it be sound projection compromising for 

audience interaction in open space, or audience interaction compromising for sound projection in 

closed space.  By addressing the architectural needs for a unique dance style like Tap, theatre design can 

adopt a new perspective. 
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Tap Dance is the coming together of West African Dance and the Irish Jig, first performed in the USA 

by William Henry Lane in the early 1840s.1  Architect Peter Rich became the perfect source of 

inspiration in having me address the thesis question.  Rich is internationally known for his extensive 

research and expertise in African Architecture, knowledge that coincides with the African origins of 

Tap.  Rich speaks of a concept known as ‘analogous space’, inspired by the Ndebele people of Africa.  

Rich quotes, “it is the space of architecture that provides the primary frame, or stage that holds, 

protects and sustains the artistry of the Ndebele and their ceremonial rituals.”2 Analogous space is the 

design of an area, the point of harmony between artistry and culture, where the activities held within 

are more important that the surrounding structure.  The architecture becomes secondary, framing the 

artistry of Tap Dance and acknowledging it as primary.  Peter Rich’s analogous space inspires an 

architectural approach that allows Tap Dance to lead the architecture, a design process that begins with 

the artistry. 

To answer this thesis, I will be designing New Zealand’s first Tap Theatre in Auckland CBD, Lower 

Queen Street Public Realm.  I found this site to be the perfect location for a Tap Theatre as it was 

recently developed as an event zone and pedestrian interchange by Jasmax Architects.  The large 

gathering of people passing through the site presents major opportunity for entertainment in Auckland 

City, transforming the event zone into a theatre space, encouraging, supporting and uplifting the city.     

Jasmax named the site ‘Waitematā Ātea’, designed as a surface pattern following Māori architecture 

principles, the indigenous culture of New Zealand.  Myself being quarter Māori from the Iwi Ngati 

Porou in the East Cape of Ruatoria, I felt proud to share the mana of Tap Dance at this location.  

Colonisation meant the Māori people suffered for many years, similar to the suffering African 

Americans endured during their time of slavery.  I named the Tap Theatre ‘Whare Pato’ meaning 

‘House of Tap’, symbolising the relationship with Māori Culture as a symbol of hope, acknowledging 

the hardships of history, and celebrating the beauty of our cultural roots. 

In collaboration with local iwi, the design philosophy of Waitematā Ātea reflects the merging of both 

the Waitematā and the Waihorotiu, the original river and shore running through Queen Street into the 

ocean.3  This reference to water coincides beautifully with the Tap Dancers definition of ground being a 

reflective mirror.   

The central pattern ‘Ātea’ floats upon the river representing the Māori Whariki Mat used to welcome 

visitors and celebrate important events.4  Waitematā Ātea was designed as a welcome into Auckland 

City, as well as a place for locals to gather and celebrate joyful events.  Tāmaki Makaurau being the city 

of many lovers, calls for an introduction into the city through moments of joy, the basis on which Tap 

Dance was founded.   

 
1 Seibert, What the Eye Hears: A History of Tap Dancing, 33. 
2 Noble, The Architecture of Peter Rich: Conversations with Africa, 19. 
3 Williams, “City Rail Link – Urban Realm Lower Queen St”, 16. 
4 Williams, 18. 
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Figure 7: Lower Queen Street Public Realm 
Queen Street, Auckland, NZ 
Designed by Jasmax Architects 
2020 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 8: Merging of the two waters, 
brought together through the Whariki 
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The design process began with a live Street Tap performance at the site.  I personally performed 

alongside my jazz band ‘The Fantails’ and fellow Tap Dancer Paige Pote.  Peter Rich was encouraged to 

take a similar approach when studying the Ndebele people of Africa.  Rich quotes Guede by saying, “Go 

on your own, don’t go as the architect, the philosopher the teacher.  Go and observe how people create 

architecture for ritual practice, how they absorb it into their life.  Draw the plans, draw the sections, do 

the 3D’s.  Build a relationship with the people and humbly learn from them.”5 

I didn’t go as the architect but instead the dancer, developing a humble relationship with the audience.  

This produced a non-exclusive event encouraging the public to seamlessly become part of the design 

process.  By removing architecture, I could observe how the audience reacted and positioned 

themselves during the performance.   It was important Tap Dance led the architecture to reveal the 

necessary support for ground and resonance to thrive.  Tap Dance elevated the event zone, bringing life 

and joy into the city in that moment.   

Whare Pato strips everything considered architecture and begins with the simplicity of the 

performance.  The architect is not the dancer of the show, but instead works alongside the stage crew, 

supporting the artistry from behind the curtain.  This thesis shows that the notion of ground and 

resonance has the power to challenge theatre design, questioning the relationship between the dancer, 

audience and architect. 

 

 
5 Rich, “The architecture of Peter Rich: Conversations with Africa.” 

Figure 9: Live Street Tap Performance in collaboration with Paige Pote and the Fantails Jazz Band 
Tap Dancers: Paige Pote & Brandon Carter-Chan  
Jazz Band: Jenna Aspeling, Andrew Choi, Andrew Botting, Kevin Zeng 
Lower Queen Street, Auckland, NZ 
2021 
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Figure 10: Live Street Tap Performance in collaboration with Paige Pote and the Fantails Jazz Band 
Tap Dancers: Paige Pote & Brandon Carter-Chan  
Jazz Band: Jenna Aspeling, Andrew Choi, Andrew Botting, Kevin Zeng 
Lower Queen Street, Auckland, NZ 
2021. 

 

Figure 11: Live Street Tap Performance in collaboration with Paige Pote and the Fantails Jazz Band 
Tap Dancers: Paige Pote & Brandon Carter-Chan  
Jazz Band: Jenna Aspeling, Andrew Choi, Andrew Botting, Kevin Zeng 
Lower Queen Street, Auckland, NZ 
2021. 
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Here I will provide an overview of the thesis chapters…   

Chapter 1 provides a brief history of Tap Dance, analysing the African and Irish origins of Tap, the 

foundation of ground and resonance.   

Chapter 2 explores Peter Rich’s analogous space and its relation to Tap Dance.  The Ndebele people of 

Africa will also be discussed. 

Chapter 3 analyses the Tap Dancers’ definition of resonance, ‘the spontaneous collaboration between 

dancer and audience’. 

Chapter 4 reveals the visibility and physicality of resonance through a series of conceptual design studies 

involving sketches, and models.  The Tap Dancers analogous space is explored by recognising the 

artistry as core.  This is done by stripping the theatre walls, floor, and roof, observing the movement of 

resonance as the static theatre breaks down.  A process that starts with the observation and study of the 

artistry, working backwards towards the architecture.   

Chapter 5 theorises the Tap Dancers analogous space through a series of drawings and models of three 

performance spaces I have personally performed in.  These spaces are known as Q Theatre, Raye 

Freedman Arts Centre, and Coca-Cola Christmas in the Park.  By stripping the walls, floors and roofs of 

the chosen theatres, resonance can be conceptualised in its purist form.  The artistry leads the 

architecture, and the process can begin without restriction. 

Chapter 6 tests the theory of chapter 5 through a live Street Tap performance at the chosen site.  This 

initial step was inspired by Rich’s approach to the documentation of Ndebele Homesteads, a process 

that allows Tap Dance to lead the architecture by first developing a humble relationship with the 

audience.   

Chapter 7 analyses the sacred relationship between the Tap Dancer and ground.  The importance of 

surface consideration and artistic significance.   

Chapter 8 studies the chosen site for Whare Pato located at Waitematā Ātea, Lower Queen Street, 

Auckland CBD.  Analysing the site’s design elements and surrounding context demonstrates significant 

reasoning for a Tap Theatre to exist in this space.   

Chapter 9 explores the concept design for Whare Pato.  The necessary architectural support for ground 

and resonance to thrive. 

Chapter 10 presents the final design of Whare Pato, the culmination of research throughout the 

chapters. 
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Chapter 1: What is Tap Dance? 

 

Tap Dance is known as the founding father of American Dance, dating back to a Slave America.  In the 

simplest terms, Tap Dance was the coming together of both African and Irish Culture.6  This chapter 

introduces the notion of ground and resonance through a brief history of Tap.  By exploring the African 

and Irish origins, it becomes clear why ground and resonance is known as the foundation of the artform. 

 

1.1 African Origins 

 

Before moving to America, Africans had an extremely strong connection with music from their West 

and Central African tribes from where they were taken.  Africans danced to celebrate victories and to 

mark seasonal cycles.  They danced at weddings, funerals, and as a fundamental part of child initiation 

into adulthood.7  Former slave Olaudah Equiano wrote in his 1789 autobiography, “dancing was a part 

of every occasion, translating stories and events into varied movement.”8  The British Slave Trader 

Richard Jobson wrote in 1623, “There is, without doubt, no other people on earth more naturally 

affected to the sound of musickle.” 

As the African slaves danced, Europeans identified patterns: a call-and-response between performers 

and spectators, blurring the line between dancer and audience.  The dancers would arrange themselves 

in a ring formation and hold a consistent beat, individuals would then take turns dancing to the beat in 

the centre.9  Here we can observe audience involvement in performance where both sides establish a 

collaborative connection.  This is an early example of the Tap Dancers resonance, the relationship 

between the dancer and audience.   

Jobson’s observations of Senegambian dancers in 1620 wrote, “With crooked knees and bended body 

they foot it nimbly.”  Jobson was identifying the default position of West African dance: knees bent, 

torso piked forward, butt out.   As the musical complexity and intensity increases, the dancer gets 

down.   

A French botanist in 1749 identified a core feature of West African Dance known as ‘keeping time’ 

when witnessing a Senegambian funeral.  “The Negroes do not dance a step, but every member of their 

body, every joint, and even the head itself expresseth a different motion, always keeping time, let it 

never be so quick.”   

Africans danced percussively, they beat their feet on ground, but they also tied bells to their ankles and 

loaded their arms with bracelets, adornments that were noisemakers, rendering a dancer’s precision 

audible, treating their entire body as a moving instrument.  These observations indicate early examples 

of the Tap Dancers relationship to ground.  The ground is treated as an instrument, a musical extension 

of the body.  As the musical complexity increases, the dancer intensifies his/her relationship with the 

surface on which they stand.   

 
6 Seibert, What the Eye Hears: A History of Tap Dancing, 33. 
7 Seibert, 27. 
8 Seibert, 29. 
9 Seibert, 30. 



17 
 

I see the ground as a reflection, our bodies listen, follow, and reflect the rhythms produced by our feet, 

as a conductor who communicates music of the orchestra would map the flow of sound throughout the 

body. 

Europeans were fascinated and amazed by the African’s ability to achieve rhythmic complexity and 

exactness.  This exactness, noted the botanist, was synchronised with drums.  Africans communicated 

with drums as though the instrument could talk, to guide or be guided, transmitting pitch pattern 

messages.  This communication demonstrated what musicologists call ‘polyrhythm’.  Polyrhythm is 

common in Street Tap performances where two different rhythmic systems happen at once.  

Polyrhythms create musical illusion, something early Europeans once thought of as chaotic or 

monotonous.10   

African dance was also a form of ritual, like the Yoruban tradition, it was commonly believed that the 

ancestors lived on the bodies of dancers.  Ancestors were made immortal through the execution of steps 

passed down to the next generation.  By executing an ancestor’s steps, they are brought back to life.   

“When you’re dancing, I’m dancing with you.”11  

-Buster Brown 

 

 

 
10 Seibert, 30. 
11 Seibert, 33. 

Figure 12: “Dancing for Eels,” from New York As It Is, 1848 
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1.2 Irish Origins 

 

Folk dancing consisted of a dance called the Irish Jig, Jig meaning ‘the moving thing’.12  The Jig was 

often danced alongside the fiddle during the late Middle Ages and was often found to be the natural way 

of ‘keeping time’.  Samuel Pepys wrote in his diary of 1665 watching his wife’s maid dance a Jig, “which 

she does the best I ever did see, having the most natural way of it and keeps time the most perfectly.”13   

In the 18th century, the Jig was then danced alongside a hornpipe which began to appear in London 

Playbills in the 1700s.  This denoted a solo step dance, a percussive style associated with the character of 

a sailor.   

By the 19th century, the country of Lancashire became associated with a dance called the Lancashire 

Clog, or Clog Hornpipe.  Clog was a term for wooden shoes famers wore during the industrial 

revolution.  Workers at that time wore clogs to protect their feet and often rattled them to keep warm.  

Pleased by the sound, they began holding competitions on cobblestones.  It is interesting to observe the 

early renditions of Tap never originated in a theatre or enclosed space.  The Tap Dancer’s relationship 

to ground and audience was key.14 

Clog dancing became an athletic event taught aside wrestling and boxing and became referred to as 

‘noisy shoe’ and ‘shoe music’.  Even though clog dancing began in England, most of the workers at the 

time were from Ireland, suggesting an Irish origin.   

Irish antiquarian Thomas Croker and Irish writer William Carlton wrote during the mid-19th century, 

the influence of ‘master dancers’ from England and Scotland.  Dancing masters from ballet backgrounds 

taught deportment, hops, and rapid crossings of feet.  They began to change the nature of Clog dancing, 

establishing rules and standards when judging the perfect solo step dance.15 

According to 20th century folklorists, those dancers who stayed most in place shot up highest in esteem.  

The ability to execute every step starting with either foot was also prized.  If someone said you could 

‘dance on a plate’, you were dancing well.  The aesthetic of Clog dancing became highly controlled, the 

body was disciplined, eventually becoming the style we know today as Irish Hardshoe, performed in 

modern shows such as Riverdance by Michael Flatley.16 

 

 

 

 

 

 

 

 
12 Seibert, 34. 
13 Seibert, 35. 
14 Seibert, 36. 
15 Seibert, 37. 
16 Seibert, 38. 
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1.3 Merging of Cultures 

 

In 1694, a commander of a British slave ship noted a curious practice in his diary: “We often at sea in 

the evenings would let the slaves come up into the sun to air themselves and make them jump and dance 

for an hour or two to our bag-pipes, harp, and fiddle, by which exercise to preserve them in health.”  It 

is possible that the transporting of African slaves meant the collision of cultures.  Many Irish were 

pressed into Navel Service meaning Jigs might have come up against African rhythms.17   

Europeans, although saw them as slaves, admired their musicality and execution of steps, so much so 

that they began imitating them in circuses during the early 19th century.  This style was known as 

Minstrelsy, a form of racist entertainment where Europeans would put on a variety show imitating 

African stereotypes and painting their faces black.  Minstrel shows adopted percussive dance styles such 

as jigs, juba, shuffles and breakdowns, styles that reflected the merging of African and Irish Dance.18   

 

1.4 Master Juba | The Founding Father of Tap Dance 

 

William Henry Lane also known as Master Juba, was the founding father of Tap Dance.  He was the first 

dancer to successfully combine elements of African Dance, Irish Jigs and Clogging.  First taught by 

Uncle Jim Lowe (African American Jig and Reel dancer), he eventually established himself within the 

dance houses of the Five Points district of NYC, an area inhabited by Irish immigrants and free African 

Americans.  

