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Abstract
Clubs are ritualistic spaces for youth within the city that 
provide escapism from daily realities. Economic conditions 
jeopardise club culture, with a massive decline in clubs 
worldwide in the past 20 years. Heightened again more 
recently with COVID-19, this became acutely apparent locally 
during the #saveourvenues campaign in 2020.

Clubs constitute a form of cultural infrastructure. However, 
there is no provision to protect and maintain clubs in Tāmaki 
Makaurau, Auckland. While COVID presented an acute threat 
in the medium term, the gentrification of our central city 
enclaves presents a more profound risk to local club culture. 
As space is finite within the central city, there is a battle for 
territory. The gentrification cycle restricts and marginalises 
club space, jeopardising their territory and affordability within 
the city. Complicating the issue of recognising, protecting, and 
maintaining club culture in Tāmaki Makaurau, is the fact that 
clubs are transient. With their demographic, economic and 
social fluxes, some last only a night, others years or decades. 
However, as clubbing is an urban form of leisure, they need 
territory in the city. As an already thriving but fluctuating area, 
Karangahape needs recognition and support to establish itself 
as a precinct for club culture.

This thesis asks, “How might an architectural skill-set, beyond 
traditional architectural practice, contribute to sustaining club 
culture and discourse in Tāmaki Makaurau?”
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The thesis sets out and establishes an architectural design 
and production methodology for deployment in club 
environments. This is summed up and titled as Sampling. 
This method takes inspiration from music production’s 
resourcefulness, making the most of emergent technologies 
in their ability to create new things but also reappropriating 
the old in a new manner, replacing the needs for equipment 
and capital. Sampled spaces, objects, and atmospheres 
were unified with emergent technologies to create affordable 
escapist spaces. With this, transient clubs can mutate and 
move as they need. Sampling informs and is informed by 
my physical modelling practices. This modelling practice 
uses Sampled materials with emergent digital fabrication 
technologies, a translation from music to architectural 
production.

This thesis demonstrates my disciplinary knowledge past 
traditional architecture, to tackle issues around: policy, urban 
condition, spatial condition, and culture. Ultimately, this makes 
the case for the role of the architect as a generalist practitioner 
to effectively assess and address issues beyond buildings. 
As part of this, the methodology of Sampling has been set up 
to assist its community in deploying club environments and 
makes the case for Karangahape to be a music precinct and 
the main territory within the city for club culture.
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Introduction
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Arising from the acute impacts of COVID-19 on club culture 
locally with the #saveourvenuescampaign,1 Stage Fright 
explores how an architectural skill-set, beyond traditional 
practice, can contribute to its perpetuation and revitalisation 
within the future Tāmaki Makaurau cityscape. This research 
discusses the importance of physical territory for clubs 
continued germination, but also as community and cultural 
space that is an integral part of city fabric. 

The architectural proposition is positioned at the 
intersection between club culture, cultural infrastructure 
and architecture. Fluctuating between global and local 
scales, the scope broadens to engage with a more extensive 
lineage, then narrows to engage with its local context. The 
broadening role of architects has been inquired, proposing 
an architectural response without a building. This is done 
through a methodology to create club environments whilst 
also advocating for clubs’ territory within Tāmaki Makaurau, 
Auckland. Specificity to this place and electronic underground 
music underpins the project’s lens and output given the 
author’s background. This investigation has cultivated a 
personal practice that is intimately connected to place and 
looks toward the broader possibilities of the architectural 
discipline.

Section One: Club Contemporary, explores the marginal 
nature of clubs and their current state. It discusses the spatial, 
operational and demographic conditions of the contemporary 
club, to understand their decline even before the effects of 
COVID.

1 →   “Save Our Venues.”
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Section Two: Looking Backwards to Look Forwards, assesses 
global and local club culture histories. Movements and fluxes 
along this history are tracked, noting the intersections with 
architecture and cultural infrastructure. 

Section Three: Crate Digging, presents influential thinking 
and projects around the subject field, particularly around 
alternative architectural practice. This articulates the 
broadening of practice, in turn informing the response to help 
revitalise and maintain club culture, without the means of 
designing a building.

Section Four: Producer 01, proposes a methodology to 
create club environments, being the main outcome of this 
thesis. Informed by the research, Sampling is proposed as 
an architectural and modelling methodology sensitive to 
the issues surrounding club culture. This is something that 
is embedded with the histories of club culture, but also a 
productive methodology to continue club creation.

Section Five: The Incessant Night, presents three case studies 
across Karangahape in the Tāmaki Makaurau CBD which 
implement the Sampling methodology. The research and 
intimate work with Karangahape evoke an urban analysis 
that posits; that club culture and the area in which it resides 
is under threat. The case is then made for Karangahape 
to be recognised as a precinct of music, as a preventative 
measure against the imminent pressures of development and 
gentrification.
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Section One:  
Club Contemporary

Figure 1  Lights, bodies and haze 01.
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Clubs have suffered a huge decline in the past 20 years. Even 
clubbing capitals like London have lost half of their nightclubs 
in the past decade,2 and globally one third of clubs shut 
their doors between 2007-2012.3 Conditions instrumental to 
this decline are economic viability and the information age 
zeitgeist. Impacts of technological connection and social 
networks have taken the place of physical connections; 
the body has dissolved. New ways of dating and the Netflix 
economy have developed a restraint in cash-strapped 
club-goers to previous generations, with club spaces not 
as appealing or affordable. Clubs now deal with increasing 
rents and instability, with landlords quick to remove tenants 
at slight trouble.4 “[These] places dedicated to celebrating 
the collective encounter of bodies, through the designed or 
provisional medium of architecture, have lost their relevance.”5 

These issues have been exacerbated by effects of COVID. 
With the closure of the hospitality sector, many places faced 
issues, but little were sabotaged to the extent of clubs. Unable 
to sell things like coffee to supplement their losses, they bore 
the brunt of the impact, exclusively subjected to costs. Being 
in a fragile state before, clubs have gone from surviving to 
suffocating. These effects became acutely aware locally here 
in Aotearoa, with the #saveourvenues campaign of 2020.6 
This was the genesis for Stage Fright, with the author being 
personally impacted by the closure of clubs, alongside many 
others.

2 →   “Even before Covid-19, Nightclubs Were Struggling.” The Economist.
3 →   “Less Dance: The Decline of Clubbing.” The Economist.
4 →   “Even before Covid-19, Nightclubs Were Struggling.” The Economist.
5 →   “Club Amo.”
6 →   “Save Our Venues.”
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The club demographic is particularly important in its 
understanding, something which will be subsequently 
investigated. Clubs are largely represented by youths, being 
particular to them but also to urban environments. With 
modern sexuality also being an urban condition, the club has 
an important (but not exclusive) role as territory for these 
marginalised and youth demographics. Whilst this thesis 
does not tackle the queer aspects of club spaces, Michael 
McCabe’s “Tracing Steps on an Empty Dancefloor”7 does so. A 
thesis by which is connected through its pedagogical lineage, 
which has created space for theses like Stage Fright within the 
University of Auckland School of Architecture.

7 →   McCabe. “Tracing Steps on an Empty Dance Floor, or, Nightclubs as 
Queer Spaces.”
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Definition
This thesis takes on a specific definition of a club, given the 
author’s particular exposure, allowing an element of authority:

An entertainment venue that is open from the evening until 
early morning where people party and dance to recorded 
music, curated and mixed by a DJ. The types of music being 
played are not typical to the charts, more underground music of 
an electronic nature and repetitive beats. The DJs in these clubs 
do not rinse well known songs week-in, week-out. Instead, the 
basis of the selection consists of what deep-cuts resonate with 
them, to be shared through this sonic self-expression of mixing.

The definition of a club this thesis takes, is a hybrid 
definition from ‘discotheque’8 and ‘nightclub’9, with an added 
characteristic of the DJing, to provide a constraint to the 
project’s investigation. This constraint is essential, eliminating 
a large number of bars and ‘clubs’ that cater to the masses, 
using regressive playlists of old classics on repeat, providing 
little for the city apart from intoxication. With these monetary 
driven, and entertainment lacking establishments, comes 
excessive drinking and turn-over in place of artistic expression, 
culture and community.

8 →   Lexico, “discotheque (n.).”
9 →   Lexico, “nightclub (n.).”
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Culture
Club culture first and foremost is about the music. The music 
is the thing that holds all the rest together, and much of the 
work in this thesis may be arbitrary without it. People who 
identify with club culture identify do so because of the music – 
and shared tastes – more than any particular club.10

The following of music is a passion. Trying to stay up to date 
with new releases and discovering new artists. This all stems 
from the feeling evoked when listening to certain tracks, be 
it a physical or emotive response. But these feelings only 
go so far with conventional listening environments. Music is 
experienced differently in a club, with nuances and intricacies 
heightened, bodies able to engage these sounds physically, 
as an individual and as a collective. The nights out strengthen 
that connection to the music. Adding another layer to songs 
through a personal act of listening. This layering and folding 
between music and the context of a club is what makes it 
such a profound space for musical experiences. 

10 →   Thornton, Club Cultures: Music, Media and Subcultural Capital, 3.Figure 2  Film still, Human Traffic, 1999.
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Typology
Clubs as a typology – typically aren’t purpose-built spaces, 
instead, occupying existing spaces within buildings. Operating 
at night, clubs don’t need the same street presence or natural 
light as other occupancies, leaving them to often inhabit 
awkward or left-over spaces in older buildings. Although these 
spaces vary in scale, they tend to thrive in the finer grain city 
fabric given their sub-cultural nature.

As we look at existing clubs – and back through their history 
in Section Two – we can quickly understand that purpose-
built clubs fail. This is due to two main factors: one being the 
cost of design and construction, and another being the static 
and prescriptive nature of purpose-built buildings. While 
design is always welcome and provides good outcomes, 
it comes to an extent in the context of clubs – with too 
much design being a possibility. Too much design means 
that it drives up the price of labour and material outputs, 
especially so in construction. In the context of this thesis, this 
inherently prices out the demographic that it is trying to serve, 
introducing an exclusivity to those who can afford the luxuries. 
Extending off this, purpose-built buildings involve a sizable 
investment, usually benefitting across a long period. However, 
these long-term purposes don’t align with the transience of 
clubs. Purpose-built buildings have a novel pursuit of trying to 
design for periods of fifty years at a minimum, beyond social 
predictability.11 

11 →   Price and Littlewood, “The Fun Palace,” 130.
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In the cases where purpose-built clubs have been 
constructed, they often fall short in their ability to adapt to the 
ebb and flow of demographic, economic and social fluxes. 
Cedric Price suggests that flexibility and adaptability are 
required beyond this period of social predictability.12 To that 
end, clubs are notionally a sequence of events in space, where 
space is only part of the equation and not something that can 
be prescribed.