It was here where he began experimenting with both Irish and African styles and eventually became the 

first African to tour with a Minstrel Show.19   

At the time of 1845, John Diamond or Master Diamond was known as the world’s best dancer, a 

blackface performer who toured with the Ethiopian Serenaders.  That same year, Juba was touring with 

the Georgia Champion Minstrels and received top billing, surpassing John Diamond.  As Juba toured 

the Atlantic from 1848 – 1850, audiences were awestruck, as though they had just experienced magic.  

A reviewer for the Observer wrote, “exceeded anything ever witnessed in Europe.”20 

“The style as well as the execution is unlike anything ever seen in this country.”  One Manchester critic 

also wrote, “Such mobility of muscle, such flexibility.”21 

The newspapers labelled Juba “a genuine gen’leman of colour”  “A genuine Son of the Southern Climb.”  

“A true Son of Africa.”22 

Dance Historian Marian Hannah Winter wrote in a 1947 article would call Juba, “the most influential 

single performer of nineteenth century American dance.”23   

 
17 Seibert, 40. 
18 Seibert, 67. 
19 Joy2Learn Foundation, Gregory Hines | When – Origins of Tap.  
20 Seibert, 84. 
21 Seibert, 85. 
22 Seibert, 86. 
23 Seibert, 87. 
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Figure 13: Juba performing at Vauxhall Gardens 
Illustrated London News  
1848 
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In conclusion, the history suggests Tap Dance originated from the simplicity of ground and resonance.  

Early European travelers witnessed and documented West African dancers collaborating with the 

surrounding audience, treating the ground as an instrument and extension of their musical body.  Clog 

Dancing during the industrial revolution began as a form of positive leisure between workers in times of 

hardship.  Performed outdoors on cobblestones, this early rendition of the style demonstrates that Tap 

Dance never originated in a theatre or enclosed space.  The audience made the space, playing the 

reflective ground in collaboration with the dancers.  The African origins of Tap Dance had me come 

across architect Peter Rich.  Rich speaks of a concept known as ‘analogous space’ inspired by the 

Ndebele people of Africa.  Chapter 2 will explore this concept and its relationship to Tap Dance. 

Tap Dance is music combined with magic.  What you hear is not what you see.  Juba introduced the 

world to Tap Dance and since then, Tap has continued to amaze audiences worldwide.  Modern shows 

such as Savion Glover’s ‘Bring in da Noise Bring in da Funk’ and Dein Perry’s Tap Dogs has continued 

to provoke people’s minds and shock them with incredible skill.   

I had the privilege of being taught and mentored by Darren Disney (one of the founding members of 

Tap Dogs) and Simon Watts (one of the recent cast members of STOMP) along with my own mother 

Brigid Carter who was a champion Irish Dancer during the 1980’s.  I have experienced first-hand the 

effect Juba once experienced back in 1850, inspiring me to continue to teach, perform and share the art 

of Tap Dance. 

The mystery, the magic, the wonder, the resonance, accompanied only by the ground on which the 

dancer stands. 
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Figure 14: FYD Nationals Tap Performance 2019 
Winner of Solo Category 
Dancer: Brandon Carter-Chan  

 



23 
 

Chapter 2: Peter Rich’s Analogous Space 

 

This chapter will discuss Peter Rich’s concept of analogous space and its relation to Tap Dance.  Rich 

became the main source of inspiration in developing an architecture for the Tap Theatre, one that 

follows traditions of the Ndebele people of Africa.  Analogous space, being an African inspired concept, 

had a close association with the origins of Tap, bridging the gap between Tap Dance and architecture.   

 

2.1 Peter Rich & The Ndebele 

 

In 1964, Peter Rich began his first year of architectural studies travelling by car from Johannesburg to 

Mozambique.  While travelling between the two cities, he would encounter colourful wall paintings of 

Ndebele settlements that were visible from the motorway in the regions of Middelburg, Witbank and 

Delmas.24   

In 1977, Rich began teaching at Wits where he embarked on a 10-year journey studying and 

documenting Ndebele Settlements.  He explains how Pancho Guedes, one his mentors, encouraged him 

to use his skills as an architect to measure and document the Ndebele architecture that he so admired, 

but to do so with a humble approach.  Rich quotes Guedes by saying, “Go on your own, don’t go as the 

architect, the philosopher the teacher.  Go and observe how people create architecture for ritual 

practice, how they absorb it into their life.  Draw the plans, draw the sections, do the 3D’s.  Build a 

relationship with the people and humbly learn from them.”25 

The research proved to be of tremendous importance as Ndebele settlements were destroyed during the 

1980’s by Apartheid agents, and in 1981 the Apartheid government formed the KwaNdbele homeland, 

where Ndebele people were forcibly relocated.  Rich’s drawings and documentation of Ndebele 

settlements are one of the most valuable pieces of evidence concerning modern Ndebele architecture, 

preserving and protecting the cultural artistry.  His research and experience eventually had him 

complete a master’s dissertation titled ‘The Architecture of the Southern Ndebele’ in 1991.26   

 

 

 

 

 

 

 

 

 
24 Noble, The Architecture of Peter Rich: Conversations with Africa, 15. 
25 Rich, “The Architecture of Peter Rich: Conversations with Africa.” 
26 Noble, 15. 
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2.2 Analogous Space 

 

Peter Rich’s concept of analogous space represents his remarkable admiration for the authentic genius of 

Ndebele architecture.  In 1997, Rich made a drawing that attempted to capture the essence of 

everything learned from his study of the Ndebele.  The drawing shows a woman who sits on the edge of 

an interior space, with a framed view across an open, walled courtyard onto a landscape in the far 

distance.  This drawing presents what might be considered analogous space, one that explores relations 

between daily practices, persons, rituals, imagination, material objects, symbols, spirits and beliefs.  

Analogous space is the design of an area, the point of harmony between the elements of artistry and 

culture.   

Rich’s view of analogous space states, “it is the space of architecture that provides the primary frame, or 

stage that holds, protects and sustains the artistry of the Ndebele and their ceremonial rituals.”  In 

Ndebele society, the woman are the architects, responsible for the creative aesthetic of the homestead 

through the plastering and decorations of the walls.  The men are responsible for the structural 

framework of shelter, framing the decorative detailing of the woman.  The architecture is secondary, 

supporting, protecting, and framing the analogous space, acknowledging the artistry as core.27 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
27 Noble, 19. 

Figure 15: Rich’s drawing of analogous space 
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2.3 Analogous Space & Tap Dance 

 

Between 1974 and the early 1980’s, Rich studied and documented many Ndebele homesteads situated 

on Boer farms.  One homestead became a significant architectural precedent in finding the relationship 

between analogous space and Tap Dance.  This homestead was known as the Circular Palace, previously 

owned by Mtsweni and Henshop Makasoke before their deaths in 1974.28   

The Circular Palace represents the basic configuration of post-1940’s Ndebele architecture.  Originally, 

the central circular dwelling used to be part of a semi-circle or circular bigger settlement until walls 

were introduced during the indentured period from 1883.  During this time the Ndebele were 

scattered and forced to relocate to mostly singular homesteads on Boer farms. They were perhaps 

enticed to rethink spatial opportunities for the homestead, inspired by western and colonial 

architecture, hence the introduction of rectilinear walls.29   

Rich comments on this change, mentioning the central circular homestead became disconnected and 

isolated.  He quotes, “it was restlessly searching for its place, trying to come to terms with the 

rectilinear, but the rectilinear was informed by axiality and duality.”30  The Circular Palace seems to be 

a visual hybrid of two extremely different cultures struggling to come to terms with each other.  The 

framing of the circular homestead by western walls seems disconnected from the authenticity.  I believe 

the beauty of the Ndebele culture is their respect and acknowledgment of the artistry.  The architect is 

not the hero of the architecture, but instead plays the role of the humble supporter, beyond structural 

complexity.  The Ndebele were forced to adapt to Apartheid society, framing the artistry with western 

architecture.   

 

 

 

 

 

 

 

 

 

 

 
28 Noble, 20. 
29 Noble, 23. 
30 Rich, “The Architecture of Peter Rich: Conversations with Africa.” 

Figure 16: The Circular Palace 
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The way the circular homestead reacts to its surrounding conditions is the way Tap Dancers feel in 

certain situations like these.  I began to imagine the Tap Dancer as the circular homestead, forced to 

adapt and change under restrictions.  Theatres often generalize dance styles assuming the theatre 

conditions for Ballet is equally appropriate for Tap.  The Tap Dancer is always trying to come to terms 

with the rectilinear, forced to adapt to static architectural environments that spatially do not support the 

way we interact with the audience.  Understanding the needs and traditions of the artistry means 

architecture can then serve as the supporter rather than the hero.  Analogous space and Tap Dance 

thrive in these conditions where the artistry is respected and acknowledged as primary.   

In conclusion, it is the activity of Tap Dance that is most important, people are drawn to a Tap 

performance because of its artistry, not because of the structure that surrounds it.  Peter Rich’s concept 

of analogous space inspired by the Ndebele people of Africa coincide beautifully with Tap, both 

culturally and artistically.  The Circular Palace represents the struggle when the artistry is forced to 

adapt under pressured conditions, an experience Tap Dancers often feel in generalised theatre 

environments.  Understanding the elements associated with the artistry of Tap Dance has the power to 

inspire change in theatre design.  Architecture as the stage crew, supporting the dancer from behind the 

curtain.  Chapter 3 explores the first element of the artform, the Tap Dancers definition of resonance.   

 

 

 

Figure 17: Raye Freedman Arts Centre 
Newmarket, Auckland, NZ 
Designed by ASC Architects  
2005 
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Chapter 3: Defining Resonance 

 

The musical connection a Tap Dancer makes with the audience is most important.  A relationship, a 

spark, a dialogue of some kind, is crucial, as the audience plays an extremely important role in the 

success of a performance.  This is the first step in understanding the importance of the Tap Dancer’s 

resonance, the connection the dancer makes with the audience.   

 

Writer Iain Mackintosh 

“The chief purpose of theatre architecture is to provide a channel for energy”31 

 

3.1 Steve Mould 

 

Resonance is also a physics term that describes an act of sound.  Physicist Steve Mould’s definition of 

resonance explains it clearly. 

"Resonance is getting the frequency just right so that the energy put into the system adds to the energy that’s already 

there."32 

 

 
31 Mackintosh, Architecture, Actor, and Audience, 168. 
32 Mould, A better description of resonance. 

 

Figure 18: Physicist Steve Mould visualizing resonance using a tube filled with butane and a speaker attached to the end. 
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The outcome of a successful Tap Dance performance relies on the positive collaboration with the 

audience.  By finding and successfully resonating with the audience’s frequency, Tap Dance can uplift 

the energy within the human body adding to the energy that is already there. 

 

 

 

 

Figure 19: Live Street Tap Performance in collaboration with Paige Pote and the Fantails Jazz Band 
Tap Dancers: Paige Pote & Brandon Carter-Chan  
Jazz Band: Jenna Aspeling, Andrew Choi, Andrew Botting, Kevin Zeng 
Lower Queen Street, Auckland, NZ 
2021 
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Figure 20: Andrew Stanton: Clues to the Great Story | TED X 2012 

3.2 Dr. Jessica Connor 

 

Metaphysician Dr. Jessica Connor argues that everything in the universe has some form of vibration.  

These vibrations play a large contribution towards our emotional state which is why most music 

produced since 1953 has been tuned to 440 hertz.   

“When we are in resonance, or the act of resonating and producing positive feeling states, we are in 

balance.”33 

- Dr Jessica Connor  

3.3 Andrew Stanton 

 

In my experience, the audience is often intimately involved, filling in musical beats with 

clapping/stomping and completing rhymical time signatures.  Tap Dance often takes the audience on a 

rhythmical journey encouraging the audience to fill in rhymical gaps.  Successful collaboration with the 

audience is encouraged through rhythmical storytelling.  Film director Andrew Stanton believes a 

successful story follows the unifying theory of 2+2, encouraging the audience to fill in the gaps.  The 

satisfaction of completing the equation.   

“The audience wants to work for their meal, they just don’t want to know they are doing that”34 

- Andrew Stanton 

-  

 
33 Your Youniverse, Hidden Powers of Frequency & Vibration! (“Amazing Resonance Experiment”) Law of Attraction.  
34 TEDx Talks, Andrew Stanton: The clues to a great story. 
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Resonance: The Spontaneous Collaboration between Dancer and Audience 

 

Along with storytelling comes the idea of spontaneity.  Successful collaboration means natural 

collaboration that can only be achieved spontaneously.  The audience spontaneously produces the 

performance in collaboration with the dancer in real time.  Resonance is not planned; it is the 

spontaneous collaboration between dancer and audience.  Often my performances are never planned, 

instead, I freestyle and allow the performance to develop depending on the audience at the time.  The 

outcome of a performance is never the same and the resonance is always changing. 

Figures 21 & 22: Guest performance at Grounded Battle of the Arts 2018 
Freestyle Tap acapella in spontaneous collaboration with the audience 
Dancer: Brandon Carter-Chan 
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3.4 The African Church 

 

The African Church supplied by Peter Rich, represents an architecture capable of supporting resonance 

through the principles of analogous space as the supporter and protector of the artistry.  An architecture 

without walls but instead a temporary boundary marked by a circle of stones.  The temporary boundary 

makes for a spontaneous space, encouraging people into the circle by filling in spatial gaps.  The stones 

represent the architecture, framing the activity of church and acknowledging it as core.  The central 

tree completes the church, protecting the activity within.   

The open space creates a non-exclusive event, encouraging people into the church gathering for a 

stronger, intimate experience.  The Tap Dancers analogous space means recognizing the theatre 

structure as secondary and the artistry of Tap Dance as primary.  The African Church became an early 

source of inspiration for the architecture of the Tap Theatre, a glimpse into a way of supporting 

resonance.   

 

 

 

 

 

Figure 23: The African Church 
Supplied by Peter Rich 
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In conclusion, the Tap Dancer’s definition of resonance is the spontaneous collaboration between 

dancer and audience.  Physicist Steve Mould and Dr Jessica Connor reveals opportunity in experiencing 

resonance, not only from an audible level, but a visual and physical level as well.  Mould conducted an 

experiment to help visualise resonance using a tube filled with butane and a speaker attached to the end.  

The vibrations created by the speaker are then visualised through the flames revealing wave formations.  

Dr Jessica Connor explains resonance as a physical experience through vibration, effecting the 

emotional frequency of the mind.  

Architecture has the potential to transition the audible musicality of Tap Dance into a visual and physical 

experience.  This will entice collaboration with the dancer as the audience is encouraged to become part 

of the performance, experiencing multiple states of resonance.  The African Church became the most 

significant architectural source of inspiration, one that supports the elements of resonance through the 

concept of analogous space.  Chapter 4 will explore the visual aspect of resonance by revealing this 

invisible connection through design studies. 
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Chapter 4: Visualising Resonance 

 

This chapter will visualise resonance through design studies 1-3 inspired by Steve Mould’s resonance 

experiment.  My design studies will take the invisible concept of resonance being the ‘spontaneous 

collaboration between dancer and audience’ and visualise it through an iterative series of sketches and 

models. 

 

4.1 Design Study 1 | Revealing Resonance 

 

 

Design study 1 studies the resonance of a live Tap performance at an event called Grounded Battle of 

the Arts in 2017.  I choreographed and led a team of eight dancers where we performed an acapella Tap 

and percussion show winning the best choreography award.  Twelve photographic stills were selected 

and transformed into an iterative series of sketches.  Using nothing but charcoal and paper, I imagined 

resonance as the spiritual aura of the human soul.  The dancers became ghost-like figures and the 

resonance became the spiritual frequency between dancer and audience, set at the threshold between 

the stage and seating. 

Design Study 1 reveals resonance as a fluid essence, changing in relation to the audience reaction.  The 

sketches show that resonance is not static, it is moving, it is alive, it is changing.  The surrounding 

architecture presents itself as static, however the resonance presents itself as fluid.  This contrast 

between the architecture and resonance has meant for problematic experiences.  

Figure 24: Resonance sketch from Grounded Battle of the Arts 2017 (1) 



34 
 

 

Figure 25: Resonance sketch from Grounded Battle of the Arts 2017 (2) 

 

Figure 26: Resonance sketch from Grounded Battle of the Arts 2017 (3) 
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Figure 27: Resonance sketch from Grounded Battle of the Arts 2017 (4) 

 

Figure 28: Resonance sketch from Grounded Battle of the Arts 2017 (5) 
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Figure 29: Resonance sketch from Grounded Battle of the Arts 2017 (6) 

 

Figure 30: Resonance sketch from Grounded Battle of the Arts 2017 (7) 
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Figure 31: Resonance sketch from Grounded Battle of the Arts 2017 (8) 

 

Figure 32: Resonance sketch from Grounded Battle of the Arts 2017 (9) 
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Figure 33: Resonance sketch from Grounded Battle of the Arts 2017 (10) 

 

Figure 34: Resonance sketch from Grounded Battle of the Arts 2017 (11) 
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Figure 35: Resonance sketch from Grounded Battle of the Arts 2017 (12) 
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4.2 Design Study 2 | Static vs Fluid 

 

Theatre design often generalises dance styles, assuming a successful theatre for Ballet means a successful 

theatre for Tap.  According to the history of chapter 1, Tap Dance never originated in a theatre or 

enclosed space, but instead on the sands of Africa and the cobblestones of Ireland.  The Circular Palace 

captured by Peter Rich in chapter 2, demonstrates the struggle between analogous space and western 

architectural walls forced upon the Ndebele people of Africa.  Design study 2 recognizes the unique 

identity of Tap Dance, something that cannot be forced into environments that do not support the 

artform.  A ballet performance can thrive on a straight line; however, Tap thrives within mist.   

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 36: Resonance of Tap Dance 

 

Figure 37: Static line of Ballet 
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4.3 Design Study 3 | Stripping Theatre 

 

Design study 3 visualizes resonance through the production of physical models.  The resonance, 

represented by the ghostly mist in the sketches of design study 1 and 2, transitioned into a light, veil like 

material.  Inspired by the scenographers black box, I treated resonance as a stage set and placed the veil 

material into the theatre enclosure.  The black box represents the static theatre where Tap Dance is 

often forced to adapt.  Inspired by Peter Rich’s analogous space, the theatre walls, floor, and roof were 

stripped.  The models visualise the movement of resonance as the architecture breaks down, allowing 

the artistry to take the lead.  Stripping the black box releases resonance of restriction, representing the 

dancer and audience connection growing stronger and stronger as the veil increases in size.   

 

 

Figure 38: Samson Et Dalila by scenographer Richard Hudson 
Modelled within the black box 
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Figure 39: Resonance breaking free as the static theatre deconstructs (1) 

 

Figure 40: Resonance breaking free as the static theatre deconstructs (2) 
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Figure 41: Resonance breaking free as the static theatre deconstructs (3) 

 

Figure 42: Resonance breaking free as the static theatre deconstructs (4) 
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Figure 43: Resonance breaking free as the static theatre deconstructs (5) 

 

Figure 44: Resonance breaking free as the static theatre deconstructs (6) 
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In conclusion, resonance was first visualized as a ghostly aura, subject to the changing influence of the 

audience.  Resonance being the spontaneous collaboration between dancer and audience meant the 

audience drove the outcome of the spiritual frequency, sketched at the threshold between stage and 

seating.  Design study 2 recognized the individuality of Tap, a style that cannot function within 

generalized theatre conditions.  Ballet thrives on a straight line; Tap Dance thrives within mist.  Design 

study 3 transitioned the sketches of resonance through the production of physical models, visualizing 

resonance as a transparent veil.  Inspired by Rich’s concept of analogous space, the artistry was 

recognized as primary, stripping the structural elements of the static theatre until resonance was all that 

remained.  As the theatre enclosure broke down, resonance was free to thrive, now in the position to 

lead the architecture.  Chapter 5 will explore these design studies in the built environment, theorising 

resonance in theatres I have personally performed in. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



46 
 

Chapter 5: Theorising Resonance 

 

This chapter follows the Tap Dancers’ analogous space by visualizing resonance within three 

performance spaces I have personally performed in known as the Q Theatre, Raye Freedman Arts 

Centre, and Coca-Cola Christmas in the Park.  The relationship between dancer, audience and architect 

is crucial in developing the Tap Dancers’ analogous space.  The architect must understand the position 

of the dancer who then understands the audience.  Only then will the process allow the artistry to lead 

the architecture.  Studying the reviews of the dancer, audience and architect of the three theatres 

indicated the level of communication between them.  Following design study 3, the theatre walls, floors 

and roofs are stripped until the resonance and performance boundary are all that remain, theorizing the 

visual outcome of resonance through a series of plan and elevation drawings.  The sketches are then 

visualized in physical models examining the nature of resonance.  This became a crucial point in the 

thesis, the challenge of transitioning theory into the reality of architecture.  

 

4.1 Reviews | Dancer, Audience, Architect 

 

Q Theatre 
 

305 Queen Street, Auckland CBD, Auckland 1010 
 

Cheshire Architects & Williams Ross Architects 
 

2011 
 

 
 

 

Figure 45: Q Theatre 
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Dancer Review 
 
 

An enjoyable intimate experience.  The positioning of the audience at closer proximity meant for a 
strong connection.  The audience capacity of 450 and performance boundary of 25300 x 16000 was a 
good size, and the connection remained strong throughout.  My critique of the theatre would be spatial 
exclusiveness.  My performances were never fully accessible, as a ticket purchase was required to 
watch.  The audience drives the outcome of my performances through spontaneous collaboration.  An 
exclusive space means an exclusive audience restricting the resonance potential.   
 
Tap never originated in a theatre/enclosure, the stripping of theatre exclusiveness means for a changing 
audience allowing resonance to thrive and reconnect, as revealed in Design Study 3.     

 
 
 
 
 

 
 
 
 
 
 
 

 

Figure 46: Q Theatre | Rangatira Theatre 
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Audience Reviews 
 
 

“LGBT + Arts Space, awesome shows and ultimately a great place to be.” 
-Chihleng  Tham (Google Reviews 5 Stars March 2021) 
 
“Great show, nice place for a quick meal and drink..good service!  Seats for show were not that comfy 
after a hard day at work…big people would be challenged.” 
-Robyn Keen (Google Reviews 4 Stars April 2020) 
 
“Good seating arrangements, and view to stage is good.” 
-Ranga Akula (Google Reviews 5 Stars June 2020) 
 
“Really nice theatre, its pretty small so any seat gives you a good view.  I had seats in the ‘gods’ section, 
on the side, closest set to the stage and found that is was a bit too far forward (it was just on top of the 
stage) so I would recommend getting ones after if possible.” 
-Zunaira Javed (Google Reviews 5 Stars Jan 2020) 
 
“Fabulous space for intimate theatre”35 
-Roger Carter (Google Reviews 5 Stars Feb 2020) 
 
 
The audience experience was mostly positive, touching on atmosphere, intimacy, and overall 
enjoyment, successfully achieved through seating arrangements in close proximity to the performance. 
 

 
 
 
 
 

 
35 Google, “Q Theatre Google Reviews.” 

Figure 47: Q Theatre | Rangatira Theatre  
Audience positioned close to dancer for intimate connection 
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Architect Review 
 

“Q has arisen from the same need for a flexible four-hundred-seat theatre that the temporary Watershed 

Theatre down on the waterfront addressed.  

I like the directness of connection between street, foyer and main space, with patrons spilling out onto 

the footpath in the same way the Town Hall does. 

Precast concrete is, of course, the answer to acoustic issues here, but the colour and intricacy of the 

faceted finish mean this place glows warmly in the evening sun and, like a highly embellished casket, 

intimates rich content, an inner world and the intimacy of theatre.  

The whole place is a bit raw on the inside but I don’t mind it looking a bit make-do because it helps the 

make-believe you have really come here for.   

This is a lovely intricate and urbane complex knitted well into the fabric of the city. But it is only a stage 

after all, only the start of some magic experiences to come in this space.”36  

-Architecture Now, Bill Mckay, 2011 

Fundamental elements of architecture were looked at such as space, materials, site, context etc.  From 

an architect’s point of view, elements such as these must be considered carefully, however, when 

comparing these reviews to the dancer and audience, they seem like two different worlds.  The 

analogous space of Tap Dance means the audience drives the dancer who drives the design.  The 

architecture comes last, the people drive the location, energy, and success of the space.  The lines 

between dancer, audience, architect are blurred for greater synergy.   

 

 

 

 
36 Architecture Now, “Q Theatre – Auckland’s civic gem.” 

Figure 48: Q Theatre | Ground Level Floor Plan 
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Figure 49: Q Theatre | Level 1 Floor Plan 

Figure 50: Q Theatre | Level 2 Floor Plan  
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Figure 51: Q Theatre | Level 3 floor plan 

 

Figure 52: Q Theatre | Level 4 Floor Plan 
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Figure 53: Q Theatre | Cross & Long Section 
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4.2 The Raye Freedman Arts Centre 
 

Silver Road, Newmarket, Auckland 1023 
 

ASC Architects 
 

2005 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Figure 54: Raye Freedman Arts Centre 

Figure 55: Raye Freedman Arts Centre | Main Theatre 
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Dancer Review 
 
 

A mostly positive and enjoyable experience.  The 250-seat theatre with a similar performance boundary 
of 25000 x 16000 allowed for an intimate audience connection, however, the architecture produced a 
permanent gap (orchestra pit) between the audience and I.  This disrupted the flow of resonance 
throughout the performance as the audience were forced to keep their distance.  The resonance was 
developing but the architecture remained static.  The orchestra pit disconnected the dancer from the 
audience resulting in an uncomfortable experience. 

 

 

Figure 56: Raye Freedman Arts Centre | Main Stage 

 

Figure 57: Raye Freedman Arts Centre | Orchestra Pit 
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Audience Reviews 

 

“Open-space feeling, and really good concert acoustics.” 

-Jim Langabeer (Jan 25 2020)  

“Been here a couple of times for shows, lovely fairly small auditorium so easy to see and hear the 

performers.”  

-Ann Connor (Google Reviews 5 Stars April 2020) 

“Great place to be.  Very nice stage.”37 

-Sanjay (Google Reviews 5 Stars April 2020) 

 

The audience seemed to thoroughly enjoy their experience; however, the dancer experience was 

problematic.  I believe the dancer must equally share a positive experience for a successful performance.  

If the dancer feels uncomfortable on stage, the audience will quickly follow.  Tap Dance blurs the lines 

between dancer and audience through spontaneous collaboration.  If the dancer suffers, the audience 

suffers. 

 

 

 

 
37 Google, “Q Theatre Google Reviews.” 

Figure 58: Raye Freedman Arts Centre | Dancer and audience relationship separated by orchestra pit 
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Architecture Review 

 

“The Raye Freedman Arts Centre was realised as the figurehead building for Epsom Girls Grammar 

School (EGGS) and completes the Gilles Ave elevation, a final component in the masterplan for the 

school.  Siting the centre on the prominent corner of Gilles Ave and Silver Rd provided a vital link for 

the school to the wider community.  The design processes addressed the duel use by community and 

school.  The public entrance foyer engages with the street, inviting community participation with its 

transparency and large scale; from the street at night the foyer is lit up by glowing red wall, its form 

gently bulging outwards.  Grey profiled metal cladding to the elevations forms a camouflage against the 

basalt stone the school is founded upon.”38 

 
-Architecture New Zealand, June 2005 
 
 

 
The architect review focuses almost entirely on master planning, built form, materials, and the dual use 
by community and school.  It seems conventional architectural elements were the driving force behind 
the design.  A process beginning with the architect and ending with the audience.  The Tap Dancers 
analogous space contradicts this, instead, beginning with the artistry, working backwards toward the 
architecture.   
 