The spaces that clubs generally end up inhabiting are 
more unconventional spaces not suitable for retail or office 
spaces. A common typological characteristic is subterranean 
space, not needing much of a street presence or daylight, 
tucked away and better suited to containing the sound 
within. Heritage fabric is important, having a fine grain of 
individualised structures amongst a city block, and containing 
much of the aforementioned types of space. These spaces 
are absent from new developments which are over-designed, 
having marketable open-plan spaces at a premium, often with 
residential accommodation above to be more profitable. There 
is no space for clubs in these developments to relish, being 
bland, unaffordable and having residents on-site, providing 
noise constraints.

12 →   Price and Littlewood, “The Fun Palace,” 129.Figure 3  Lights, bodies, haze 02.
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Demographic
Largely applicable to those transitioning from adolescence 
into adulthood, generally between 20 and 30 years old, youth 
are the key demographic of the club. It also has an important 
role for youth, being one of the few spaces within the city for 
them.

Clubbing is a place of escapism, revolving around music, but 
often connects in with other forms of escapism like Aotearoa’s 
prevalent drinking culture. To understand the purpose of the 
club it is important to understand this demographic and their 
milieu which inform their reasons to escape.

Many youths of today are facing many pressures around 
housing, especially here in Aotearoa, seeing them face 
housing precarity and unaffordability along with increasing 
rent prices. For the students among them, pressure also 
comes from the reduction of universities to be about certain 
skill-sets, toward market driven jobs, and the immense student 
debt that comes with it. Also, at this transitional stage of 
their life, from adolescence to adulthood, new freedoms and 
pressures arise, contributing to their escapist desires. Able to 
leave their known lives behind to indulge in the atmospheres 
of the other-worldly, a temporary relief from the realities of the 
day-to-day.
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The club has fluid boundaries for a range of attendees. Some 
may be regular, while others more occasional, able to dip 
in and out as they please. This melting pot brings together 
people from a range of different places and backgrounds 
into one space. Here they are unified through shared 
experience and common interest. These commonalities 
dissolve traditional hierarchies of the day, providing a transient 
community. An important quality which allows for all of this 
and that underpins club culture itself is; inclusivity. In the eyes 
of this research, this quality is essential in the forming and 
operating of club spaces. Therefore, invasions of this condition 
are against the very nature of clubs and are regarded as 
failures. Tackling spatial and constructional issues, exclusivity 
by the way of costs is the main element discussed in this 
document. This is aforementioned, but discussed further in 
Section Two in relation to club culture history.
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Architectural / Spatial Condition
Club’s main motive is transportive, seeking to provide a 
domain of escape and indulgence through music. This other-
worldly aim is driven by the strong spatial conditions of the 
club. Filled with smoke, light, bodies and pioneering sounds, 
the user is immersed in the experience. As this happens, 
these conditions start to dissolve the architecture, becoming a 
container for the spatial conditions.

The spatial condition of a club is very strong. An environment 
focused on music, the off-centre and progressive sounds 
are the main driving force of the experience. Other spatial 
conditions that sit in periphery to the music are smoke, light 
and bodies that fill the room and complete the atmosphere. 
The smoke gives a thickness and near tangibility to the 
atmosphere, becoming a medium which strobing lights 
cut through, all lighting up as bodies are unified in a hazy 
veil. These are the same conditions which start to dissolve 
the architecture of the club. The edges and definitions of 
the architecture’s boundaries dissolve and obscure, taking 
a back seat in the club environment. Dissolving away with 
these atmospheric conditions, architecture often becomes a 
container rather than the subject.
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Figure 4  Atmosphere Container - tracing paper, wire mesh, smoke, 
lasers, 120 x 80 x 70mm.

Figure 5  Empty club [Atmosphere removed] + Line drawing of club 
[Atmosphere and texture removed].
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Whilst the architecture of the club takes a containing role, 
there are architectural conditions that help complement 
the experience of the space. Existing in dense urban areas 
of nightlife, they seek to remove and separate from this. An 
element of procession is important in this way, to take the 
user away from the environment of the public street. The 
subterranean typology excels in this regard, having a vertical 
and horizontal separation, taking users down and into the dark 
hazy space. An open space to fit in the attendees is important, 
having to be carefully selected – negotiating between too 
confined or too sparse, both being uncomfortable. Circulation 
and safety are important in the arrangement of this too, with 
all the areas of the space easily accessible even at peak 
capacities.

The unfortunate reality is that while these factors are ideal, 
space is limited for nightclubs to occupy. Clubs have to often 
jeopardise some of these factors, working with spaces they 
can find, occupy and rent.

+ =

Line Drawing of Club
[Amosphere + texture removed]

Objectified Atmosphere Combined Elements



025

Figure 6  Atmospheric Study Summation.
Figure 7  Objectified Atmosphere 01.
Figure 8  Objectified Atmosphere 02.
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Figure 9  Objectified Atmosphere 03.
Figure 10  Objectified Atmosphere 04.
Figure 11  Objectified Atmosphere 05.
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Figure 12  Objectified Atmosphere 06.
Figure 13  Objectified Atmosphere 07.
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Operational
Clubs in Tāmaki Makaurau and across NZ face the operational 
issue of their cultural aspect not being recognised, instead 
categorised as bars. Comparatively, bars only agenda is 
selling booze and food, from afternoon to late. They have no 
cultural element to them, just getting people pissed,13 while 
listening to recycled playlists. Clubs are unjustly forced into 
this categorisation, not recognised for their cultural aspect 
of music, the sole reason these places exist in the first place. 
This is an operational conundrum where clubs have to enforce 
intoxication limits whilst attendees have had pre-drinks and 
are only able to profit off drink sales.

In 2017, Auckland joined the UNESCO creative cities as an 
official ‘City of Music’.14 This is an important body of work for 
the music scene in Tāmaki, being a valuable international 
link, but arguably more important in its local impact. A body 
for all parts of the sector – from artists to venues – people 
are able to band behind it in a unified voice, something they 
typically don’t have the resources for. Music industry related 
issues are more directly in front of the Auckland Council, 
now accountable for its future at a local and international 
level. After learning of Adelaide becoming a city of music, 
individuals like Mark Roach15 recognised the potential for 
Tāmaki, being an important figure in the shaping of this work. 
It begins to tackle a lot of aspects from the broader field of 
the music industry, but importantly to club culture, some of 
these operational issues which venues face. Whilst a good 
beginning, its effects are still in its infancy and has some way 
to make substantial change.

13 →   Slang for getting drunk.
14 →   “Auckland City of Music.”
15 →   Mark Roach is Special Project Manager at Recorded Music NZ, now 
also the Director of Auckland UNESCO City of Music.
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Figure 14  Re-imaging K Road; CRL, 320 x 190mm. 
Using roadwork equipment during the areas redevelopment.
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Progressive cities like Berlin have addressed some of these 
operational difficulties faced by venues. Recognising their 
strong cultural component – imperative to their inception 
– this has been incorporated into their monetary model. 
Berghain was the first recognised as a cultural institution, 
now extending to all clubs as of 2021. Pamela Schobeß from 
LiveKomm remarked “Music clubs are cultural institutions that 
shape the identity of city districts as an integral part of cultural 
and economic life. Now an outdated law is to be adapted to 
reality. This helps to keep cities and neighbourhoods alive and 
liveable and to protect cultural places from displacement.”16

The new cultural categorisation of these spaces grants them 
a reduced VAT/GST rate given they contribute to the fabric of 
a liveable city. This is something to be taken seriously in the 
context of Tāmaki, given the Auckland Council’s impetus to be 
the ‘most-liveable city’.17 Support for clubs and all other grass-
roots cultural spaces, which continually face gentrification, is 
not to be ignored.

16 →   “Bundestag Calls on the Federal Government to Classify Music Clubs as 
Facilities for Cultural Purposes.”
17 →   et al. Auckland Plan 2050, and Toi Whītiki Auckland’s Arts and Culture 
Strategic Action Plan.
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Figure 15  The old heating plant that is now Berghain.
Figure 16  Re-imaging K Road; National Bank, 320 x 190mm. 

Using roadwork equipment during the areas redevelopment.
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.

With the operational limitation’s clubs face, and an 
understanding of the youth demographic that constitute 
them, an ethos around capital is informed – ‘minimal input, 
for maximum output’. This ethos informed an approach 
carried throughout Stage Fright’s thinking and making, but 
also informs the basis of analysis when assessing clubs from 
an architectural perspective. Purpose-built buildings fail to 
recognise this capital ethos and the transient nature of clubs. 
Rather, successful clubs – in the eyes of this thesis – are ones 
which better incorporate an understanding of their transient 
demographic. This issue is discussed further in the context 
of a club culture history in Section Two. Architecture in the 
traditional sense of buildings, is therefore not the sought 
direction of this thesis. Instead, an architectural skill-set is 
used to address the problems beyond buildings, designing 
something that respects the systems, capital and transient 
constraints these clubs operate within. This is to work within 
them – but where applicable – offer new thought on how 
these systems might be better suited to maintain club culture.

Figure 17  Objectified Atmosphere 08.
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Section Two:  
Looking Backwards to Look Forwards
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The first public entertainment use was in a Parisian bar, La Discothèque, playing 
requested records with drink purchases. Dancing was generally to live American 
swing and jazz bands in Paris, that was until Nazi occupation during WWII.  
Being high on their cultural hit list, the music was outlawed and drove 
underground into cellars. This was when the first congregations of people would 
come to dance to recorded music, shifting away from the live band.
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In this section club culture history is researched to 
contextualise the project along club cultures heritage both 
globally and locally, and ultimately informing the project 
outcome. Traversing club culture history, certain fluxes are 
noticed. The main two which will be called out are that of 
radical and anonymous architecture – the latter term coined 
by Bernard Rudofsky regarding “nonpedigreed” structures 
– more spontaneous, vernacular and rudimentary.18 A loose 
chronology will follow, providing the necessary background 
for the culture and typology as they respectively flux. Despite 
certain commonalities and outlooks within club culture 
across the globe, club cultures are inflected by myriad local 
conditions – not to be viewed as a homogenous global 
culture.19 A localised history is investigated against the global 
history, seeing the importation of club culture into Aotearoa 
New Zealand and how it took on its own nuances. A reflection 
will put forth key aspects which are incorporated into the 
forward-looking response, bringing them into a contemporary 
and localised sense.

18 →   Rudofsky. Architecture without Architects: An Introduction to 
Nonpedigreed Architecture, 2.
19 →   Ref, Club Cultures: Boundaries, Identities, and Otherness, 3.
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Tracing back the origins of the club, we can go back to the 
earliest congregations of people to listen to pre-recorded 
music, in the Parisian bar La Discothèque. During the 1930s, 
American swing and jazz were experiencing a renaissance 
in Paris. At this time, live bands were still very much the 
dominant mode of live performance in Paris, that was until 
the Nazi occupation during World War II. Being high on 
their cultural hit list, the music was outlawed and drove 
underground into cellars.20 With people’s attachment to the 
music and dancing, they started some of the first notable 
congregations of people dancing to recorded music in this 
subversive act, demarcating a shift from live music. In this 
post-war era, the resulting emergent leisure societies21 
provided the context for design and architecture discourse. 
Many progressive designs celebrated new technologies, such 
as audio and visual, critiquing the prevailing conventions 
and with new propositions involving more participatory and 
leisure venues. Joan Littlewood and architect Cedric Price’s 
Fun Palace is a notable example of this – utilising cybernetic 
possibilities to facilitate a flexible, participatory architecture 
of leisure for all. By the 1960s, many towns and cities around 
the world adopted discotheques, a place of unifying potential 
where anyone could come for nocturnal leisure to dance into 
the night.