 
 
 
 
 
 
 

 
38 ASC Architects, “Raye Freedman Arts Centre.” 

Figure 59: Raye Freedman Arts Centre | Stage & Audience Floor Plans  
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4.3 Coca-Cola Christmas in the Park 
 
 

Auckland Domain 

Outdoor Event 

2015-2018 

 

Coca-Cola Christmas in the Park is New Zealand’s largest free public event with the first show in 1994.  

Over 250,000 people gather annually in December to watch the live Christmas show at the Auckland 

Domain in Central Auckland.  The idea behind creating the show was to bring communities together, 

raise money for charity and provide an opportunity for aspiring performers.39  Compared to theatres, 

the performance space presents itself as an outdoor arena.  The audience capacity has almost no 

restrictions, people can choose to situate themselves wherever they see fit. 

 

 

 

 

 

 

 
39 Coca-Cola Journey, “Coca-Cola Christmas in the Park: 25yrs of memories, history and fun.” 

Figure 60: Coca-Cola Christmas in the Park, Auckland, 2018 
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Dancer Review 

 

I personally have performed at this event three times and have mixed feelings about the overall 

experience.  Looking at the positives, the vibe and energy from over 250,000 people is an extremely 

incredible adrenaline rush, however, when it comes to Tap, there was a major problem in resonating 

with the audience.  The limitless audience capacity allowed for great flow in energy, but the resonance 

was often drowned by the sheer size and noise of the event.  Tap could not be seen, heard, or 

appreciated due to the uncontrollable size of the audience.   

Figure 61: Coca-Cola Christmas in the Park, Auckland, 2015 

 

Figure 62: Coca-Cola Christmas in the Park, Auckland, 2015 
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Audience Reviews 

 

“We were very disappointed with the walkway crowd control. We were positioned just behind the 

walkway and were happy to accept people would be moving back and forward throughout the night but 

did not appreciate those late comers blocking the walkway completely and our view of both stage and 

screens by standing in the walkway to view a show with no respect for those that had made the effort to 

arrive 4hrs before start time. Kids couldn't even see when standing they had to be put on shoulders to 

get a glimpse of the show. This then snowballed the problem for those behind us. Not to mention the 

safety factor for St John's to deal with anything in a hurry.” 

-Kim Jones (December 9th 2018) 

 

”A great family time but disappointed there was more other modern today songs that Christmas songs. 

People smoking around where we were seated. Barely see anything because people were forever 

walking in front. Once the show starts why not get people to go around the back to get to where they 

want to go. The one great thing done by the auckland council was the back and forth traffic. Safety was 

great. But downfall was the whole show.” 

-Adeline Nicholas-Tasmania (December 9th 2018) 

 

“Would be nice if it was a smoke free event , I’m polite enough to not subject people to my effluent, 

but smokers and vapers seem free to spread their waste on everyone.” 

-Damian Dallimore (December 8th 2018) 

 

“Event is ridiculous.. can't stand and watch the show anywhere. Staff are rude.” 

-Taylor James Mckague (December 8th 2018) 

 

“Thanks, heaps whanau. went along with my little bro and had the meanest time. The production 
quality is through the roof, so much talent on that stage. Just felt real stoked to be a kiwi hearing all 
those rad songs. We both had an awesome time. 
Chur”40 
-Meinern Balmjoy (December 9th 2018) 
 
 
 
Interestingly, the negative audience reviews indicated problems associated with audience 
comfortability.  In both instances, the dancer and audience suffered from an almost uncontrollable 
situation, the ability to manage audience capacity.  An outdoor arena event may produce a powerful 
energy, but at the same time also upset the Tap Dancers resonance. 
 
 
 
 

 
40 Facebook, “Coca-Cola Christmas in the Park 2018 Reviews.” 
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4.4 Theatre Review Summary 
 
 

The positive reviews indicate a clear relationship between architect and audience.  The negative reviews 
indicate problems associated with the static theatre effecting the dancer audience relationship.  The 
exclusivity of theatre walls limits public involvement by controlling audiences through ticket purchase 
and advertising.  The spontaneity of stumbling upon the artistry is taken from the streets and placed into 
a fancy building where certain levels of society can no longer afford or rarely get the chance to witness.  
Dealing with audience capacity and proximity also has the potential to upset the flow of resonance such 
as a limitless boundary, or toxic gap between the audience and performer.   
 
I believe a stronger relationship between the dancer and architect is necessary when it comes to 
improving theatre design.  As a dancer, I understand the importance of architecture, and the effect it has 
on the performance.  Tap Dance has so much to offer yet struggles to freely express the artistry under 
generalised theatre conditions.  These three theatres are not designed for the Tap Dancer, they are 
designed to accommodate a general scope of performing arts.  Designing a theatre specific to Tap Dance 
gives the artistry a chance to lead the architecture, recognising the complexity, intricacy, and depth of 
the artform. 
 

Q Theatre 
 

Positives 
. Perfect theatre boundary measuring at 25600 x 16000 

. 450 seat audience limitation 
. Intimate space 

. Strong dancer, audience connection 
Negatives 

. Enclosed Exclusiveness 
. Theatre permanence 

 
Raye Freeman Arts Centre 

 
Positives 

. Good theatre boundary measuring at 25000 x 16000 
. 250 seat audience limitation 

. Intimate space 
Negatives 

. Disconnection between dancer and audience by Orchestra Pit 
. Static theatre 

 
Coca Cola Christmas in the Park 

 
Positives 

. Free accessibility 
. Publicly inviting 

. Strong audience energy 
Negatives 

. Limitless audience capacity 
. Boundaryless 
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4.5 Design Study 4 | The Tap Dancers Analogous Space 
 
 

Design Study 4 conceptualises the Tap Dancers analogous space through a series of plans, sections and 
sketches, stripping the three theatres of their structural elements until the resonance and performance 
boundary is all that remain.  The sketches theorised the movement of resonance filtering through the 
site as the audience formed their own circular boundary around the live performance.  The study of Q 
Theatre revealed the perfect performance boundary measuring at 25600 x 16000, venture outside this 
boundary, and the resonance begins to fade.  This was seen in Coca-Cola Christmas in the Park, 
suffering from limitless audience capacity due to a limitless boundary.  The Tap Dancers analogous 
space allows the dancer to lead the architect in a design process that strips everything considered 
architecture until the resonance of performance is all that remains.   

 
 

Performance Boundary Marked 
Walls stripped 

Interior stripped 
Roof Stripped 

Resonance Revealed 
 

 
 

Q Theatre 
 
 

Figure 63: Q Theatre | Aerial Plan 
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Figure 64: Q Theatre | Level 2 Floor Plan  

 

Figure 65: Q Theatre | Performance Boundary Marked 
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Figure 66: Q Theatre | Walls Stripped 

 

Figure 67: Q Theatre | Interior & Roof Stripped 
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Figure 68: Q Theatre | Architecture Stripped | Performance Boundary Reconnected with Ground 

 

Figure 69: Q Theatre | Resonance Revealed 
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Figure 70: Q Theatre | Long Section 

Figure 71: Q Theatre | Performance Boundary Marked 
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Figure 72: Q Theatre | Architecture Stripped 

 

Figure 73: Q Theatre | Performance Boundary Reconnected with Ground 
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Figure 74: Q Theatre | Resonance Revealed 
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Raye Freedman Arts Centre 

Figure 75: Raye Freedman Arts Centre | Ariel Plan 

 

Figure 76: Raye Freedman Arts Centre | Stage & Seating Floor Plan 
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Figure 77: Raye Freedman Arts Centre | Performance Boundary Marked 

 

Figure 78: Raye Freedman Arts Centre | Orchestra Pit Removed 
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Figure 79: Raye Freedman Arts Centre | Walls Stripped 

 

Figure 80: Raye Freedman Arts Centre | Interior & Roof Stripped  
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Figure 81: Raye Freedman Arts Centre | Performance Boundary Reconnected with Ground  

 

Figure 82: Raye Freedman Arts Centre | Resonance Revealed 
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Figure 83: Raye Freedman Arts Centre | West Side Elevation  

 

Figure 84: Raye Freedman Arts Centre | Performance Boundary Marked 
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Figure 85: Raye Freedman Arts Centre | Architecture Stripped 

 

Figure 86: Raye Freedman Arts Centre | Performance Boundary Reconnected with Ground   
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Figure 87: Raye Freedman Arts Centre | Resonance Revealed  
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Coca-Cola Christmas in the Park 

Figure 88: Coca Cola Christmas in the Park | Performance Boundary Marked  

 

Figure 89: Coca-Cola Christmas in the Park | Architecture Stripped and Reconnected with Ground  
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Figure 90: Coca-Cola Christmas in the Park | Resonance Revealed in Plan  

 

Figure 91: Coca-Cola Christmas in the Park | Resonance Revealed in Section  
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5.6 Design Study 5 | Making Resonance 

 

By stripping the theatres back to the simplicity of performance, the artistry is now in the position to 

lead the architecture.  Design Study 5 explores the transition from artistry to architecture by translating 

the drawings into three physical models.  The resonance was modelled with balsa wood, capturing the 

abstracted movement depicted in the sketches.  I found this was the incorrect approach and became a 

major learning curve in the research.  I realized I can’t make the resonance because it changes every 

time.  Literal translation produces a static outcome, something incapable of spontaneity.   

 

Figure 92: Resonance expressed in physical models 
Left: Raye Freedman Arts Centre 
Middle: Coca Cola Christmas in the Park 
Right: Q Theatre 

 
 
In conclusion, the relationship between dancer, audience and architect lacked synergy based on the 
theatre reviews.  The architect expressed opinions on structure, building and site, the dancer and 
audience spoke mostly about performance experience.  Architecture is about buildings, but why should 
the conversation prioritise architecture.  The Ndebele people of Africa would call woman the 
architects, celebrating their culture through decorative artistry such as paintings and beadworks.  The 
beauty of analogous space questions the role of the architect or whether the term ‘architect’ should even 
exist in the production of theatre space.  The Tap Dancers version of analogous space would suggest the 
architect follows the dancer who follows the audience.  I believe the language spoken between the 
dancer and architect must share a similar flow in conversation, first discussing the artistry of 
performance before structure and building are even considered.   
 
Design Study 4 demonstrated this by stripping the theatres of their architecture until performance was 
all that remained, theorising and visualising resonance through sketches.   
Design Study 5 explored the transition into architecture through model making, eventually realising I 
could not make the resonance because it’s always changing.  The reviews had me question the role of 
architecture and the position the architect takes in relation to analogous space.  The artistry should lead 
the design process that starts without architecture.   
 
I believe drawings are assumptions, concepts, and dreams without proof.  Resonance has been theorized 
through drawings and assumed through model making.   This thesis came from real experience, so it 
only makes sense the design process honors this reality.  The transition between Tap Dance and 
architecture must start with a live performance, testing the sketches and producing real results.  
Chapter 6 demonstrates this by documenting a live Street Tap performance, testing the predictions of 
Design Study 4.  I didn’t go as the architect, I went as the dancer and performed at the site with my 
band, developing a humble relationship with the audience. 
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Chapter 6: Testing Resonance 

 

 

This chapter tests the Tap Dancers’ analogous space through a live Street Tap performance at 

Waitematā Ātea, Lower Queen Street, Auckland CBD.  I personally performed alongside fellow Tap 

Dancer Paige Pote accompanied by four jazz musicians on Sax, Electric Guitar, Drums and Bass.  The 

Tap Dancers’ analogous space allows the dancer to lead the architect in a design process that strips 

everything considered architecture, until the resonance of performance is all that remains.  By stripping 

architecture back to the simplicity and purity of the Tap performance, the resonance can be genuinely 

judged, as the flow of energy between the dancer and audience changes.  The architect’s role is to frame 

the artistry by understanding the needs for both the dancer and audience experience.  The resonance of 

a live Street Tap performance has the power to provide these answers, as there is nothing more genuine 

than the connection a dancer makes with the audience, tapping on a box in the middle of the street.   

Figure 93: Live Street Tap Performance in collaboration with Paige Pote and the Fantails Jazz Band 
Tap Dancers: Paige Pote & Brandon Carter-Chan  
Jazz Band: Jenna Aspeling, Andrew Choi, Andrew Botting, Kevin Zeng 
Waitemata Atea, Lower Queen Street, Auckland, NZ, 2021 

 

Figure 94: Performance at the 5min mark 
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Figure 95: Kevin & Jenna on Drums and Sax 

 

Figure 96: Trading of Rhythms 
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6.1 Performance Results 
 

 
As we began to set up our equipment, the audience started forming a semi-circle around the front.  The 
band played background music while we set up camera equipment and people immediately began to 
offer up money.  The performance had not even begun yet people were already interested to watch.  As 
we danced on our timber boxes a large crowd began to develop.  The sound amplified by the boxes 
echoed throughout Commercial Bay, Queen Street and Britomart inviting people into the space.  Over 
a time of 15min, the crowd grew, eventually forming a circle as predicted in Design Study 4.   By 
loosening all controls on the audience, we were able to fully connect with the city, drawing people into 
the performance through sound.  As the musical complexity of Tap increased, resonance grew stronger 
with the audience clapping and cheering offering up more and more money.  After 40min, our 
performance came to an end with members of the audience coming up and thanking us for the show.   