20 →   Goldman, Disco. Quoted in Garratt, Adventures in Wonderland, 4.
21 →   Herdt. The City and the Architecture of Change: The Work and Radical 
Visions of Cedric Price, 12.

Figure 18  [Previous] Timeline, 1100 x 420mm. 
Mapping the intersections of club culture, cultural 
infrastructure and architecture over a general history.
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Global

Italian Radicals
This post-war era saw an economic and cultural boom, 
altering social aspects of life everywhere with a societal shift 
towards leisure, and in Italy a strong Modernist design force 
was at the helm. The period also saw a highly politicised 
student demographic, malcontent with their milieu, directing 
student occupation of all (but one) universities22 and playing a 
role in other notable civil rights movements of the time.

The nocturnal leisure of the time consisted of ballrooms 
and theatres, traditionally venues of inherent organisational 
structures and class separation. These spaces were stuck in 
tradition, with theatres late events serving the wealthy and 
any spaces for dancing centred around couple’s courtship 
(opposite sex), there was no space for disadvantaged youth. 
In 1966-67, Professor Leonardo Savioli’s taught a studio ‘Space 
for Involvement’ at the Florence School of Architecture,23 
positing the critique of interaction between built architecture 
and the user, asking for a nightclub of sorts to be proposed. 
These youths self-organised, beyond the classroom, to create 
their own participatory clubs. These clubs sought to break 
from Modernism and to break down the social hierarchies 
that surrounded them, forming a transient radical movement, 
intrinsically architectural.

22 →   Mancini, “The Italian Student Movement,” 428.
23 →   Eisenbrand and Rossi, Night Fever: Designing Club Culture, 1960-Today, 
26.
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Figure 19  Ramp entry of L’altro Mondo (The Other World), Rimini, 1967. 
Giorgio Ceretti, Pietro Derossi, Riccardo Rosso.

Figure 20  Interior of L’altro Mondo.
Figure 21  Mach 2, Firenze, 1968. Superstudio.
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A radical counterculture emerged from the modern design 
boom in Italy, instead designing to reject commodification. 
Spaces from this period – although found spaces – were 
recognisably architectural in their stature and occupation. 
Many of them were thought of as temporal sites, having 
various evolving functions across the day – as well as physical 
– collaging and appropriating found objects in tandem with 
visual technologies to create these new relations.
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Figure 22  Bazaar, 1968. Superstudio.
Figure 23  Pratone, 1971. Gruppo Strum.
Figure 24  Piper, Turin, 1966. Pietro Derossi, Giorgio Ceretti, Riccardo 

Rosso.
Figure 25  Piper, Rome, 1965. Giancarlo Capolei, Pinini Capolei, Manlio 

Cavalli.
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New York, Chicago, Detroit
From the deeply architectural work of the Radicals, we 
oscillate toward the more anonymous architecture of New 
York. Through the 1960s and 70s, homophobic statutes 
deemed it illegal to serve alcohol to “known homosexuals” 
and for two men to dance together – enforced by racist and 
homosexual clubs. In the wake of the post-industrial collapse, 
these marginalised groups took advantage of the cheap and 
loosely regulated industrial buildings available.

A NYC apartment – later getting dubbed The Loft – originated 
as a rent-party where host, David Mancuso, would play 
music for partygoers, often fuelled by the then-popular LSD. 
Mancuso’s parties at The Loft were hugely influential to 
club culture, shaping legendary DJ Larry Levan and Frankie 
Knuckles (whose Chicago, Warehouse club, later gave 
name to House music), and where Mancuso himself has 
been praised as being the first person to continuously mix 
two beat-matched songs on separate turntables. With this 
new technique in the arsenal, the narcotised crowd went 
through sonic journeys until the early hours of the morning 
to legendary effect. After learning from Mancuso, Levan 
and Knuckles began to champion the queer club scene in 
NYC, opening Paradise Garage in a collapsed industrial 
area. Paradise Garage was one of the early institutions of the 
proto-disco and queer club scenes in New York. These venues 
involved renowned hi-fi systems with the music priority and 
simple decorations secondary. To avoid police attention, 
membership cards were distributed for entry and no alcohol 
was directly served – instead, presented as juice bars.
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Figure 26  David Mancuso.
Figure 27  Frankie Knuckles and Larry Levan at the Continental Baths.
Figure 28  The Sound Factory dancefloor, New York.
Figure 29  Kieth Haring at the closing party of Paradise Garage, New 

York, 1987.
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With the co-opting of disco – ultimately into the “disco sucks” 
mood closely related to the Saturday Night Fever film – 
something new was sought after. Chicago and Detroit’s large 
disadvantaged black populations were quick to adopt new 
styles of music, seeking a form of escape from their reality. In 
Chicago, the likes of Frankie Knuckles started to do so after 
moving from NYC, becoming the resident DJ at the Warehouse 
club.24 Knuckles chopped up the grooves of Soul and Disco 
tracks but introduced elements from drum machines and 
synthesisers to give them more percussive strength. These 
new record stylings were unavailable for purchase, only to 
be heard at ‘The House’ – giving birth to the House music 
genre. Neighbouring Detroit’s dominant white population 
plummeted in the decade following the riots of the Long Hot 
Summer of 1967,25 leaving the motor-city with epidemics of 
unemployment, poverty, crime and drugs. A culture exchange 
between the two cities saw Detroit pioneers championing a 
progressive sound of their own, Techno. The music had more 
of an emphasis on the drum machines and synthesisers, 
manifesting a high-tech quality, deliberately removed from 
the lifestyles of the decaying city. The music was in dialogue 
with its environment, with the city as its muse – raw and 
melancholic. The sound was quickly adopted and reshaped 
around the world, often to favour a straighter and more Euro-
centric narrative.

24 →   Collin, Rave On: Global Adventures in Electronic Dance Music, 3.
25 →   “The Riots of the Long, Hot Summer,” Encyclopedia Britannica.
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Figure 30  The Warehouse, Chicago. Where House music began.
Figure 31  Abandoned Packard Automotive Plant, 2009.
Figure 32  Roland TR-808 drum machine, realeased 1980-83.
Figure 33  Packard Automotive Plant, 1911. The factory closed in 1958, an 

exmple of the many abandoned buildings, later to be the host 
of underground parties. Richie Hawtin was among those who 
played at the Packard Plant.
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Berlin
Now a well-known capital for music tourism, Berlin is one of 
these European cities which took on their own Techno identity. 
With the collapse of the German Democratic Republic and 
the fall of the Berlin Wall, youths from the East and West were 
reunited. With abandoned buildings common place, temporary 
dancefloors shot up with a strong DIY ethos. Martin Eberle’s 
“Temporary Spaces”26 documents some of these ad-hoc 
dancefloors across a decade through the 1990s. While some 
of these improved spaces were gone soon after the arose, 
many formed commercial institutions against the ephemeral 
attitudes at the scene’s inception. 27 Techno was swiftly 
adopted, resonating with the city at the time, now profoundly 
connected to its culture and identity – recently recognised for 
this cultural affinity.28

26 →   Eberle, Temporary Spaces.
27 →   “A Timeline of Ephemeral Spaces in Club Culture,” 24.
28 →   “Bundestag Calls on the Federal Government to Classify Music Clubs 
as Facilities for Cultural Purposes.”
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Figure 34  Exterioir of Galerie BerlinTokyo, 1996. In Martin Eberle’s 
Temporary Spaces.

Figure 35  Detroit’s Jeff Mills, playing at Tresor, 1998.
Figure 36  Interior of Galerie BerlinTokyo.
Figure 37  Detritus of Galerie BerlinTokyo.
Figure 38  Interior of Berghain, open to the public during COVID as 

an exhibition space.
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UK
During the lengthy oppressive rule of Margaret Thatcher and 
the Conservative party, the Acid House29 movement swept 
across the country’s disillusioned youth. Freshly imported from 
Chicago, Acid House started taking over clubs – particularly 
in London and Manchester – such as The Haçienda.30 Ecstasy 
catalysed the peaceful potential of the music, conceiving 
a period coined the ‘Second Summer of Love’, seeing a 
decline in the frequent ‘football hooliganism’. Shortly after, 
Police began to clamp down on clubs with regular drug use 
and hordes of attendees spilling out onto the streets in the 
early morning hours. With conventional club environments 
jeopardised, things became more political.

Groups began assembling to host free parties in less 
conspicuous venues such as warehouses, morphing into the 
Rave moment. Rave saw one of the largest mass mobilisations 
and DIY cultures emerge, reaching to adjacent anti-capitalist 
squatters and the well-established travelling sound system 
communities – like the Afro-Caribbean communities of 
Notting Hill Carnival. The Thatcherite government quickly 
moved to either; license and commodify the scene or stamp it 
out completely, increasing the penalties for unlicensed parties 
from £2,000 to £20,000 (and up to 6-months prison) with the 
Entertainments (Increased Penalties) Act 1990. 

29 →   Attributed to the squelchy style of sound from the Roland TB-303, 
rather than drug related. 
30 →  [Fig 18 + 42] Ben Kelly design. 

“Maggie should be proud 
of us: we’re a product of 
enterprise culture”
Tony Colston-Hayter: the acid house king
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Despite attempts, raves continued, rearing to a head with 
the week-long party at Castlemorton Common that gathered 
over 20,000 attendees in 1992.31 This paved the way for the 
infamous Criminal Justice and Public Order Act legislating 
against “repetitive beats” in 1994.32

Rave’s brief conquest, with its ethos of communalism, 
unity and hedonism still echo through club culture today, 
particularly its strong aesthetics synonymous with the smiley 
face.33

31 →   Dairymple, James. “The Storming of Castlemorton.” The Sunday 
Times  (31 May 1992): 1. link-gale-com.ezproxy.auckland.ac.nz/apps/doc/
FP1802834397/STHA?u=learn&sid=bookmark-STHA&xid=8dff90a5.
32 →   Mugan, Chris. “Rave On: The Rave Culture of the Late Eighties 
Still Affects Clubbing Today.” (2012). Accessed 21 Jan 2022. https://www.
independent.co.uk/arts-entertainment/music/features/rave-on-the-rave-
culture-of-the-late-eighties-still-affects-clubbing-today-8063324.html.
33 →   John, Henry R.L. “UK Rave Culture and the Thatcherite Hegemony, 
1988–94.” Cultural History 4, no. 2 (2015): 162-86. https://doi.org/10.3366/
cult.2015.0092.

“Maggie should be proud 
of us: we’re a product of 
enterprise culture”
Tony Colston-Hayter: the acid house king

Figure 39  Roland TR-303.
Figure 40  ‘Freedom to Party’ rally, London, 1990.
Figure 41  Spiral Tribe, 1993.
Figure 42  The Haçienda pictured on cover art of New Order’s ‘Here To 

Stay‘ single.

https://link-gale-com.ezproxy.auckland.ac.nz/apps/doc/FP1802834397/STHA?u=learn&sid=bookmark-STHA&xid=8dff90a5
https://link-gale-com.ezproxy.auckland.ac.nz/apps/doc/FP1802834397/STHA?u=learn&sid=bookmark-STHA&xid=8dff90a5
https://www.independent.co.uk/arts-entertainment/music/features/rave-on-the-rave-culture-of-the-late-eighties-still-affects-clubbing-today-8063324.html
https://www.independent.co.uk/arts-entertainment/music/features/rave-on-the-rave-culture-of-the-late-eighties-still-affects-clubbing-today-8063324.html
https://www.independent.co.uk/arts-entertainment/music/features/rave-on-the-rave-culture-of-the-late-eighties-still-affects-clubbing-today-8063324.html
https://doi.org/10.3366/cult.2015.0092
https://doi.org/10.3366/cult.2015.0092
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Local
Although pre-dating the author’s experience, information on 
Tāmaki Makaurau’s club culture heritage is garnered as a point 
of reference and to understand some of the fluxes locally. The 
material on the local history is less documented and more 
informal than many of the previous histories, so is mainly 
offered up as reference on the topic than to be solid, but there 
are learnings to be gleaned from the patchwork of accounts.

The clubs detailed are not a complete account, but a 
select few most particular to dance-music club culture. 
Other notables like Alfies and Staircase are documented in 
“Tracing Steps on an Empty Dance Floor”.34 Audio Culture is 
a repository on everything on music culture in Aotearoa New 
Zealand, but respects it is not wholly reliable and a continuing 
work in progress. Simon Grigg is another key source, 
documenting specifically club culture in Tāmaki Makaurau 
the closest, placing himself at the helm of this history with 
his blog and Facebook group “The lost nightlife of inner-city 
Auckland” preceding a book to be published on the topic. 
Thesis “Number Eight Wired”35 by Stephen Jewell, part of the 
University of Auckland archive, has accounts closer to the 
inception of the dance-music and club culture in Tāmaki to 
help inform some of the mood at the time.

34 →   McCabe, “Tracing Steps on an Empty Dance Floor, or, Nightclubs as 
Queer Spaces.”
35 →   Jewell, “Number Eight Wired: A History of New Zealand Dance Music 
and Club Culture from 1970 to 2001.”
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Figure 43  Selected old clubs of Tāmaki Makaurau.
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Aotearoa New Zealand’s club culture was significantly shaped 
through the country’s affinity with the UK – having close 
ties and a prominent Overseas-Experience (OE) culture. Off 
the back of a Europe trip in the late 1970s, Peter Urlich was 
exposed to a new Dance-Pop style of music, eager to bring 
it back to Aotearoa’s shores. 36 Tāmaki Makaurau was the 
target, opening A Certain Bar (ACB) alongside Mark Phillips, 
largely attributed to the beginning of Tāmaki’s club culture. 
The country’s liquor laws were also undergoing a period of 
change. Becoming more liberal in the venues and hours of 
consumption, this enabled more entertainment options, to 
arise. ACB was abandoned by its creators in early 1983, joining 
Zanzibar, with Phillips DJing at Quays in the interim. In 1985 
the duo opened The Six Month Club – more of a street name 
accredited to it due to its imminent demolition to make way 
for Aotea Centre. Shortly after creation, Simon Grigg returned 
from two years in the UK, brimful with records.37 He was hired 
to DJ the same night, playing what may have been Tāmaki’s 
first exposures to contemporary club music, directly from the 
UK – who were themselves were distilling the sound of the US. 

36 →   Jewell, “Number Eight Wired: A History of New Zealand Dance Music 
and Club Culture from 1970 to 2001,” 32.
37 →   Grigg, “Auckland Club History - Part One: The 1980s.”
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After a short stint at The Brat, Grigg partnered with Tom 
Sampson to run the Asylum nights at The Galaxy (now The 
Powerstation) in 1986. The pair recruited talented DJ Roger 
Perry, with whose skill, their nights became the first to be 
mixed continuously – much like the contemporary paradigm 
familiar today. They made alterations to the large space, 
making the stage platform accessible by linking between 
the dancefloor and the upper balcony – allowing the crowd 
to transition freely and enabling those to flaunt their moves 
on stage. With Asylum’s success, they convinced 95bFM 
to host their own show Asylum FM on Saturday afternoons 
to start pushing this new sound – much to the dismay of 
bFM’s traditional audience.38 This laid the foundation for the 
impending Acid House explosion in the UK – experienced by a 
lot of New Zealand youth during their OEs – to be assimilated 
into Tāmaki’s club culture. The Asylum, and subsequent clubs 
Playground and Berlin, all ended prematurely by monetary 
greed of the owners.39

38 →   Grigg, “Auckland Club History - Part One: The 1980s.”
39 →   Grigg, “Auckland Club History - Part Two: 1988 to 90.”Figure 44  Asylum dancefloor, now The Powerstation.
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Parallel to the UKs Acid House era, more one-off and large-
scale events – including illegal warehouse raves – became 
more commonplace in Aotearoa alongside the club scene. 
The rave scene never took off, with lengthy organising and a 
small club fraternity in Tāmaki, interest in raves was lost in the 
beginning of the 90s.40 Besides, clubs received new freedoms 
with an “overhaul of liquor laws in 1989 [paving] the way for 
almost total liberalisation of nightlife and round-the-clock 
drinking.”41 

The club scene began to increase, allowing more to be 
dedicated to rawer and uncompromising club sounds. Box/
Cause Celebre was at the forefront, built around the concept 
of resident DJs playing extended sets of new music, picking up 
DJ Greg Churchill in 1995 to legendary effect. Numerous clubs 
and bars – such as Siren (preceding Box), Squid, Alfies and 
DeBretts – created a scene on High Street for a decade from 
the late 80s, all feeding off each other.

40 →   Young, “Raving Mad.” Quoted in Jewell, “Number Eight Wired: A History 
of New Zealand Dance Music and Club Culture from 1970 to 2001,” 42
41 →   Yska, “Nightclubs - Nightclub Boom, 1970s to 2000s.”
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Joining Palladium42 inspired club Don’t Tell Mamas43 on 
Karangahape Road, Calibre (later Whammy Bar) was a venue 
which the rising Drum and Bass community found refuge in 
1995, soon to become a “linchpin” of the club scene.44 Drum 
and Bass nights The Breaks took over Thursday nights, and 
with Roger Perry managing the club by 1998, it became 
the “pre-eminent house music venue of the city.”45 The club 
relished the round-the-clock drinking laws, often until 6 or 
8am, likely fuelled by ecstasy’s new accessibility by the late 
90s.46 With closures of institutions like Box and DeBretts, the 
scene moved up to Karangahape around 1998, where it still 
resides today.

The popularisation of House and dance-music in New 
Zealand in late 90s was marked by the growingly frequent 
international DJ acts, shortly followed by events by Super 
Clubs like Ministry of Sound, selling out events in Aotearoa. 
Initially a rock festival, Big Day Out first introduced a 
dedicated dance-music area Boiler Room in 1999. Suffering 
intense overcrowding with the popularity of acts like Fatboy 
Slim being underestimated, Boiler Room was up-scaled in 
consecutive years following.47 This signalled the integration 
into the mainstream popularity and losing some of the music’s 
sheen. However, with the continuing dispersion of the market, 
demand for more underground niches is substantial in 
Tāmaki’s more recent club history.

42 →   [Fig 68-70] Arata Isozaki designed New York Club.
43 →   Jewell, “Number Eight Wired: A History of New Zealand Dance Music 
and Club Culture from 1970 to 2001,” 45.
44 →   McDonald, “Calibre.”
45 →   Ibid.
46 →   Jewell, “Number Eight Wired: A History of New Zealand Dance Music 
and Club Culture from 1970 to 2001,” 51.
47 →   Ibid, 85.Figure 45  DJ booth at Box.
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.

In summary, clubs’ short life span, along with purpose-
built clubs failed attempts to commodify the culture, is 
substantiated through the research into club culture history 
– often dictated by social circumstances. Tāmaki Makaurau’s 
early clubs served particularly short periods – only a few 
years in most instances – were related to monetary gluttony 
and intensive development in the CBD that subsumed old 
buildings into large developments. Within this local history, 
prominent locations physical territory and proximity between 
clubs helped sustain and grow the scene, with significant 
periods like that on High St, then to Karangahape as it is 
today. Globally, clubs typically arose in rejection of their 
circumstance, subverting these conditions and creating their 
own realities. Some of these were more purposeful, the radical 
architectures, while others more incidental, the anonymous 
architectures. What is shared across these is that they were 
often created and ad hoc and DIY. For some, even their 
locations were ad hoc, as with the mass mobilisation of people 
with Acid House and Rave in the UK. All these circumstances 
generated ad hoc dancefloors for escapism. Similarly, Stage 
Fright rises from clubs growing unviability in the city, the 
acute impacts of COVID, and the yearning to return to the 
dancefloor.
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Section Three:  
Crate Digging
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Create digging starts to articulate the field that Stage Fright 
occupies, bringing in ideas around club culture explored 
earlier, and bridging them more specifically into architectural 
discourse. Schools of thought around alternative architectural 
practice start to be embedded into the project and the 
author’s personal practice. A few architectural thinkers who 
approach architectural practice differently and are interested 
in club design are discussed. Then, precedent projects are 
investigated, architectural examples going back to early of 
music leisure architectures through to the contemporary time. 
These architectural precedents either sit in relation to music, 
or are focused around the ethos understood from earlier 
research – generally the ‘maximum output for minimal input’. 
From here we start to merge the two perspectives – of club 
culture and architecture – to begin an understanding of how 
the two are relevant to each other, and how an architectural 
skill-set may be able to help clubs continuation.

Influential Discourse

Alternative Architectural Practice
A school of thought regarding alternative methods of 
practice is explored through three key texts: Spatial Agency, 
Architects After Architecture and Making Ways. Within these 
texts, examples are provided of the broadening role of the 
profession, with the skills of the discipline applied in non-
normative architectural practice, and at times, leaving the 
profession altogether.
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Spatial Agency
Nishat Awan; lecturer in architecture at University of Sheffield, 
Tatjana Schneider; professor of architecture at the Technical 
University of Braunschweig, and Jeremy Till; head of Central 
Saint Martins - University of the Arts London, are the authors 
of seminal text Spatial Agency. It explores and articulates 
the importance of broadening the architectural profession, 
to bring architecture out of its closed feedback loop, self-
perpetuated through outdated pedagogical and professional 
practice models. Spatial Agency breaks out from self-imposed 
limits of traditional architecture’s production of beautiful 
objects in the form of buildings. Instead, Spatial Agency 
removes itself from “internalised or objectified discourse and 
places [itself ] firmly in the messier, and less controllable, 
realm of social dynamics.”48 Importance is consequently 
placed on tackling issues toward meaningful change, at the 
very core of why most students begin to study the profession 
– to make the world a better place.