Figure 98: Band playing background music as we finish setting up  

 

Figure 97: Setting up equipment 



81 
 

 
 
 
 

 
 
 
 
 
 

Figure 99: Audience developing semi-circle 10min into performance 

 

Figure 100: Semi-circle growing 15min into performance 
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Figure 101: Audience offering up money  

 

Figure 102: Tap Dance bringing joy into Auckland City 

 



83 
 

6.2 Performance Analysis 
 
 

Overall, the performance was a major success proving the Tap Dancers’ analogous space.  The audience 
filtered into the site from Commercial Bay, Ferry Terminal and Queen Street forming a large circle 
around us as the resonance grew stronger.  We arrived at an empty space, I was nervous and sceptical 
whether people would stop and take notice.  As it turned out, people immediately started watching as 
we set up our instruments forming a mini crowd at the entrance of Commercial Bay.  Anticipation grew 
during the process of set up, I realised people want performance in the space and are willing to wait 
patiently.  Within 5min of Tap dancing, the crowd doubled in size eventually forming a large semi-
circle.  The sound of our feet projected by the timber boxes echoed through Commercial Bay, Queen 
Street, Britomart and Ferry Terminal.  The boxes elevated the sound beyond the performance boundary 
encouraging people into the space from afar.  The audience mostly gathered at the entrance of 
Commercial Bay cultivating in areas that provided shading and seating.  At the 15min mark, these areas 
started condensing forcing the audience into the open and completing the circle for a better view of the 
performance.   
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 

Figure 103: Arrival at site 

 

Figure 104: 15min into performance 
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6.3 Audience Requirements 
 
 

The audience gathered mostly underneath the shelter of Commercial Bay, eventually moving into the 
open forming a circle for a better view of the performance.  Over time, the resonance grew weaker as 
the audience realised there was nothing more to experience than stand, watch and listen.  As a Tap 
dancer, we feel the music throughout our bodies from the moment we connect with the ground.  The 
vibration of rhythms is pulled upwards from beneath the surface and into our feet, transitioning through 
our legs and presented outwards through our chest, arms, and fingers.  The experience is so much more 
than audible, it is physical, and it is visual.  Architecture has the power to take the audience on a journey 
alongside the dancer having the audience experience not only the audible, but the visual and physical 
elements of Tap Dance on one shared stage.  All classes including the homeless are now a part of the 
theatre, a non-exclusive event that categorises no one.  The audience requires the full experience of  
Tap Dance. 
 

 
 
 
 
 
 

Figure 105: Audience gathering under shelter of Commercial Bay (1) 

 

Figure 106: Audience gathering under shelter of Commercial Bay (2) 
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Figure 107: Audience gathering under shelter of Commercial Bay (3) 

 

Figure 108: View of performance as audience increased in size 
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6.4 Dancer Requirements 
 
 

To fulfil the audience requirements, the architect must ensure the dancers platform to perform is 
equipped with all the necessary support for a great performance. 
 
The first problems we encountered was site access and storage.  Our performance required large 
equipment such as timber boxes, portable speakers, a drum kit, music stands, and speaker stands.  We 
arrived in a hired storage van having to illegally park on the footpath opposite the Ferry Terminal.  
Performers with large equipment would struggle to organise an event at the space because of these 
problems. 
 
Power stations were situated around the site for exhibitions, however, access to these power terminals 
was restricted without any guidance or encouragement for performance usage.  A need for easy access 
to power would save large amounts of money encouraging more artists to perform.  No access to power 
meant we had to spend an extra $300 hiring portable speakers, financially limiting ourselves for regular 
performances. 
 
Surface materiality is the Tap Dancers instrument, responsible for sound projection and music quality.  
Without the appropriate stage surface, we struggle to produce a strong performance.  The permanent 
concrete pavement at the site meant we had to alter the nature of our surface by performing on timber 
boxes.  This became very restricting as our total stage surface was reduced to 1200x1200mm.   
 
 

 
 
 
 
 
 
 
 

Figure 109: Waitemata Atea  
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Figure 110: Locked power outlets 

 

Figure 111: Power used for council use  
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In conclusion, I believe Tap Dance unlocks the potential of the site.  An architecture that listens to the 
requirements of the artistry, means the space can truly become a consistent event zone, one that 
supports and encourages the performing arts.  Tap Dancing in this space proved the resonance concept, 
unlocking its hidden potential based on the audience response.  There is a need for performance in this 
space, the people of the city proved this by watching and offering money for more.  The resonance 
revealed design requirements to improve the dancer and audience experience such as site access, 
storage, power, surface treatment and the full audience experience of Tap beyond the audible.   
 
The next chapter analyses this important relationship between the Tap Dancer and ground.   
Success of any Tap performance is the Tap Dancers sound, the ability to wow the audience by making 
music with one’s feet.  The timber boxes we performed on allowed us to elevate and uplift the space, 
unlocking its potential.  The site relies on the participation of performers and assumes the usage of space 
for public shows.  This is only possible through a deeper understanding of the performer’s 
requirements. 
 
By starting the design process with performance, these requirements allow the architecture to frame the 
artistry, supporting the performers to elevate and unlock the potential of the site.  Architecture should 
follow the performance, without assumptions and reliance.  Designing open space cannot assume 
performers will perform.  A space must support and encourage the needs for performers.  The architect 
who follows the dancer who follows the audience.    
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Chapter 7: The Tap Dancers’ Ground 

 

This chapter will explore the Tap Dancer’s relationship to Ground by first discussing the importance of 

surface materiality not only as an instrument, but as a sign of respect for the artform.  In my experience, 

resonance has never been consistent because of the ground surface we are often expected to perform 

on.  As Tap Dancers, we treat the ground as our instrument, people misunderstand this and as a result, 

expect us to perform on surfaces with inadequate sound projection.  World renowned Tap Dancer 

Savion Glover explains Tap as a sensitive artform, something to be passed down with integrity.  Surface 

materiality affects the preservation and appropriate presentation of the artistry.  It is wrong to represent 

Mozart on a keyboard, it is wrong to represent Tap on vinyl. 

The concept of the reflective ground will also be discussed through photography.  It is important to 

understand how the Tap Dancer defines ground as it can be interpreted in many ways.  I see the ground 

as a mirror, a rhythmical threshold as music is channeled upwards from beneath the surface into the 

dancer’s body.  The feet reflect rhythms drawn from within the ground followed by the dancer’s body 

movements that reflect the feet.  One follows the other in succession as the Tap Dancer plays the 

ground.   

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

Figure 112: Vinyl 

 

Figure 113: Raised Plywood 
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7.1 Savion Glover | Respect for the Artform 

 

Savion Glover, one of the world’s greatest living Tap Dancers, was best known for his New York 

Broadway show Bring in da Noise Bring in da Funk during the 90s.  He also played the character 

Mumble, the Tap Dancing penguin in the movies Happy Feet 1 & 2.  He was recently asked to take part 

as a guest in NBC’s TV show World of Dance created by Jennifer Lopez.   

 

 

 

 

 

 

 

 

 

 

 

 

 

  

Figure 114: Bring In Da Noise Bring In Da Funk | Choreographed by Savion Glover 
Broadway New York  
1996 

 

Figure 115: Savion Glover performing at New Jersey Performing Arts Centre (NJPAS) 
“The Tap Dance Kid” 1980’s Show Reboot | Choreographed by Savion Glover  
2019 
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During an interview by one of the journalists from Hollywood Today, he was asked to share his opinion  

of Tap and how it is presented. 

“In what way do you feel like this show helps to keep Tap Dance alive?” 

- Hollywood Today  

“Tap Dance is still a sensitive artform as far as how it is presented.  As long as we can continue to 

present the dance in a way that doesn’t allow us to sacrifice its integrity, we are happy to be a part of 

them.  With a production like World of Dance, we understand they have the Hollywood thing to do, 

which is cool, but we don’t want to send the wrong message to the homes and to the kids about Tap 

Dancing.  How it is presented, how it is preserved, how it sounds, what we are asked to perform on.  

We can’t go all the way to the top because we are dancing on Marley (sheet vinyl) when really we need 

wood.”41  

- Savion Glover 

Unlike other dance styles, we treat the ground as something to be played, tuned, and manipulated.  

Glover explains that the surface material we perform on is crucial when it comes to performance 

success and appropriate representation.  Without acknowledging the ground with respect for the 

artform, Tap is misinterpreted and presented incorrectly.     

 
41 Hollywood Today, Savion Glover Discusses the History of Tap Dancing & the lost art. 

Figure 116: Gregory Hines (left) and Savion Glover facing off at the American Tap Dance Foundation's New York City Tap Festival 

 July 12, 2001 

 



92 
 

7.2 The Static Theatre 

 

I have been asked to perform in many all-style competitions like World of Dance, and so far, I am yet to 

experience a major event that recognizes the importance of Ground as a sign of respect for the artform.  

A common material used at these events is vinyl, also known as Tarkett flooring or Marley.  This 

material is used to assist dancers with ground shock, stability and balance, however, for Tap Dancers, 

we do not need this.  We use the ground to create music by sliding, stamping, shuffling, and knocking.  

Vinyl makes it extremely difficult for Tap Dancers because of its poor sound projection and surface 

friction.  Expecting Tap Dancers to perform on the same floor as a ballet or hip-hop dancer is a sign of 

misunderstanding and disrespect for our artistry. 

The theatre’s inability to recognize and accommodate the needs for Tap means we are often forced to 

adapt.  It is one thing to say Tap Dancers are free to compete in an open competition, but without 

recognizing what is required, Tap Dancers are already at a disadvantage.  This is like providing pianists 

with an organ in an open music competition.   

 

I have come to realise Tap Dancers require a different theatre, one that recognizes our needs and 

requirements for resonance to thrive.  The design of a Tap Theatre specific to the artform of Tap would 

acknowledge the artistry as something to be respected with integrity.  The passing down of steps has 

always been a sacred moment.  The Africans dance steps to remember those who came before, a way of 

keeping ancestors close as they journey through life.  A Tap Theatre would mean the preservation of 

our artistry, providing the opportunity to experience the artform for what it’s truly meant to be. 

 

 

 

Figure 117: World of Dance Qualifiers D’Angelo Brothers, Photo by Justin Lubin/NBC | Marley Floor Surface 
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7.3 The Reflective Ground 

 

The Reflective Ground is a concept that visualizes the ground as a mirror, a musical threshold as 

rhythms are brought to the surface through the execution of steps.  This is how we define our ground, 

an instrument capable of channeling music.  A Tap Dancer is the musician, dancer and conductor all in 

one.  As we dig our heels and toes into the ground, rhythms are pulled to the surface from beneath, the 

harder the heels dig, the deeper the pitch.  The feet reflect the rhythms from within as though a mirror 

communicates appearance from which we cannot see.  The rhythms are then transferred upwards as our 

body movements present the rhythms outwards towards the audience through our torso, arms and 

fingers.  The role of the Tap Dancer’s upper body is to visualize the rhythms through movement as 

though a conductor would visualize the music for the orchestra.  The body reflects the rhythms of the 

feet as though a mirror has been cast at the torso.  Each element, body, feet and ground talk to each 

other as the Tap Dancer performs, guiding each other for the audience to hear through the feet and see 

through the body.  This is how we see the ground, a reflection of the music within. 

Figure 118: The Tap Dancers Reflective Ground | Brandon Carter-Chan  

 



94 
 

In conclusion, the Tap Dancer’s ground is a reflective instrument, a mirror capable of channeling music 

upwards from beneath the surface through the execution of steps.  As seen in the Yorbuan Tradition, 

Africans performed the steps of those who came before, keeping their ancestors close as they journeyed 

through life.  The Tap Dancer’s ground must be acknowledged as scared to the artform and treated with 

respect.  It is wrong to expect a pianist to perform Mozart on a keyboard as much as it is wrong to 

expect a Tap Dancer to perform on vinyl.  The static theatre assumes it is acceptable to treat a Tap 

Dancer as a ballet and hip hop dancer, failing to recognize the unique requirements for our artistry to 

thrive.  We require a different theatre, a Tap theatre capable of acknowledging our artform as separate.  

The next chapter conducts a site analysis of the chosen site Waitematā Ātea, Lower Queen Street Public 

Realm.  Designed in collaboration with Māori Iwi, I found this site to be the perfect location for 

Aotearoa’s first Tap theatre. 

 

 

 
 
 
 
 
 
 

 

Figure 119: The Tap Dancers Reflective Ground | Students of Brandon Carter-Chan 
Left to Right: Jessica Wang, Amelia Irwin, Emily Cooper, Bethany Hendrikse, Shania Carter-Chan 
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Chapter 8: Waitematā Ātea| Lower Queen Street Public Realm 

 
This chapter analyses the chosen site Waitematā Ātea, Lower Queen Street Public Realm, Auckland 

CBD.  I found this site to be the perfect location for a Tap Theatre as it was recently developed as an 

event zone and pedestrian interchange by Jasmax Architects.  Performing at the site revealed major 

opportunity for entertainment in Auckland City, a chance to spread joy through Tap. 

 
Jasmax named the site ‘Waitematā Ātea’, designed as a surface pattern following Māori architecture 

principles.  In collaboration with local iwi, the site was designed as a welcome into Auckland City.  The 

surface pattern reflects the original river and shore that runs through Queen Street accompanied by a 

floating Whariki Mat, symbolizing the central event zone.   

 
The cultural and historical similarities between the African and Māori people share a common bond 

through colonization, slavery, and sacred ritual.  I believe Tap Dance has the power to establish a special 

relationship between Māori and African culture, expressing the beauty, strength, and integrity of our 

cultural roots.  Being of Māori decent, I felt proud to share the mana of Tap Dance at this location.  

Auckland City, also known as Tāmaki Makaurau meaning the city of many lovers, calls for an 

introduction into the city through moments of joy, the basis on which Tap Dance was founded.   

 

 
 
 

 

Figure 120: Waitematā Ātea, Lower Queen Street Public Realm 

Queen Street, Auckland, NZ 

Designed by Jasmax Architects 

2020 
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8.1 Site Analysis 
 
 

Lower Queen Street Public Realm is located at the centrepoint of Quay Street, Ferry Basin, Admiralty 
Basin, Takutai Square and Queens Wharf, part of Auckland’s City Rail Link Project.  The space was 
designed as the civic and cultural heart of the city as well as an arrival space and public transport hub.42   
 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
42 Williams, “City Rail Link – Urban Realm Lower Queen Street.”  

Figure 121: Downtown Public Spaces | Open Space Network 

 

 
Figure 122: Transformational Change and Connectivity  
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Designed in partnership with local iwi, the architecture acknowledges Maori culture.  The design 
philosophy reflects the merging of both the Waitematā and Waihorotiu, the original river and shore 
running through Queen Street into the ocean.  The two waters are connected through the Whariki 
situated in the middle of the space as a symbol of unity.  The imagery of the Waitematā, Waihorotiu 
and Whariki is visualized through surface patterning imbedded within the concrete pavement.43   
 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
The centrepoint of the space known as Ātea was taken from the term Marae Ātea meaning an open area 

in front of the Wharenui where formal welcomes to visitors take place and issues are debated.  The 

patterning of Ātea was inspired by the Māori Whariki Mat also known as Whariki Takapau, rolled out 

to add mana to important ceremonial and cultural events.  A Māori welcoming experience into 

Auckland through events and performance.44  

 
 

 

 

 

 

 
 

 
 
 
 
 
 
 

 
43 Williams, “City Rail Link – Urban Realm Lower Queen Street.”  
44 Williams, “City Rail Link – Urban Realm Lower Queen Street.” 