“The production of space is inherently political and that 
to participate in its production entails not only the taking 
into account of momentary social responsibilities but also 
the appreciation of long-term consequences.”49 This is the 
formative basis for which the author’s thinking and approach 
to future practice and design incorporate. Beginning with 
Stage Fright, these issues are implicit throughout with social 
responsibility and long-term foresight key drivers, focused 
through the context of club culture in Tāmaki Makaurau.

48 →   Awan, Schneider, and Till. Spatial Agency: Other Ways of Doing 
Architecture, 51.
49 →   Ibid, 38.
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Architects After Architecture
Architects After Architecture continues this school of 
thought, edited by Harriet Harriss; Dean of Architecture at 
Pratt Institute New York, Rory Hyde; Associate Professor in 
Architecture at the Melbourne School of Design, and Roberta 
Marcaccio; lecturer at the Architectural Association London. It 
shines the light on some of those who have ‘left’ architecture 
to other disciplines – with its broad applicability – and to 
those who still consider themselves within architecture but are 
redefining its limits.

Architecture has become increasingly rarefied, arguably in 
breach of its ‘grand bargain’ foundation to apply this exclusive 
knowledge for the benefit of all. This is also depicted with the 
comparison made that, despite lengthy training, architects 
earn less than brickies.50 The broadening of the discipline 
is, therefore, necessary to address this lack of societal 
importance to avoid extinction.

“The great challenges we face do not conform to neat 
disciplinary silos, but cross over into the messy space 
between politics, economics, culture, and – critically for 
architects – spatial thinking.”51 Stage Fright starts to draw in 
these parallels, dealing with problems specific to club culture, 
spread across this messy space between these factors. This 
begins to ground the project and future practice within the 
outlining of the profession’s new direction.

50 →   Pitcher, “Brickies ‘Earn More Than Architects’.” Quoted in Harriss, Hyde, 
and Marcaccio. Architects after Architecture: Alternative Pathways for Practice, 
15.
51 →   Ibid, 14.
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Focus starts to shift to these civic values, no longer bound to 
the creation of buildings but dealing with the systems which 
create them and beyond with the far-reaching application of 
the discipline’s skills. “In this version, the architect is recast 
as a creative mediator, bridging between different forms of 
knowledge, seeking clarity amongst complexity, bringing 
together disparate communities, building and combining 
emotional power with pragmatic potential.”52

52 →   Harriss, Hyde, and Marcaccio. Architects after Architecture: Alternative 
Pathways for Practice, 9.
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Making Ways
Making Ways is important in situating this school of thought 
to Aotearoa New Zealand, edited by Michael Davis; deputy 
head of architecture at the University of Auckland, and 
Kathy Waghorn; associate professor for School of Future 
Environments at Auckland University of Technology. On the 
same tack as Spatial Agency, Making Ways doesn’t “fetishise 
artefacts. Instead, it focuses on what such work might do, and 
how it might do it.”53

These ideas are paralleled to the work of Cedric Price, a 
key paper architect and educator at the forefront of radical 
design – influencing the likes of Archigram. Kester Rattenbury; 
architectural writer and professor at the University of 
Westminster – who has published several items on Cedric 
Price – attended Making Ways and drew the connection 
between Price’s ideas and localised examples of alternative 
architectural practice in Aotearoa New Zealand. The ideas 
of figures like Price and Archigram are still applicable today, 
being formative to Stage Fright, and the contemporary 
examples informing future practice. Stage Fright situates 
itself with this school of thought in its tackling of systems 
and conditions surrounding club culture rather than making 
something centred around designing a fetishised object – not 
to ignore good design, but to reprioritise.

53 →   Davis, and Waghorn. Making Ways: Alternative Architectural Practice in 
Aotearoa, 28.
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Particular areas of attention in Making Ways are formative 
to the author’s current and future practice. These areas are 
around urban futures, advocacy, and financial structures. The 
former two are incorporated into Stage Fright, while the latter 
is important in beginning to understand the structures of 
practice and how non-conventional practice can be formed 
into a paid role for the future.
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Club AMO
Architectural firm OMA, and research arm AMO, have been 
influential thinkers on club culture from the architectural field. 
Club AMO is research on club culture completed during the 
commissioning of OMA by Ministry of Sound, London to 
design their new headquarters – although never completed.

Provocative diagrams and imagery displaying their research, 
characteristic of the firm, portray a compelling story. A 
question of legitimacy sits over its head as the sources of the 
research are not well publicised, but it does largely align with 
other readings. Their mapping of global pressures against 
sub-genre creations is particularly interesting to general 
club culture understanding and discourse. A dichotomy is 
expressed between club cultures’ deep roots in the industrial 
and informal, against the recent commercialisation trends. 
The trends begin to question the sort of impact the neoliberal 
condition is brings to such sub-cultures which originated from 
struggle and egalitarianism – even the engagement of the 
renowned architecture firm is contentious.
 
The proposed scheme for the Ministry of Sound’s 
headquarters conceptualises the temporal aspects of clubbing 
and office spaces. The proposition explores the dynamics of a 
building, having alternating identities between day and night. 
The facade of the building shifts as it transitions into night, 
reading as a new identity while also altering the dynamics of 
the buildings spaces and street, revealing new ways into the 
building. During the day it has a more formal office threshold, 
but an informal threshold presents itself as the facade lifts at 
night, now interacting with the street. 
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Figure 46  Club OMA. 2015. Music subcultures tracked against global 
economic conditions.

Figure 47  Research on the longevity of famous clubs.
Figure 48  The commercialisation of leisure for productivity.
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Temporary Pleasure
Club culture has a deeply rooted informality, manifested in its 
events and occupation. With its lack of formal representation, 
more informal sources seem particularly valid – especially with 
the culture’s uptake of new media. Instagram page Temporary 
Pleasure has been a particularly influential source from early 
in the project. The accounts operator similarly appears to 
have studied architecture, emerging from Ireland. Coming at 
club culture from a similar lens, Temporary Pleasure is deeply 
concerned with a broader field and issues similar to Stage 
Fright.

Temporary Pleasure’s work has extended research, community 
engagement and construction, all disseminated onto the 
online account. The research arm proved a good touchpoint 
for Stage Fright’s early research, having collated information 
and overviews to assist other readings, particularly feeding 
into the Timeline.54 Community engagement has come in 
a few forms. Many posts have continued discourse of the 
subject, with many interactive discussions archived on the 
account, with followers able to contribute. This includes an 
interview with Karim Khelil of Assemble Studios regarding 
club culture and their 2017 Newcastle project.

54 →   [Fig 18] Timeline.
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The construction of spaces was also a prominent form of 
engagement. An early case was in Galway, taking over a 
building for a few weeks as a clubbing community hub. A cafe 
and record store occupied the street level, whilst the upstairs 
was a flexible space for gigs, exhibitions, workshops, and radio 
shows. In 2019, the Temporary Pleasure operator was selected 
as one of twenty participants for the Horst Architecture Lab, 
creating an architectural pavilion as a music stage for the 
festival, continuing the DIY spirit of club culture. More recently 
in November of 2021, this has manifested in a week-long 
workshop to investigate what makes a club. This resulted in a 
DIY dance floor, designed, and constructed by the workshop 
participants for a 10-hour gig.

Temporary Pleasure’s architecture and research shows the 
potential possibilities of outcome through a practice that 
sits on the fringe of architecture – with design, research, 
and community engagement at its core. The author draws 
the connection of Temporary Pleasure’s practice with the 
operations of a spatial agent, outlined in Spatial Agency, 
finding an alternative way of doing architecture, also directly 
related to the field of club culture.

Figure 49  Temporary Pleasure’s DIY club for 10-hour party, Barcelona, 
2021.

Figure 50  Temporary Pleasure contributed to Fala Atelier’s stage at 
Horst, 2019.
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Rave Revolution
London peer Annie Dermawan studied architecture at Central 
Saint Martin’s College, doing her masters project on club 
culture.55 One of Spatial Agency’s authors, Jeremy Till, is the 
head of school at the university – making another connection 
with the field. Dermawan’s stance on the topic comes from 
the perspective as an employee of the club Corsica Studios, 
at the core of the culture and someone who provides it. 
Corsica Studios is an esteemed club incorporating design, 
performance, and music with experimentation at its centre. 
This is ensured through each events concept having to be 
approved, adding an intrigue and culture whilst avoiding a 
pigeon-holing of the studio’s oeuvre.56

The relevance to Stage Fright is through the mutual pressures 
being felt on club culture and the architectural lens. The 
economic pressures, urban development and gentrification 
were apparent, compounded by the impacts of COVID. Some 
of these pressures were acutely apparent in Dermawan’s case 
through development pressures Corsica Studios faced. From 
this, Dermawan’s project took a particularity to the design of 
new developments, pointing out clubs and grass-roots spaces 
are only getting erased with no provisions for them.

55 →   Dermawan, “Rave Revolution.”
56 →   Derossi, Kelly, Moss, and Rossi. “Designer Discos.”



073

The project’s outcome was a case study development of an 
area, with rigorous work on the dynamics of the place through 
an economic and temporal perspective. Details into dealing 
with some of the noise issues were touched on, bringing up 
the ‘Agent of Change’ policy prevalent in the UK. This is a 
provision, if in place, which protects existing occupancies from 
the new neighbours - as they are the new agents of changes 
to the area.

Figure 51  Rave Revolution proposal axonometric.
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Ecosystem - Club vs. NZIA
One area in Dermawan’s project which was formative for 
Stage Fright, was its diagrammatic work. The different 
understanding of field and operation were clearly articulated, 
providing another perspective on the issues Stage Fright is 
concerned with.

‘Ecosystem of a Club’ provided insight into the workings of 
a gig, extending on the author’s perspective as an attendee 
and performer. Rather, the perspective of Dermawan and her 
network articulate the more behind the scenes workings of a 
gig from a world-renowned club.

In the presentation of this ecosystem, the author makes the 
comparison with normative architectural practice as a way 
of understanding across disciplines. Applying the standard 
architectural project stages – as per the NZIA57 – over this 
ecosystem, a new cross-discipline dualism surfaces. With this, 
the architect is comparative to the venue owner, and the client 
to the promoter.

Providing operational insight into the factors at play, this 
piece was important to Stage Frights positioning. Making this 
dualistic understanding starts to inform and articulate how the 
author might insert themselves into this ecosystem, and future 
practice in a fee-paying proposition.