Figure 123: Cultural Integration | Design Narrative Concept Imagery 

Figure 124: Atea, the Māori Whariki Mat 
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Figure 125: Merging of the two waters, brought together through the Whariki 
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Figure 126: Waitematā Ātea | Site Plan 

Figure 127: Waitematā Ātea | Isometric Diagram 
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8.2 Waitemata Atea & Tap Dance 
 
 

Maori architectural principles of Waitemata Atea align beautifully with the history and artistry of Tap 
Dance.  Colonisation meant the Maori people suffered for many years similarly to the slavery Africans 
endured on their way to America.  Maori treat their land as tapu meaning sacred, a concept 
misunderstood and often ignored throughout history as the British empire took forceful ownership of 
Maori property.  The disrespect of culture forced Maori to adapt, and, in some cases, Maori had no 
choice but to drop their culture entirely.   
 
The African people also treated their land as sacred by acknowledging the ground as the ritual platform 
of musical expression.  Ancestors were made immortal through the execution of steps of those who 
came before.  It was believed the ancestors lived on the bodies of the dancers and by dancing their steps, 
they are brough back to life.   
 
The acknowledgement of ancestors also plays an extremely important role in Maori culture.  Architect 
Bill Mckay quotes, “Maori are constantly aware of history, living deeply in time, so that everything in 
the physical world provokes remembering, rather than focusing on the immediate spatial world and its 
possibilities.”  Maori carry their ancestors with them, the past always guiding the future.  Tap Dancing 
at Waitemata Atea connects the spirits of both African and Maori culture through the production of 
music.  An artform born from hardship, integrity and strength. 

 
 

Figure 128: Cultures sharing the acknowledgment of ancestors through Māori Carving and African Dance 
Left Image: Te Hau-Ki-Tūranga | Central post carvings represent the ancestors Te Horo, Parua, and Kahutapere from top to bottom 
Right Image: “Dancing for Eels,” from New York As It Is, 1848 
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The pavement design of Waitematā Ātea coincides elegantly with the Tap Dancers reflective ground.  

The idea of dancing on the merging rivers represents the mirrored reflection one experiences as they 

stare at the surface of water.  The Tap Dancer reflects rhythms from beneath the surface through the 

execution of steps followed by the upper body whose movements reflect the music of the feet.   

 
The two waters are connected through the Whariki Mat situated in the middle of the space as a symbol 

of unity.  Tap dancing on the Whariki symbolizes this unity, connecting the history, culture, and artistry 

of the great Māori and African ancestors. 

 
 
 
 
 

 
 
 
 
 
 
 
 
 
 

Figure 129: Dancing on Two Waters 
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8.3 Whare Pato | Aotearoa’s Tap Theatre 

 
 

In Chapter 7, I mentioned the need for a Tap theatre specifically designed to accommodate the unique 

requirements for our artform to thrive.  The static theatre forces Tap Dancers to adapt to an 

environment that fails to recognize the authenticity of the artistry.  In times of hardship, Māori and 

African people were forced to adapt to a European lifestyle, leaving behind their cultural traditions.  

Waitematā Ātea recognizes Māori culture as something to be respected, protected, and preserved 

through architecture.  Whare Pato, meaning House of Tap in Māori, will stand as a place of public 

gathering, symbolizing the respect, protection, and preservation of cultural and artistic authenticity.   

 
Waitematā Ātea presents opportunity, providing an area for spontaneous performance.  The site not 

only serves as a pedestrian interchange but an opportunity to bring visitors and locals together through 

performance.  By performing in the event zone, I proved its potential, elevating the space through the 

joy of Tap Dance.   

 
Whare Pato will be Aotearoa’s first Tap Theatre, uniting both Māori and African traditions through 

dance and architecture.  I believe the design of Whare Pato will elevate Waitematā Ātea, generating 

regular city performances for the future.   

 
 
 
 

Figure 130: Live Street Tap Performance in collaboration with Paige Pote and the Fantails Jazz Band 
Tap Dancers: Paige Pote & Brandon Carter-Chan  
Jazz Band: Jenna Aspeling, Andrew Choi, Andrew Botting, Kevin Zeng 
Lower Queen Street, Auckland, NZ 
2021. 

 



103 
 

In conclusion, Waitematā Ātea was designed as the civic and cultural heart of Auckland as well as an 

arrival space for visitors and public transport hub.  In collaboration with local iwi, the site was designed 

as a surface pattern representing the merging of Waitematā, Waihorotiu and Whariki, the original river 

and shore running through Queen Street, connected by the floating Whariki Mat named Ātea. 

African and Māori traditions are historically and culturally connected through colonization, slavery, and 

the sacred treatment of ground.  During these times of hardship, African and Māori people were forced 

to adapt under British rule, often having to leave their cultural traditions behind.  The static theatre 

forces Tap Dancers to adapt in an environment that fails to recognize the authentic requirements of the 

artistry.  Waitematā Ātea represents respect, protection, and preservation of Māori culture, the perfect 

place for Aotearoa’s first Tap theatre.  Whare Pato stands for these values, creating a place of public 

gathering under the protection and preservation of the artform.   

 
Dancing upon the merging river and shore of Waitematā and Waihorotiu coincide beautifully with the 

Tap Dancer’s reflective ground.  A mirrored musical reflection of water, as rhythms are brough to the 

surface from within. 

 
I believe designing Aotearoa’s first Tap Theatre at this space would provide the necessary architectural 

support for regular events, inspiring more performers to perform, uplifting Auckland’s city life.  

Waitematā Ātea plays a major responsibility as it is the first impression of the city.  Whare Pato will 

elevate this experience ensuring all visitors have an incredible first experience into Auckland. 

 

 
 

Figure 131: Live Street Tap Performance in collaboration with Paige Pote and the Fantails Jazz Band 
Tap Dancers: Paige Pote & Brandon Carter-Chan  
Jazz Band: Jenna Aspeling, Andrew Choi, Andrew Botting, Kevin Zeng 
Lower Queen Street, Auckland, NZ 
2021. 
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Chapter 9: Whare Pato | Concept Design 
 
 
This chapter investigates the concept design for Whare Pato at Waitematā Ātea, an architectural 

proposal in response to the thesis question.  The history, theory, and testing of Tap Dance expressed 

throughout the chapters have provided all the necessary design elements for the realization of 

Aotearoa’s first Tap theatre. 

Jasmax designed a surface pattern at Waitematā Ātea, significant in its meaning, however, for us 

performers, it became a major struggle setting everything up.  Site access, power, and ground surface 

became major monetary problems as well as storage for performance equipment.  Aspects such as these 

prevent regular performances from happening because it doesn’t encourage performers to use the 

space.  During our live performance, the audience did not stay for the entirety of the show because 

there wasn’t a sense of place.  Architecture has the power to give the site a strong purpose through Tap 

Dance by recognizing the unique requirements for our artistry to thrive.  Values such as respect, 

integrity, protection, and preservation of culture are expressed at the site through Māori architecture 

principles.  The African origins of Tap share these same values through cultural and historical 

similarities with Māori from the hardships of colonization and slavery to the sacred treatment of land.    

Whare Pato will draw our artistry from underground, giving people the full experience of Tap Dance.  

Resonance comes in three states, the audible, the physical and the visual.  This will be achieved through 

an underground studio that channels the audible, a performance stage that presents the physical, and 

resonance veil that expresses the visual.  The underground studio channels the resonance upwards to the 

performance stage where it is visualized outwards in the resonance canopy above.  This chapter will 

explain the concept of these three elements based on the research of the thesis starting with the 

underground studio.  Whare Pato establishes a beautiful relationship between the African and Māori 

culture, presenting major opportunity for the people of Auckland City through the joy of Tap Dance. 

 

Figure 132: Waitematā Ātea | Cross Section | North Facing 
The Three States of Resonance 
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9.1 The Underground Studio | Concept Design 

 

The sound of Tap Dance originates from within the ground.  Rhythms are produced by digging our 

heels and toes into the surface, drawing the sound out from underneath.  When I teach my students, I 

tell them it’s like digging for gold.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 133: Tap Dance Masterclass with Brandon Carter-Chan 
Te Auaha Creative Arts Institute, Wellington, NZ 
 

 

Figure 134: Tap Dance Masterclass with Brandon Carter-
Chan 
Te Auaha Creative Arts Institute, Wellington, NZ 

Figure 135: Tap Dance Masterclass with Brandon Carter-
Chan 
Te Auaha Creative Arts Institute, Wellington, NZ 
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The African origin of Tap teaches us to treat the ground as sacred, keeping our ancestors immortal 

through the execution of steps.  As we dance the steps of today, we remember those who came before. 

The process of learning and teaching, honors the founding fathers of Tap Dance, preserving our artistic 

roots with respect and integrity.  

 

Figure 136: Brandon Carter-Chan with his orignal Tap teacher Brigid Carter with her oringal Tap teacher Raewyn Burgess 
The ‘Wing’ Tap step passed down the generations 

Figure 138: Brandon Carter-Chan teaching Amelia Irwin her first 
competition steps 

 

Figure 137: Brandon Carter-Chan teaching Emily 
Cooper her first competition steps 
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Designing an underground Tap studio as part of Whare Pato, recognizes the process of learning and 

teaching as scared to the artform, located at the place where our rhythms begin.  The public are invited 

to get involved in the learning of Tap by journeying underground to the source of our music.  A unique 

opportunity to further experience and understand the artistry beyond surface level.   

The concept of ‘Tap Jamming’ is an example of these unique learning opportunities.  A Tap Jam 

involves the trading of rhythms between dancers, the expression of emotions in rhythmic conversation 

through music. 

 

Figure 139: The Australian Tap Festival 2019 | Tap Jam with Omar Edwards from Savion Glovers ‘Bring in da Noise Bring in da Funk’ (1) 

 

Figure 140: The Australian Tap Festival 2019 | Tap Jam with Omar Edwards from Savion Glovers ‘Bring in da Noise Bring in da Funk’ (2) 
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The studio design represents the Tap dancer’s concept of the reflective ground outlined in Chapter 7.  

A circle set within a rectangle symbolizing the mirrored reflection of the audience and Whariki above.  

The reflective ground visualizes the surface as a mirror, a musical threshold as rhythms are brought to 

the surface through the execution of steps.  The learning begins from within the studio, brought to the 

surface when the dancer is ready to perform live.  This is the process in which the music of Tap Dance is 

expressed, originating from within the ground. 

The negative space between the circle and rectangle will hold the supporting functions for the studio 

such as offices, green rooms, restrooms etc.  These functions also provide the necessary requirements of 

the dancers during a live performance outlined in Chapter 6 such as storage, power, and access to site.  

The planning of functions surrounding the studio visualize the Tap Dancer’s analogous space, the idea in 

which the architecture frames the artistry in backstage support.  The audience comes first, followed by 

the dancer, followed by the architect, visually expressed with the circular Tap studio framed by the 

rectilinear functions. 

The way in which people enter the studio follows the surface pattern representing the river Waihorotiu. 

The entrance symbolizes the relationship between African and Māori culture as visitors walk upon the 

sacred river, journeying beyond the musical threshold of the reflective ground towards the core of our 

artistry.   

 

 

 

Figure 141: Underground Studio Concept Plan  
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Figure 142: Framing the Artistry | Analogous Space 

Figure 143: Rich’s drawing of analogous space 
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9.2 The Performance Stage | Concept Design 

 

The performance stage is set directly above the underground studio at Waitematā Ātea, an open 

environment without walls.  Tap Dance never originated in a typical theatre of enclosure but instead 

began on the soils of Africa and the streets of Ireland.  Design Study 3 visualized resonance through the 

production of physical models, placing resonance into the static theatre represented by the 

scenographers black box.  The theory suggested that as the static theatre breaks down, the artistry is 

free to lead the architecture with the resonance growing stronger and stronger.  This was tested during 

the live performance at the site, allowing the artistry to lead the architecture in a design process 

beginning with the dancer and audience relationship.  Based on the performance analysis, the inclusion 

of walls is not necessary.  Tap Dance requires an intimate, collaborative connection with the audience, 

something the static theatre often restricts through architectural controls such as in-built seating.  

Designing the performance stage without walls increases the potential for resonance to thrive.  A non-

exclusive event, encouraging people into the performance for a stronger, intimate experience. 

The African Church captured by Peter Rich demonstrates an architecture capable of supporting 

resonance through the principles of analogous space as the supporter and protector of the artistry.  An 

architecture without walls but instead a temporary boundary marked by a circle of stones, framing the 

activity of church, and acknowledging it as core. 

The natural concrete surface of Waitematā Ātea cannot serve as the Tap Dancers instrument, it must be 

tuned, manipulated, and improved out of respect for the artform.  Chapter 7 discusses the importance 

of the Tap Dancers’ ground, comparing the treatment of surface to the Māori concept of Tapu, the 

scared treatment of land.  Savion Glover explains Tap Dance as a sensitive artform, often subject to 

misrepresentation and disrespect based on the surface materials Tap Dancers are forced to dance on.  

The performance stage requires the design of a temporary stage surface, capable of channeling the music 

from one’s feet. 

 
The design of a temporary stage represents the Māori Whairki Mat, rolled out as a scared platform for 

important ceremonies and events.  The rolling out of the Tap Dancers stage pays respect to the 

treatment of ground on which we dance.  Almost an act of ritual, establishing the important relationship 

between the Tap Dancer and ground.   

 
The shape of the stage represents the Tap Dancer’s analogous space, expressed through the rectilinear 
form of the Whariki Mat, rolled out in scared ceremony.  The stage represents the architecture that 
frames and supports the artistry as the audience completes the circle, reflected underground in the 
planning of the studio.   
 
The stage is designed to be elevated ever so slightly off the ground, encouraging people to stand on the 
same level as the dancer.  Tap Dancers treat the audience as our friends, completing performances 
alongside us, therefore it is wrong to separate this connection with the extreme elevation of the stage. 
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The overall size of the stage is designed to be much larger than we need, inviting the public to share the 
same ground as the Tap Dancer, feeling the vibrations of our feet rather than sit watching in a chair.    
Chapter 3 discussed the Tap Dancer’s definition of resonance as the ‘spontaneous collaboration between 
dancer and audience’.  Dr Jessica Connor revealed opportunity in experiencing resonance not only from 
an audible level, but a physical level as well.  Connor explains resonance as a physical experience 
through vibration, effecting the emotional frequency of the mind.  During our live performance the 
resonance grew weaker as the audience realised there was nothing more to experience than stand, 
watch and listen.  As a Tap Dancer, we feel the vibration of rhythms pulled upwards from beneath the 
surface into our feet.  The shared stage surface will transition the audible musicality of Tap Dance into a 
physical experience through architecture.  This will stimulate collaboration with the dancer as the 
audience is invited to become part of the performance, experiencing multiple states of resonance at 
once.   
 

 

 
 
 

 
 
 
 
 
 
 

 
 

Figure 144: Performance Stage Concept Plan  
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9.3 The Resonance Veil | Concept Design 
 
 

The resonance veil visualises the invisibility of resonance through a transparent, ghost-like fabric in 
reference to the sketches and models of Chapter 3.  The idea was to capture the aura of resonance 
suspended above the performance stage between Britomart Train Station and Commercial Bay.  During 
our live performance, the audience gathered mostly underneath the shelter of Commercial Bay, 
eventually moving into the open forming a circle for a better view of the performance.  As time passed, 
the resonance began to fade because the audience were not exposed to the full potential of the artform 
as well as having to endure constant exposure to heat and sunlight.  The resonance veil protects the 
audience under a light fabric canopy designed as a cloak, protecting, and preserving the artform as the 
architecture watches over the artistry. 
 
 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

  Figure 145: Resonance Veil Concept Plan  
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In conclusion, the concept design for Whare Pato represents an architecture that follows the artistry, 

listening to the requirements of the dancer who listens to the audience.  The underground Tap studio 

recognizes the process of learning and teaching as scared to the artform, located in the ground where 

our rhythms begin.  The circle set within a rectangle references the Tap Dancers reflective ground, 

mirroring the audience and Whariki above.  The planning of functions visually express the Tap Dancer’s 

analogous space, as the artistry within the circular studio is framed and supported by the rectilinear 

support system.  The performance stage, set directly above the underground studio is designed as a 

temporary sound surface capable of physically channeling music into the bodies of the audience.  The 

temporary stage references the Māori Whariki Mat, rolled out as a sign of respect and sacred treatment 

of ground.  The shape, size and elevation of the stage invites the audience to share the same ground as 

the dancer, stimulating the resonance of the performance through vibration.  The resonance veil 

completes the design of Whare Pato, suspended between Britomart Train Station and Commercial Bay.  

The resonance veil visualizes the invisible nature of resonance, protecting the artistry within by gently 

laying itself above the performance stage.   

 

 

 

 

 

 

 

 

 

 

Figure 146: Whare Pato Concept Plans  
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Chapter 10: Whare Pato | Final Design 

 

This chapter explores the final design of Whare Pato, the culmination of research discussed throughout 

the thesis.  The underground studio, performance stage, and resonance veil are expressed through a 

series of architectural drawings communicating design decisions associated with planning, shape, 

function, materials, and structure.  Whare Pato began with my life experience as a Tap Dancer, tested 

live at the Waitematā Ātea.  I believe architecture must find the balance between theory and reality if 

the people are to come first.  The final design of Whare Pato demonstrates an architecture that listens to 

the artistry.  The architect is not the hero of this project but instead part of the backstage crew, fulfilling 

the real needs of the dancer and audience from behind the curtain.  The purpose of Whare Pato is not 

about the architecture, rather it is the role in which the architecture plays in the design of theatre.  

 

 

 

 

 

 

Figure 147: Whare Pato Final Design 
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10.1 The Tap Studio 

 

The planning of the underground studio symbolizes the Tap Dancer’s analogous space as the 

surrounding functions mirror themselves in plan, framing and supporting the requirements of the 

artistry.  The circular studio, surrounded by the rectangular walls represent the Tap Dancer’s reflective 

ground, mirroring the audience and Whairki Mat set directly above.  Visitors enter the studio down a 

flight of steps, transitioning themselves beyond the threshold of the reflective ground.  A zig-zagged 

pathway mimics the surface pattern of the river Waihorotiu as though journeying underground into the 

core of where our rhythms begin.   

As visitors make way through the entrance, they are met with an open plan circulation space designed as 

a flexible green room.  Meeting rooms, offices, restrooms and recording studios surround the Jam 

Studio in support for the artistry, providing the necessary requirements for the running of classes, live 

shows, and events.  A light, ghost-like fabric used to visualize resonance wraps the borders of these 

spaces.  During a live performance, the vibrations are channeled into the rooms through kinetic poles, 

moving the fabric as though the building has come alive.  In case of maintenance, service access for these 

surrounding spaces is located between the surrounding walls, designed for easy accessibility.   

The storage room is located beyond the Jam Studio designed to accommodate the performance stage 

above.  This room functions as a platform elevator, lifting the temporary stage equipment to ground 

level for the setup of live shows.  The act of rising from within the ground references the process in 

which the artistry of steps is executed.  As we dig our heels and toes into the ground, rhythms are 

pulled from beneath the surface.  The action of stage emerging from the ground complements the 

physical technique of Tap Dancing.   

The choice of materials represents the history of Tap Dance used to distinguish elements of the Tap 

Dancer’s analogous space.  The walls and floors of the surrounding functions are collectively set in 

cobblestone, referencing the activity of clogging, a predecessor of Tap Dance performed on the 

cobblestone streets of Ireland.  The dividing walls between offices, meeting rooms, and restrooms are 

concrete with a stainless-steel finish referencing the industrial revolution, a time where workers of Irish 

decent would percussively dance in the streets of England.   

The floor of the open plan circulation space is set in sandstone referencing the Sandman, another 

predecessor of Tap Dance originating from the sands of Africa. 

The walls and floor of the jam studio is set in plywood, one of the best materials for the projection of 

rhythms representing the coming together of both Ireland and Africa culture.  The ancestors of Tap 

Dance surround the walls of the studio, watching over the artistry as we keep them with us through the 

execution of steps. 
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Figure 148: Whare Pato | Underground Studio Floor Plan  
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Figure 149: Whare Pato Entrance   

 

Figure 150: Entrance to Underground Studio  
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Figure 151: Green Room  

 

Figure 152: The Recording Studio 
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Figure 153: The Jam Studio (1) 

 

Figure 154: The Jam Studio (2) 
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Figure 155: Whare Pato | Underground Studio | Technical Specifications 
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The materials collectively group the spaces according to their role, visually expressed throughout the 

frame, circulation space, and Jam Studio.  Tap dance is about the expression of sound, therefore, I felt it 

was necessary to design an audibility to the chosen floor materials as visitors enter down the steps of the 

river.  The stairs are divided into cobblestone, sandstone and plywood, each emitting their unique 

sounds connected to Tap dance history.  The steps perform like a sprung floor positioned on springs.  

Irish clog dancers would produce the sound of cobblestone against wood, stamping the wooden clogs on 

their feet against the ground.  The cobblestone steps are designed to hit against plywood, positioned 

underneath the springs.  The Africans would perform the Sandman, a dance style that produces music 

from the sound of sand rubbing against the feet.  The sandstone steps crunch against raw sand, 

positioned between the springs and sat on another layer of sandstone.  Lastly, the plywood steps 

perform as the Tap dancers sound surface, sprung against another layer of ply.  As visitors journey 

underneath the river, the sounds of history will ring with every step. 

 

 

 

 

 

 

Figure 156: Whare Pato | Section C-C | Function Details  
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The channeling of light is another extremely important aspect to consider for the underground studio.  

At ground level, the pattern of Waitematā Ātea represents the Whariki floating upon the merging river 

and shore.  By replacing sections of the Whariki pattern with glass, natural light can enter the 

underground studio, representing the Tap Dancer’s reflective ground of mirroring water.  The public 

can visually connect with the artistry from above and below the reflective ground, inviting people to 

take the audible journey underground. 

In terms of structure, the underground studio is supported by a steel beam system used to represent the 

Irish clog dancers working in the industrial revolution.  Universal columns (AS 3679) are specified at 

various locations.  These columns are connected to a ceiling beam system with clip angle joints, 

supporting the concrete and glass surface at ground level.  Lighting fixtures run along the glass frame of 

the Whariki pattern as well as main power lines running across the horizontal beams from the service 

gap. 

 

 

 

 

 

 

 

Figure 157: The Tap Dancers Reflective Ground | Turned to water by transitioning the Whariki into glass  
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Figure 158: Whare Pato | Underground Studio Ceiling Plan | Beam Specifications  
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10.2 The Performance Stage 

 

The performance stage is a temporary platform, designed to acknowledge the sacred treatment of 

Ground.  It is important the site remains free for pedestrians when the performance space is not in use.  

The inclusion of glass transforms the surface into the river Waihorotiu connecting the public with the 

learning and teaching of Tap in the absence of live performance.  When a show is scheduled to appear, 

the storage unit emerges from underground, providing the dancers with the necessary equipment.  The 

performance stage is then rolled out in layers, divided into eight sections. 

The act of rolling out our stage acknowledges the relationship between Māori and African culture in the 

sacred treatment of ground.  The stage covers the studio in respect for our artform because the ground 

we dance on must present Tap dance with integrity.  The treatment of surface must allow the Tap 

Dancer to channel music comfortably for the appropriate presentation of the artistry.  This design 

decision was based on my years of experience performing on different surfaces.  I believe a simple 

surface that projects the best sound is the respectful way to present the artform.  Whare Pato is about 

architecture supporting the artistry as the architect works from behind the curtain.  Designing 

something structurally extravagant would take away the mana from what this space represents.  The 

laying of our stage over the studio says, I am here to perform Tap Dance, let us respect the artform by 

laying the tablecloth before we dine. 

The first layer is called the sound gap, made from a flexible membrane topped with rubber studs.  The 

second layer is made from bamboo and aluminum, effective materials for sound quality providing the 

option for pitch changing in steps.  Light materials means easier movability as the stage is set up and 

packed down before and after shows.  The Whariki pattern is etched into the surface of the materials, 

adding mana to the performance.  A frame connecting the stage with the ground is added, joined 

together in sections.  This invites the audience to share the same stage as the dancer, collaborating and 

participating in the physicality of resonance through surface vibrations.  Resonance poles are then 

specified at 12 locations, temporarily connected to the poles in the underground studio by passing 

through the stage and ground surface.  As the resonance increases, vibrations travel down the poles into 

the underground studio, moving the fabric.  Eight black boxes are then positioned in a circle, used to 

elevate the Tap Dances sound.  Ever since I began choreographing, I carried the black boxes with me, 

placing them on almost every stage.  The sound produced by the black plywood box compliments the 

ground like a bass player compliments a guitarist, introducing an extra layer of depth to the presentation 

of rhythm.  The inclusion of black boxes adds incredible mana and integrity to the sound of Tap Dance, 

preserving the presentation of the artform.   
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Figure 159: Ground Plan 
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Figure 160: Sound Gap  
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Figure 161: Tap Dancers Stage 
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Figure 162: Stage Frame  
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Figure 163: Resonance Poles 
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Figure 164: Sound Stones  
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Figure 165: Audience Circle  
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10.3 The Resonance Veil 

 

The resonance veil is a light ghost-like fabric that visualizes the invisible aura of resonance, gently laying 

itself over the performance stage.  This process starts with a series of horizontal steel rods, suspended 

between Britomart Train Station and Commercial Bay.  The steel lines represent the stanza in sheet 

music, attached to the walls of the train station and frames of Commercial Bay.  Notes are connected to 

the stanza in a certain position reading the song ‘Time’ by Hans Zimmer, a significant song for Tap 

Dance as it represents the importance of time spent with loved ones through the beauty of music 

without lyrics.  The notes are designed as lights for the stage, changing its level of illumination in 

accordance with the changing of rhythms.  The fabric then gently lays itself onto the stanza, attached to 

the illuminating notes.  During a performance, the resonance poles are attached to the stanza frame, 

moving the veil through kinetic energy.  This provides the audience with the visual opportunity to 

witness resonance levels as the veil continues to change its movement. 

 

 

 

 

Figure 166: Site Plan  
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10.4 Whare Pato | Construction Process 

 

The underground studio, performance stage and resonance veil have each been explained individually.  

This section communicates the build process and function of Whare Pato through a series of perspective 

drawings. 

The drawings start with Waitematā Ātea sectioned at ground level with the aura of resonance visualized 

underneath.  The underground studio is first built, and the surface becomes water, with sections of the 

Whariki turned to glass.  The steel rods representing the music stanza align themselves with the frames 

of Commercial Bay, following the direction of its pathway.  The notes representing Hans Zimmers 

‘Time’ are attached to the stanza functioning as lights for live performances.  The veil representing 

resonance is gently laid over the stanza, attached to the notes of ‘Time’.  When a live performance is 

scheduled to appear the storage elevator emerges from underground, like the rhythms of Tap Dance 

being pulled to the surface.  The sound gap is first rolled out in eight sections, followed by the bamboo 

flooring with the Whariki etched into its surface.  The frame is then added, inviting the audience to 

share the same ground as the dancer.  Resonance poles are positioned in the holes within the stage, 

connecting to the poles underground and stanza frame above, moving the fabric above and below as the 

resonance grows stronger.  The black boxes are set in place, uplifting the rhythms as the Tap Dancer’s 

instrumental companion.  The storage unit descends back underground and the performance begins 

with our live band positioned in the middle.  As the audience grows larger and larger, the resonance 

grows stronger and stronger, visualized through the resonance veil as vibrations travel up and down the 

resonance poles.  The vibrations increase in strength drawing more sound from beneath the ground.  

The physicality of resonance increases as vibrations emerge from the ground, channeling through the 

bodies of the dancers and audience.   