57 →   “The Design Process.”
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Club Culture Ecosystem
Club vs. NZIA Project Stages Comparison

STAGES (%)
NZIA
5%
5%
15%
50%
10%
10%
5%

1
2
3
4
5
6
7

Club
2.5%
2.5%
10%
10%
10%
60%
5%

Original Work (Base):
The Club Culture Ecosystem

Annie Dermawan, 2020
www.raverevolution.online/diagrams

Figure 52  Club vs. NZIA, 420 x 297mm.
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Influential Precedents
A series of architectural precedents are drawn upon after 
the initial historical research into club culture itself. The 
precedents described have commonalities in line with 
ideas observed from the historical research into club 
culture, generally regarding the failure of purpose built and 
prescriptive structures for clubs. What is sought after through 
these precedents is ways of designing that is affordable, 
flexible, and impermanent. These are summarised as three 
themes; the Found, Frame and Temporal running throughout 
the precedents. Although these themes run throughout, they 
are not specifically categorised, as multiple themes are often 
applicable.

The Found – is a theme that deals with pre-existing objects 
and spaces that are adopted for new or original use.

The Frame – deals with ‘soft’ architectures as a structural and 
spatial device which can take over space in minimal, frugal 
and flexible ways.

The Temporal – looks for ways in which things can be altered, 
deployed or mobile, working with impermanence.
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Cedric Price & Joan Littlewood - Fun Palace
Coming at a time with a new emphasis on societal leisure, 
the Fun Palace is conceived as an egalitarian leisure structure 
and given here as an exemplary frame. Price’s radical 
vision involved the incorporation of emergent cybernetic 
technologies into the architecture itself. With its large frame 
above demarcating its territory, the architectural form and 
program could ultimately shift and change through gantry 
cranes. These changes were based on the occupant’s 
desires, incorporated into the cybernetic network, resulting in 
sheltering or opening of public space and shifting programs.

Despite the Fun Palaces flexibility, Price had concerns over its 
rigidity. He wanted it to be a temporal architecture, not being 
in one place for more than 10 years at a time. Unlike traditional 
architectures novel pursuit of being programmatically sound 
for multiple generations, the design was instead based for 
a conceivable period of social predictability, accepting the 
unknown of future technologies and social conditions.

The Fun Palace’s non-prescriptive architecture, through its 
flexible frame and temporal condition, are the core ideas to 
draw between it and the club typology. Clubs are spaces of 
leisure and escape, guided by social conditions which evolve 
quickly relative to traditional forms of architecture. These 
underlying concepts of the Fun Palace, regarding social 
predictability through its flexibility and temporality are on the 
right tack as what is desired.
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Figure 53  Nocturnal view of the Fun Palace, 1964.
Figure 54  Fun Palace promotional brochure, 1964.
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Archigram - Instant City
Archigram are well known for their radical paper architecture, 
use architectural thinking to reimagine the built environments. 
Similarly to Fun Palace, Instant City is project of fantasy born 
from pragmatism, attending to real need with their locality. 
This radical vision adopted recent airship technology as a 
vessel to carry urban infrastructure, silently arriving at rural 
townships overnight to deploy.

Overshadowing the towns which it serviced, the vessels 
infrastructure would transform the existing town conditions in 
a carnivalesque event, bringing theatres and discos among 
other things. This playful proposal harmoniously brings forms 
of urban leisure to the provincial in a temporal and mobile 
architecture, to be packed up, transported and reconfigured in 
the next place.

Instant City’s radically mobile vessel reimagines the temporal, 
exemplary in the way people might take over space for an 
event. In a seamless combination of technology, performance 
and infrastructure, no trace but a memory is left in its wake. 
Instant City’s temporal aspect is considered in the ways which 
clubs might operate or deploy, able to come and go ad hoc.
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Figure 55  Instant City in a field, 1969.
Figure 56  Instant City airship sequence of effect on a town, 1969. 

Complete with disco.
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Gruppo 9999 - Space Electronic
Space Electronic is included as a prime example of the 
found. Part of the Italian Radical movement, many of Italy’s 
politicised and countercultural youth at the time generated 
many experimental clubs. Space Electronic initiated as a 
thesis project for one of the group’s members off the back of 
the ‘Space for Involvement’ studios at the Florence School of 
Architecture. Students were to question the relationship of 
built space and the user in a nightclub proposal.

As cash-strapped students, the emphasis was on the 
found. A former garage was adopted as the space. Many of 
its furnishings were found objects, such as the parachute 
adorning the ceiling or washing machine drums, which were 
upholstered for seating. As in the name, electronic multimedia 
technologies, such as projection, were used. With the non-
functional and non-commercial furnishings became the 
backdrop for visuals, animating the objects to further the 
altered space experience.

Being a pioneer in rethinking the program, performance, 
and participation of a club, Space Electronic is an integral 
part of the canon. Pre-dating record mixing and forms of 
dance-based electronic music, it misses some of its escapist 
potentials – although, its transportive qualities are noteworthy. 
The artificial, kitsch, and unexpected where employed to 
avoid commercialisation in its rejection of Modernism. This 
is achieved through the use of found objects and spaces, 
elevated further with emergent technologies, being the 
principal takeaway from Space Electronic.
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Figure 57  Space Electronic, 1969. Empty main dancefloor featuring 
suspended parachute and upholstered laundry drums.

Figure 58  Space Electronic, full dancefloor.
Figure 59  Space Electronic, section 01.
Figure 60  Space Electronic, section 02.
Figure 61  Space Electronic, plan 01.
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Patchwork Architecture - Dogbox
Completed by budget-driven Victoria University graduates, 
Dogbox is an excellent lesson in the DIY design-build. The 
acquisition of a second-hand set of trusses and pine power 
poles on Trade Me became the core components for which 
the design was ordered around, providing constraints of 
height and width for their design on a cheap provincial site in 
Whanganui.

Coming during a period of discussion regarding New 
Zealand’s housing crisis, Dogbox seemed to break this myth, 
being a frugal (although all labour excluded), yet beautiful 
use of found objects. Recognised as a finalist in architectural 
competitions where budget was not categorised, it held its 
own against the extravagant.

This is a great, and local example of how to repurpose items 
of character in a frugal and DIY spirit to great effect. The 
author makes the comparison with some of the anonymous 
architectures of nightclub past, particularly similar to Italian 
Radical’s like Gruppo 9999 with Space Electronic. Both of 
which, cash-strapped university graduates adopted objects 
and spaces available to them, yet through design thinking and 
skill, generated compelling outcomes.
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Figure 62  Dogbox, 2012. Main elevation with blue trusses and power 
poles visible.
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Hatch Workshop - Nebula Labour Colony + Binsar Farm 
Staff Accommodation
Tāmaki Makaurau trained duo, Hatch Workshop, do work in 
India to improve workers living conditions. Here, budget is key 
to their workability. They design around the mud building skills 
of the workers and found materials of the area. With these 
as the basis of design, scaffolding frames provide the bones 
of the structures to be filled in and covered with the found 
objects and mud walls. For the farm accommodation, this is 
more permanent. In the case of the labour colony, the design 
is for the duration of the projects build. At the conclusion of 
this expected 7 years, they are planned to be disassembled 
and adopted to the next location.

This shows the incredible potential of the scaffolding in a 
budget focused situation. Not to the same extent, but in a local 
and clubbing sense, affordability is paramount. This is to avoid 
too much design to the space – in turn too much involved cost 
– continuing its accessibility for the youth demographic which 
it serves.
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Figure 63  Binsar Farm Staff Accommodation, scaffolding framework.
Figure 64  Binsar Farm Staff Accommodation, under construction.
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Assemble Studio - The Newcastle (Horst Festival)
The frame here is employed in the form of the scaffolding, due 
to its ability to produce a temporal architecture on a budget. 
The architect’s wanted to create an architectural gesture on 
a similar scale of the site’s 14th century castle, undergoing 
maintenance at the time. Sitting lakeside, it took on the form 
of an abstracted hybrid of the castle and a Shakespearean 
theatre.

Drawing a connection to the three levelled Shakespearean 
theatres, 58 this all-sided interpretation serendipitously 
shifted the relationship between spectator and audience. 
The elevated tiers, traditionally for the audience to view the 
performance, became platforms of performance for the crowd 
below. This bears successful spatial queues that flip the 
traditional linear club hierarchy of the elevated and separated 
DJ, instead providing more agency for the user.

With a palette of simple materials, lighting and smoke, 
the framed structure provides an alternative to traditional 
architectural conditions. This ethereal architecture shifts 
qualities in the transformation to night, leaking light and 
smoke, with ghostly bodies projecting onto its facades.

58 →  “Globe Theatre,” Encyclopedia Britannica.
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Figure 65  Silhouettes on the mezzanine of The Newcastle.
Figure 66  The Newcastle at the Horst festival, 2017.
Figure 67  Billowing smoke and ghostly figures onto the facades of The 

Newcastle.
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Arata Isozaki - Palladium
Operating as an interior architecture, the Palladium works 
within the found space of an old theatre. The intervention sets 
up a dialogue between the intervention and the found space. 
The hi-tec addition has strong clean geometries, juxtaposed 
against the ornate details and classical forms of the decaying 
theatre it is situated within. The architecture here seems 
to dissolve in an orgy of technology, with stairs and walls 
embedded with lights. Two mammoth TVs arrays display 
hallucinatory visuals above the dancefloor, constantly shifting 
elevation and rotation fuelling an altered-space experience. 
The gridded structure of the intervention acts as a framing 
device. It frames the crowd in ancillary spaces of the dance 
floor or the above mezzanine, and the crumbling container in 
the distance as it is animated by lights. Architecturally rich and 
impressive, there are many lessons in this large post-modern 
club. Making minimal alterations to the container, Isozaki 
plays with the existing conditions of the found space in his 
intervention, giving it new life through framing and lighting.
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However, although architecturally successful, in the context 
of this thesis it does not demonstrate a sought-after outcome 
– guided by fad and money rather than the egalitarian ethos 
of club culture. Coming off the back of the glitzy Studio 54,59 
the owners were aiming for a specific audience, one of fame 
and fortune. They strategically capitalised on the emerging 
status of Isozaki as a known architect for his debut in America, 
in the unlikely form of a nightclub. Journalist Paul Goldenberg 
had the poignant remark on this at the time “It could almost 
be dismissed as a cynical exploitation of architecture’s current 
trendiness – if the results were not so truly excellent.”60

59 →   Studio 54 launched at the early stages of Disco’s mainstream popularity. 
It soon became world famous, notorious for its celebrity guests and strict door 
admittance along with sex and drug activities in the VIP rooms. In 1980 the club 
closed after just 3 years, with owners Steve Rubell and Ian Schrager convicted 
for evading taxes
60 →   Goldberger. “The Palladium: An Architecturally Dramatic New 
Discotheque,” 3.

Figure 68  Palladium, 1985. Main dancefloor looking back at the 
container which Isozaki’s design sits within.

Figure 69  Hi-tech stairs inserted into the old theatre.
Figure 70  Isozaki’s sketch of Palladium.



092

Orchestra, Vauxhall Gardens  
(Tyers Ownership, 1729-1792)
During Jonathan Tyers’ reign at the Vauxhall Gardens, he 
transformed it into an egalitarian place of entertainment which 
was an escape from London’s unsavoury tropes at the time. 
This revolutionised public entertainment with the crossing of 
arts, music and nightlife.

The octagonal bandstand of 1735 was an avantgarde structure, 
possibly the first solely for music performance in London.61 It 
was an elevated stage for music to be heard throughout the 
Grove. This spatial gesture was also to disrupt the audience 
from requesting popular songs, which was standard practice 
of the time. Instead, the musician’s selection was favoured, 
allowing new material to be performed.

These conditions are also notable in contemporary clubs as 
defined in this thesis – rather than a populist bar or nightclubs 
– where DJs control the selection and have a similar 
phenomenon around playing unreleased music – dubplate 
culture.62

61 →   Borg, and Coke. Vauxhall Gardens: A History. 55-57.
62 →   A culture surrounding the creation of exclusive songs or edits, often only 
heard live by particular DJs. Originating from Reggae, this became prominent in 
club genres like Jungle, Drum and Bass, Dubstep and Garage.
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Figure 71  Vauxhall Gardens Orchestra and Organ buildings, 1751.
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.

In summary, from the commonalities uncovered during 
research into global and local club culture history, three core 
themes were examined alongside architectural precedents. 
The broadening role of the architect was also investigated, 
enquiring its application in assisting club culture. Through 
the architectural precedent projects, overlapping themes of 
the; Found, Frame and Temporal were identified to varying 
degrees across them – respectful of the learnings from the 
demographic studies. In this observation, a way of spatial 
approach is gleaned toward the creation of effective club 
spaces. These themes and learnings from precedents are 
directly extrapolated into a methodology for club creation in 
the following section, through Sampling.
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Section Four:  
Producer 01
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Methodology: Sampling
Sampling is commonly known as a method of music 
production where you reappropriate existing elements in 
the generation of something new. It is a process shaped by 
emergent technologies, bypassing the needs for traditional 
instrumentation and thus removing the capital thresholds 
needed to access it. This section reconceptualises Sampling 
as a productive architectural and modelling methodology – 
where materials, objects and spatial devices are manipulated 
and reappropriated in the creation of space, also utilising 
the emergent technologies. It overviews the translation 
from music production into an architectural and modelling 
methodology. The architectural framework folds in the 
earlier research identified in Crate Digging’s themes to be 
applied in the creation of new club spaces and the modelling 
methodology extends off this with an approach to fabrication 
and materials applicable across scales. The author’s process 
is then discussed, with the incorporation of Sampling into the 
project and the challenges faced in the process.
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Sampling: Music Production Method
Music is the core part of this culture and community, but 
it is also the main spatial condition of a club, altering the 
environment and experience of the space. Recognising this, 
it is important to explain and explore its creation, as these 
advancements change the sound and therefore the spatial 
condition and experience.

Within the sub-genre of alternative electronic dance-music, 
technology has a central role in the sounds created. Moving 
away from the traditional instruments, technologies have 
created new possibilities through effects and workflow. As we 
look back across the Timeline63 we can see new technologies 
– like the drum machine and acid sounds of the 303 – 
conceived whole genres and changed the landscape of music 
since.

Although the new hardware driving this electronic sound 
was replacing the need for instruments, there was not much 
on the market and still required a reasonable investment 
for some of the pioneers. Resourcefulness was key, making 
the most out of what was available. It wasn’t long before 
record players were hooked up to MPCs and old tracks were 
spliced, distorted, and reinterpreted. This was one of the most 
influential methods, used consistently since – Sampling.

63 →   [Fig 18] Timeline.
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Sampling is a method of production that is incredibly cheap, 
often utilising the live instrumentation of old tracks layered 
with new techy sounds and bass of digital interfaces to create 
full and complex arrangements. This connects back to a 
lineage of musical influence, but more importantly, superseded 
the level of instrumentation compared to a traditional artist. 
This accessibility spawned a new age of producers, able to 
do everything from their personal computer, no longer having 
to invest in all the equipment and studio time. Hardware is 
now converted to plug-ins, readily available for most software, 
making things even more cost-effective and accessible. 
Even with this reduction and streamlining of production, the 
possibilities of tracks through Sampling are more flexible than 
ever.

‘Out of Space’ by The Prodigy is used here as a musical 
example. The track Samples portions of the six tracks listed 
below, highlighted in their respective colours. It is visible how 
these segments have been layered into the new song at the 
top, accompanied by new elements.
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Figure 72  Musical example of Sampling, using The Prodigy’s ‘Out of 
Space’, 1992.
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Sampling: Architectural Method
This study imagines Sampling as an architectural 
methodology of resourcefulness, melding old and new, 
utilising technology to create complexity through minimal 
means. 

Understanding the youth community which the club serves, 
affordability is key to keeping things accessible and inclusive. 
While some might think design in the usual sense might be 
compromised, good design is still very much an achievable 
outcome. As we look back through club’s past, we can see this 
in successful clubs from Detroit and the Italian Radicals. While 
the Italian Radicals were more documented and inherently 
architectural, the more anonymous architectures of Detroit 
clubs used similar methods. They Sampled found spaces and 
objects, reinterpreting and melding them through emergent 
technologies to create familiar but otherworldly environments 
on a restrained budget.
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With clubs being transient – between temporary and 
permanent – they are environments that can be changed, 
added or subtracted to as needed in an ad-hoc fashion. The 
author compares Sampling with Charles Jenks’ Adhocism, 
sharing many principles. Jencks describes Adhocism as “using 
an available system in a new way to solve a problem quickly”.64 
Sampling and Adhocism both subvert mass production 
and standardisation, creating their own hybrids amongst 
an anodyne globalism.65 Similarly, these reject modernisms 
purist doctrines of global standardisation like Gruppo 9999 
with Space Electronic, the best realised manifestation this 
methodology – Sampling: space, objects, materials, and 
pop culture in the creation of a captivating club space able 
to mutate and adapt over time. Sampling begins to localise 
within its practice of bricolage through the nuances of each 
piece, curated and designed in space by the architect. Paint 
is a simple tool with found items, able to divert and subvert 
the existing qualities of objects through its homogenisation. 
Simple architectural devices such as frames or scaffolding 
are used to control the spatial arrangements, being the 
supplementary elements to the adhocist creations.66

64 →   Jencks, and Silver. Adhocism: The Case for Improvisation, vii.
65 →   Ibid, viii.
66 →   Ibid, vii.

SAMPLED SPACES
SAMPLED OBJECTS
SAMPLED ATMOSPHERES
EMERGENT TECHNOLOGY

Figure 73  Space Electronic, 1969. Dancefloor with suspended 
parachute.

Figure 74  Overhead projector for projecting onto the internal walls.
Figure 75  Vegetable garden on the dancefloor for the 1971 Mondial 

festival, in co-production with Superstudio. Featuring 
upholstered laundry drums.
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Sampling: Modelling Method
This methodology has been implemented in modelling 
processes throughout the thesis and informed the final 
output. Sampling at a modelling scale incorporates the same 
Sampling of found objects and materials, assisted by digital 
fabrication technologies, such as 3D printing and laser cutting. 
These fabrication techniques enable new possibilities for the 
materials, able to manipulate them with precision through 
laser cutting. 3D printing enables the creation of bespoke 
objects with fine details, exploring tectonics and ways of 
construction in an architectural manner. The models created 
span a range of types and scales, from furnishings to dioramas 
to architectural models, with further possibilities.

The idea is that the incorporation of Sampled materials 
becomes a more generative method of production as opposed 
to a solely premediated fabrication. Placing importance 
on what is existing – reusing contexts and materials – the 
Sampled entities provide a starting point for the ideation 
process, bringing a layering of histories and semiotic 
relationships. The final productions also bring a different type 
of intrigue to them, Sampling the inherent qualities of each 
part, less homogeneous than something purely new.

This unique hybrid quality reinforces the rejection of the 
space’s commodification, similar to the Italian Radicals, 
rejecting assimilation into normative culture and subsequent 
gentrification. This is where the place of design culture is 
important, not imported – off-the-shelve design will not 
provide satisfactory outcomes. A mediator is needed to select, 
modify, and compose the items, working with each unique 
space – much like the role of the architect, promoting the best 
outcomes through bespoke design solutions.
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SAMPLED SPACES
SAMPLED OBJECTS
SAMPLED ATMOSPHERES
EMERGENT TECHNOLOGY

Figure 76  Materials at the architecture building studios, accumulated 
across university projects.

Figure 77  Process photo in the architecture building studios, using the 
3D print prototyping and Sampled materials.
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DJ Booth
Technology is a key point of interest when looking at club 
cultures ecology. The DJ Booth investigates the way in which 
technology has impacted the accessibility of mixing and 
production.

Conventional DJ equipment usually costs multiple thousands 
of dollars, but with technologies like Serato, these have 
been consolidated into smaller all-in-one USB controllers 
at a fraction of the price. Much like music Sampling, this 
has opened the possibility up to a much larger audience, 
revolutionising the next generation of ‘bedroom DJs’. This 
enables people to learn more deeply about the workings of 
the mixing and selection of electronic music – generally genre 
based as they have standardised BPMs enabling consistent 
mixing of tracks. This opens up the possibilities for more 
people to progress towards a paid role and also feeds into 
house parties – another branch of the club culture ecology.

The DJ booth uses a pallet of artificiality, using metal to 
provide a structural frame and Sampled acrylic sheet. 
The frame houses the rudimentary needs of a home DJ; a 
laptop/monitor, a USB controller, speakers and a mixer. The 
equilateral triangle principle - between a two-speaker array 
and the listener’s ears – and the dimensions of the equipment 
formed the basic size. The kink of the triangle principle is 
expressed against the rectangular centre, cantilevering 
speaker arms to the sides. The acrylic sheet casts a coloured 
shadow, while the cut edge condenses light creating a strong 
perimeter glow - often mistaken for one that emits light, even 
in low light.
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Figure 78  DJ Booth, steel, acrylic, 1200 x 540 x 320mm.



108



109

Figure 79  DJ Booth, steel, acrylic, 1200 x 540 x 320mm.
Figure 80  DJ Booth, steel, acrylic, 1200 x 540 x 320mm.
Figure 81  DJ Booth, steel, acrylic, 1200 x 540 x 320mm.



110

Speaker Stack
Club culture exists outside of the club, typically through music 
and mixes. Speaker Stack is a model which investigates the 
ways in which people experience club culture, now able to 
easily access and experience it with technology like online 
streaming and personal headphones.