Once the performance is over, the performance stage is packed away into the storage elevator and 

pedestrian freedom of Waitematā Ātea remains.  The resonance veil and underground studio remain 

permanent because they are designed to give back to the space, providing performers with equipment 

such as studio space, storage, shelter, lights etc.  Whare Pato represents architecture in support for the 

artistry, designed to uplift Auckland City through the joy of performing arts.   
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Figure 167: Waitematā Ātea 

 

Figure 168: Underground Studio 
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Figure 169: Stanza Bars & Note Lights 

 

Figure 170: Resonance Veil  
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Figure 171: Storage elevator emerges from underground studio  

 

Figure 172: Sound Gap  
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Figure 173: Tap Dancer’s Stage  

 

Figure 174: Stage Frame  

 



138 
 

 

 

Figure 175: Resonance Poles 

 

Figure 176: Sound Stones 
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Figure 177: Storage Elevator Returns  

 

Figure 178: Performance Begins  
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Figure 179: Audience Growing   

 

 

Figure 180: Audience Growing   
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Figure 182: Audience Growing   

 

Figure 181: Audience Growing   
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10.5 Whare Pato | Cross Sections 

 

The cross sections of Whare Pato communicate information that could not be seen in plan and 

perspective.  The drawings are also presented in an orderly process from the beginning of our live 

performance in Chapter 6, to the final design of Whare Pato.  At the 15min mark, our live performance 

was booming with the resonance growing stronger and stronger.  As time passed the audience began to 

decrease in size with the resonance growing weaker.  Our performance could not provide the full 

experience of Tap Dance because the architecture did not provide enough support.  We needed a way 

to help draw our artistry from underground and have people experience it the best way possible.  Not 

just from an audible level, but from a visual and physical level as well.   

The underground studio supports the needs of the dancers and invites the public to participate in the 

learning of Tap Dance.  Service gaps are built underneath the studio floors connecting the Jam Studio to 

the power surrounding the building.  The plywood floor of the jam studio sits on a grid of macrocarpa 

joists, providing the necessary sound gap for the projection of rhythms.   

The resonance veil is then built, suspended between the walls of Britiomart Train Station and the frames 

of Commercial Bay.  Here visitors can read the song ‘Time’ by Hans Zimmer as they enter the site from 

the south of Queen Street.  The stage, frame, boxes, and resonance poles are then setup when a live 

performance is scheduled to appear completing the requirements for our artistry to thrive.  As the 

audience increases in size, resonance no longer remains invisible and is expressed through the 

architecture of Whare Pato.  The audience can now experience the physical, visual, and audible 

elements of resonance as the vibrations of steps channel upwards from beneath the ground, into the 

bodies of the dancers and audience, through the poles and into the veil. 

Figure 183: Audience Growing   
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Figure 184: Street Performance at Waitematā Ātea 

 

Figure 185: Street Performance at Waitematā Ātea (2) 
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Figure 186: Street Performance at Waitematā Ātea (3) 

 

Figure 187: Street Performance at Waitematā Ātea (4) 
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Figure 188: Street Performance at Waitematā Ātea (5) 

 

Figure 189: Whare Pato | Cross Section | Audience Growing (1) 
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Figure 190: Whare Pato | Cross Section Audience Growing (2) 

 

Figure 191: Whare Pato | Cross Section Audience Growing (3) 
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10.6 Whare Pato | Long Sections 

 

The long sections of Whare Pato communicate the last pieces of design information, sectioned in the 

middle facing Commercial Bay.  The series of drawings follow the same order, from build process to 

live performance. 

The section line cuts the entrance staircase leaving two gaps in this drawing, this is because the staircase 

follows the zig-zagged pattern of the rivers Waitematā and Waihorotiu. 

Plumbing for the underground studio is built into the concrete pad sat between the floor surface and 

ground material.   

The storage elevator functions as a platform elevator, pushed, and pulled by 6 large pistons.  Access to 

the pistons is in the storage room.  The staircase leading into the piston room remains permanent as the 

storage platform moves upwards to ground floor.   

 

 

 

 

Figure 192: Whare Pato | Cross Section Audience Growing (4) 

 



148 
 

 

 

 

 

 

Figure 193: Whare Pato | Long Sections (1) 

 

Figure 194: Whare Pato | Long Sections (2) 
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Figure 195: Whare Pato | Long Sections (3) 

 

Figure 196: Whare Pato | Long Sections (4) 
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Figure 197: Whare Pato | Long Sections (5) 

 

Figure 198: Whare Pato | Long Sections (6) 
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Figure 199: Whare Pato | Long Sections (7) 

 

Figure 200: Whare Pato | Long Sections (8) 
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Figure 201: Whare Pato | Long Sections (9) 

 

Figure 202: Whare Pato | Long Sections (10) 
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Figure 203: Whare Pato | Long Sections (11) 

 

Figure 204: Whare Pato | Long Sections (12) 
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Figure 205: Whare Pato | Long Sections (13) 

 

Figure 206: Whare Pato | Long Sections (14) 
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Figure 207: Whare Pato | Long Sections (15) 

 



156 
 

10.7 Physical Model Photos 

Figure 208: Physical Model (1) 

 

Figure 209: Physical Model (2) 
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Figure 210: Physical Model (3) 

 

Figure 211: Physical Model (4) 
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Figure 212: Physical Model (5) 

 

Figure 213: Physical Model (6) 
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Figure 214: Physical Model (7) 

 

Figure 215: Physical Model (8) 
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Figure 216: Physical Model (9) 

 

Figure 217: Physical Model (10) 
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Figure 218: Physical Model (11) 

 

Figure 219: Physical Model (12) 

 



162 
 

 

Figure 220: Physical Model (13) 

 

Figure 221: Physical Model (14) 
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Figure 222: Physical Model (15) 

 

Figure 223: Physical Model (16) 
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Figure 224: Physical Model (17) 

 

Figure 225: Physical Model (18) 
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Conclusion 

 

Tap Dance has been a part of my life for as long as I can remember.  It has provided me with 

opportunities I never would have thought to experience such as teaching, choreography, shows, 

competitions, and events.  This thesis has allowed me to express my passion for Tap Dance alongside 

architecture, something I am extremely grateful for.  Under the incredible supervision of Architect 

Jeremy Smith, I had the privilege to explore the relationship between the two.   

My years of performance experience had me recognize problems associated with the design of theatre.  

As Tap Dancers we are often forced to adapt, compromising artistry for architecture.  The static theatre 

means the generalization of dance styles assuming a great theatre for Ballet means a great theatre for 

Tap.  I thought to myself, if performance environments were designed to accommodate the needs of the 

Tap Dancer, would that change the way we look at theatre design.   

The Ground is our instrument, our platform of musical expression.  The treatment of surface materials 

protects and preserves the integrity of our artistry.  By this I mean the appropriate presentation of 

rhythms.  It is disrespectful to force a Tap Dancer to dance on vinyl as much as it is disrespectful to 

force a pianist to play Mozart on a keyboard.  When I dance, I see the ground as a reflective mirror, a 

musical threshold capable of channeling rhythms from beneath the surface through the execution of 

steps.  The African origins of Tap teach us that as we dance the steps of today, we remember those who 

came before.  Like the Māori concept of tapu, the ground is sacred to our artform. 

Resonance we define as the spontaneous collaboration between dancer and audience, an invisible 

connective energy that rises and falls during a performance.  The resonance of a Tap performance 

comes in three sensory states, physical, visual and audible.  As we dig our heels and toes into the 

ground, rhythms are pulled to the surface creating a physical sense of musical vibration, channeling up 

the dancers body, and expressed visually and audibly through the dancers body movements and 

footwork.  Design Studies 1 & 2 visualized the invisibility of resonance as a ghost-like aura, a mist 

expressed through sketches and modelling. 

The way in which Tap Dancers perceive the ground and resonance is unique.  We require a different 

theatre, one that recognizes Tap Dance as a sensitive artform, separate from other styles of dance with 

specific, individual requirements that support, protect and preserve the integrity of our artistry.     

The African origins of Tap had me come across the architecture of Peter Rich, establishing the 

connection between Tap Dance and architecture.  Rich spoke of a concept known as analogous space, 

the place of harmony between artistry and culture.  This concept became that connection, inspiring a 

similar approach I called the Tap Dancers Analogous Space.  This means the architecture frames, 

supports, preserves and protects the integrity of Tap Dance.  The architect is not the hero of theatre 

design but instead part of the stage crew, in backstage support from behind the curtain.   

The Tap Dancers Analogous Space theorized that if the architectural elements of theatre such as the 

walls, floors and roof are stripped back until there is nothing but the rawness of live performance, 

resonance will be free to provide the answers for architectural support.  A process that begins with the 

purity of live performance, revealing the necessary architectural requirements for artistry to thrive.   

This theory was tested live at the chosen site Waitematā Ātea, revealing these architectural 

requirements for the dancer and audience.  The site Waitematā Ātea was chosen because of its function 

as a pedestrian interchange and event zone designed with Māori architectural principles.   
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The shared cultural and historical relationship between African and Māori culture meant this became 

the perfect location for Aotearoa’s first Tap Theatre which I named Whare Pato meaning House of Tap 

in Māori 

Whare Pato represents the culmination of research throughout the thesis.  An architecture that follows 

the dancer who follows the audience, listening to the requirements of the artistry.  Whare Pato 

combines Māori design principles with a dance style of African decent, expressed through the Tap 

Dancer’s notion of ground and resonance.   

I believe the artistry of Tap Dance has so much to offer the practice of theatre architecture, raising 

questions about the role in which architects play.  As a Tap Dancer, my goal in performance is to stand 

on the same stage as the audience.  I don’t believe in the isolated planning of choreography before the 

dancer hits the stage.  In other words, I don’t think the planning of dance should finish before a show.  I 

rarely plan performances, freestyling my way through a show because I want the audience to complete 

the routine alongside me.  There is a beauty in spontaneity, the gut wrenching feeling of the unknown 

whether the audience will reciprocate.  Architecture should never finish before the audience has 

completed it with you.     

Planning and finishing a theatre to its finite detail in the isolation of the office means the dancers and 

audience are forced to adapt.  The architect must go not as the architect, but the humble observer, 

learning the requirements of the dancer and audience through live performance.  Peter Rich took a 

similar approach in the study of Ndebele Homesteads, going on his own and building relationships with 

the people, humbly learning from them.  It was this process that had him discover the concept of 

analogous space.  This is the process in which Tap Dance conducts itself as an artform, the humble 

connection a dancer makes with the audience.  

The effects of COVID19 have created many challenges these past two years.  I am extremely grateful 

Tap Dance has been a part of my life because of the joy it brings during times of hardship.  I strongly 

believe in the power of live entertainment, whether it be dance, magic or music.  Auckland City needs 

more public entertainment especially in tough times like these.  Architecture has the power to make 

that change within our city.  As I move into practice, I will carry the joy and influence of Tap Dance 

with me, in the hope that one day I can help make a real difference.    
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Williams, Evan. “City Rail Link – Urban Realm Lower Queen St”. Paper presented at the NZILA 
Conference Presentation, Auckland, New Zealand, 2018, 18. 
2018 NZILA Conference Presentation_Evan Williams Jasmax.pdf 

Figure 126: Waitemata Atea | Site Plan 
Williams, Evan. “City Rail Link – Urban Realm Lower Queen St”. Paper presented at the NZILA 
Conference Presentation, Auckland, New Zealand, 2018, 19. 
2018 NZILA Conference Presentation_Evan Williams Jasmax.pdf 

Figure 127: Waitematā Ātea | Isometric Diagram 

Williams, Evan. “City Rail Link – Urban Realm Lower Queen St”. Paper presented at the NZILA 

Conference Presentation, Auckland, New Zealand, 2018, 20. 

2018 NZILA Conference Presentation_Evan Williams Jasmax.pdf 

Figure 128: Cultures sharing the acknowledgment of ancestors through Māori Carving and African 

Dance 

Left Image: Te Hau-Ki-Tūranga | Central post carvings represent the ancestors Te Horo, Parua, and 

Kahutapere from top to bottom 

Right Image: “Dancing for Eels,” from New York As It Is, 1848 

Barrow, Terrence. A Guide to the Māori Meeting House Te Hau-Ki-Tūranga, Wellington: Dominion 

Museum, 1965, 7. 
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Seibert, Brian. What the Eye Hears: A History of Tap Dancing. New York : Farrar, Straus and Giroux, 

2015. 

Figure 129: Dancing on Two Waters 
Photo/Image by Author 
Williams, Evan. “City Rail Link – Urban Realm Lower Queen St”. Paper presented at the NZILA 
Conference Presentation, Auckland, New Zealand, 2018, 16. 
2018 NZILA Conference Presentation_Evan Williams Jasmax.pdf 

Figure 130: Live Street Tap Performance in collaboration with Paige Pote and the Fantails Jazz Band 
Tap Dancers: Paige Pote & Brandon Carter-Chan  
Jazz Band: Jenna Aspeling, Andrew Choi, Andrew Botting, Kevin Zeng 
Lower Queen Street, Auckland, NZ 
2021. 
Photo by Author 

Figure 131: Live Street Tap Performance in collaboration with Paige Pote and the Fantails Jazz Band 
Tap Dancers: Paige Pote & Brandon Carter-Chan  
Jazz Band: Jenna Aspeling, Andrew Choi, Andrew Botting, Kevin Zeng 
Lower Queen Street, Auckland, NZ 
2021. 
Photo by Author 

Figure 132: Waitematā Ātea, Lower Queen Street | Cross Section | North Facing 

Movement of Resonance 

Image by Author 

Figure 133: Tap Dance Masterclass with Brandon Carter-Chan 

Te Auaha Creative Arts Institute, Wellington, NZ 

Photo by Author 

Figure 134: Tap Dance Masterclass with Brandon Carter-Chan 

Te Auaha Creative Arts Institute, Wellington, NZ 

Photo by Author 

Figure 135: Tap Dance Masterclass with Brandon Carter-Chan 

Te Auaha Creative Arts Institute, Wellington, NZ 

Photo by Author 

Figure 136: Brandon Carter-Chan with orignal Tap teacher Brigid Carter with her oringal Tap teacher 

Raewyn Burgess 

The ‘Wing’ Tap step passed down the generations 

Photo by Author  

Figure 137: Brandon Carter-Chan teaching Emily Cooper her first competition steps 
Photo by Author 

Figure 138: Brandon Carter-Chan teaching Amelia Irwin her first competition steps 
Photo by Author 

Figure 139: The Australian Tap Festival 2019 | Tap Jam with Omar Edwards from Savion Glovers 
‘Bring in da Noise Bring in da Funk’ (1) 
Photo by Author 
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Figure 140: The Australian Tap Festival 2019 | Tap Jam with Omar Edwards from Savion Glovers 
‘Bring in da Noise Bring in da Funk’ (2) 
Photo by Author 

Figures 141 – 225 

All by Author 
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