Listening with headphones provides a form of escapism, being 
able to partially remove themselves from their environment. 
Content from today to decades ago is readily available across 
a spectrum of platforms, able to constantly listen and explore 
from their phones. 

Speaker Stack explores some of the places and ways in which 
club culture can be consumed outside of the club, following 
a user through a hypothetical day leading up to a gig. The 
three portions of a typical sound system are broken down into 
three diorama segments. Beginning with a commute, shown 
in the top stack; followed by the workplace, in the middle; 
culminating in pre-gig drinks, at the bottom, where there 
are multiple users experiencing music together. This model 
explores the fabrication possibilities of 3D printing, creating 
detailed components able to slot together.
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Figure 82  Speaker Stack diorama, 3D printed PLA, paper, 145 x 100x 
180mm. Smoke and laser atmospheric injection.
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Figure 83  Speaker Stack diorama.
Figure 84  Speaker Stack diorama, partially un-stacked.
Figure 85  Bass-bin, the pre-gig drinks, detail 01.
Figure 86  Bass-bin, the pre-gig drinks, detail 02.
Figure 87  Tweeters, the commute, close-up.
Figure 88  Mids, the job, close-up.
Figure 89  Bass-bin, the pre-gig drinks, close-up.
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Radio Catalogue
Leading on from the Speaker Stacks investigation on where 
the club culture can be consumed outside of the club, Radio 
Catalogue investigates the different media’s role on the 
discourse; through the likes of records, mixes, radio shows 
and podcasts.

The abstract model takes the shape of a vinyl record sleeve, 
with some vertical height given representing a stack or 
catalogue of records – linking to an archive and lineage of 
music. Radio station shows allow artists to push the culture 
through unreleased and new music, while also being able 
to dredge up old classics alongside. These shows are also a 
platform for artists to discuss relationships around the songs, 
record labels, releases and upcoming or recent club nights. 
Encapsulating some of club culture’s transience, these show 
recordings become rich resources and archives, now fully 
accessible online.

The model Samples materials accumulated across university 
projects and found objects, using laser cutting for fabrication 
details. The transmitting aspect of radio is given form in the 
speaker cone embedded within the model. Record label 
content is applied to the speaker,  becoming an abstraction 
of a centred record label, dimensionally the same. Across 
the bottom are the four-channel mixers, seen on DJ mixers. 
3D printed radio booths clad with mirrored glass replace the 
knobs, now almost context-less spaces for the global listener. 
The vertical axis they operate on is indicative of the time 
period they are able to access, able to go back to the origins of 
most dance music subgenres. The crossfader represents the 
listener, able to select the content which they listen to – new 
or old, specific or various genres.
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Figure 90  Radio Catalogue, cardboard, acrylic, speaker, 4 channel 
mixer, 3D printed PLA, 310 x 310 x 95mm. Smoke and laser 
atmospheric injection.
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Figure 91  Radio Catalogue, diagonal profile.
Figure 92  Radio Catalogue, speaker label detail.
Figure 93  Radio Catalogue, radio-booth mixer detail.
Figure 94  Radio Catalogue, top profile.
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August 17
In this part, it is important the author breaks from convention, 
addressing personally due to the individual effect of the 
circumstances.

The methodology above was a turning point in the project. It 
formed a principle and way of making, sensitive to many of 
the discoveries throughout the year. This is something that is 
proposed for the community and was to continue to inform 
the rest of my making. Having discovered in myself this year, 
that physical modelling is an integral part of my process, 
this physical making with Sampled objects was going to be 
a large design driver, informing the decisions through the 
objects and materials accumulated and found. Optimism and 
excitement came for a brief few days, until August 17. That 
day, the announcement came for Level 4 Lockdown, effective 
that night. Adding to the earlier lockdown, about a third of the 
project time has thus been spent stuck at home, being deeply 
impactful.

There were many ideas for the process at that point, with 
many having to alter. Some were that; the idea for making 
was to execute each design after each other, taking learnings 
from each one around tolerances and working with objects to 
carry forward to new situations. And, no longer having access 
to digital fabrication and my materials, much of the modelling 
process was severed. Digital preparation was picked up in 
place, and not having the Sampled items available to work 
with intuitively threw off the intended plan and made things 
particularly gruelling.
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Some forced adaptations were particularly difficult to be made. 
The first was the shift back into the digital-only workspace, 
after discovering my preference for tactile designing and 
making. The second was the cancellation of the organised crit 
space, exhibition and 1:1 scale gig to engage with the project’s 
community.

Taking the position that the context of a club was important 
in its understanding, it was organised with local club Neck of 
the Woods to host the final crit. Exposing the critics to a true 
club space, the dark room would be filled with curated sounds 
and lighting to evoke some of the experience of the club. 
Following that, an exhibition and gig was planned to link in 
with Karangahape’s First Thursdays, situating the project with 
its site. The exhibition was to show a curation of club culture 
research and work, including that of Stage Fright, to open a 
dialogue around these issues. Later in the night, this would 
transform into a gig, enacting the space, curated and set up 
as a 1:1 case study. This was to feature some curated local DJs 
with sounds aligning with the ethos of the thesis. Social media, 
a new tool of assembly, was utilised to generate a community, 
disseminating some of Stage Fright’s research and work into a 
public platform and promoting the event itself.67

This required a lot of time preparing and organising to achieve 
a shared physical experience. The continually prolonged 
lockdown however caused a great tension, having to guess 
its extent without much certainty. Eventually a decision was 
made to cancel the event, with a lot of work and hope of the 
project being abandoned, having to quickly turn it around for a 
digital environment.

67 →   https://www.instagram.com/stagefright_nzFigure 95  Cancelled event poster, 400 x 400mm.

http://www.instagram.com/stagefright_nz
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Sitting in parallel was my making. Having physical models as 
an output was still crucial despite the limitations – able to be 
injected with atmospheric conditions. My process was to shift, 
doing as much digital prep as I could for a swift uptake when 
the levels dropped, and to be reconnected with my materials. 
As the lockdown continued to extend, it became more evident 
that the limitations of the lockdown levels could not be 
ignored within the time frame.

However, there are learnings to be taken away from this 
beyond the thesis. There are parallels between the obstacles 
faced during the project to that of the club ethos and 
architectural practice – having to adapt to shifting constraints. 
Whilst it was disheartening to significantly change the plan 
and outcomes of the project – shortly after understanding 
my personal process and workflow – it was what was 
necessary. Some of the necessary shifts – removing the idea 
of accumulated resources for Sampling (stuck at the university 
campus), the use of the workshop from my process, and 
setting up a physical space for the final crit, exhibition, and gig 
– were instead shifted to an online format, far removed from 
the original intent and experiences of a club. Much like the 
ethos of the club, circumstances cannot always be controlled. 
Although things might not all go to plan, they are experiences 
to adapt and learn from, carrying them forward into the future 
iterations – with this only being the first instance.
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Section Five:  
The Incessant Night
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To show the application of Sampling, three case studies 
have been carried out. A 1:1 case study would have a large 
dependency on the materials, objects and spaces that could 
be sourced, and of which were affordable, available, and 
accessible – particularly during the lockdown. Instead, a 1:50 
scale has been selected to bypass some of these factors. 
This enables a range of case studies to be shown – with the 
method applicable across scales – Sampling spaces which 
were recently for lease, creating them as physical models to 
be intervened with by the architect-curator with Sampled 
objects.

Given the nature of the Sampled objects use in the final 
spaces – the ‘ingredients’ – the idea of a taxonomy was 
proposed to the author in the final critique presentation 
to show how they’re coordinated. Sampling, however, 
describes where taxonomy breaks down. Through the use of 
distinctive and anomalous objects – unable to be completely 
premeditated or specified to certain uses – these are unable 
to be neatly contained within a taxonomy. There are still 
repeating features within the spaces, typically baseline 
elements necessary for the operation of a club, such as 
speakers and CDJ’s,68 through to more specific elements like 
modular platforms. In response, a taxonomy has been set up 
to document the use of these repeating features within the 
case studies while the anomalous Sampled objects remain 
unsystematic.

68 →   A specialist piece of hardware for digital music and DJing.
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Sites
The first aspect of Sampling is that of space. The Sampled 
sites straddle the Karangahape ridgeline, being either recently 
or currently vacant, showing a range of the spaces and scales 
which inhabit the area.

Figure 96  Site Map, 420 x 297mm.
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Figure 97  Imagined section between the three sites, 690 x 190mm.



128

x 1 x 1

x 2 x 1

15
.2

5m
2

38
.8

m
2

x 1

x 1

x 1



129

Figure 98  St Kevin’s Arcade case study, taxonomic table.
Figure 99  St Kevin’s Arcade case study, section, 1:50 scale, 250 x 

130mm.
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Figure 100  St Kevin’s Arcade case study model, sectional elevation, 
cardboard, clear plastic, smoke, lights, 1:50 scale, 230 x 160 
x 140mm
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The first is that of former community space, Grow Room, 
upstairs in St. Kevin’s Arcade. The space is small and simple 
box type layout without quirks or circulation, only having a 
single entrance. With the limited floor area and simplistic 
nature of the space, the use of Sampled objects is strategic 
to maximise the spatial arrangement. The wall and ceiling 
planes therefore become the target of embellishment, to 
enhancement the space whilst keeping it functional. Modular 
platforms accompany in a bespoke setup, acting as soft 
partitions and terrain, to be seated or climbed.
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Figure 101  St Kevin’s Arcade space as an office, 2020.
Figure 102  Grow Room at St Kevin’s Arcade, early stages, 2015.
Figure 103  St Kevin’s Arcade case study model, detail 01.
Figure 104  St Kevin’s Arcade case study model, detail 02, window with 

light.
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Figure 105  St Kevin’s Arcade case study model, detail 03.
Figure 106  St Kevin’s Arcade case study model, detail 04.
Figure 107  St Kevin’s Arcade case study model, detail 05.
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Figure 108  National Bank case study, taxonomic table.
Figure 109  National Bank case study, section, 1:50 scale, 500 x 260mm.
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Figure 110  National Bank case study model, sectional elevation, 
cardboard, plastic sheet, 3D printed PLA, steel rod, smoke, 
lights, 1:50 scale, 675 x 400 x 280mm.
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The second site Sampled is an Iconic example of Aotearoa 
Deconstructivism, the National Bank building. The erratic 
design is reconstructed through the modelling methodology, 
possible through the utilisation of emergent fabrication 
technologies. These quirks also provide many points of 
inspiration and constraint for the for the architect-curator to 
inform a response with Sampling. Riffing off the buildings 
theatrical double-height entrance a scaffold frame is erected 
to suspend Sampled ornaments, compressing, and directing 
revellers onto to the dancefloor. Framed modular platforms 
terrace the edge of the dancefloor breaking up the cavernous 
main space. Sampled objects are distorted and reappropriated 
into seating to furnish the glazed rear of the space, providing 
somewhere to rest. Another area of respite occupies the 
mezzanine room, secluded from the intensity of the main 
dancefloor, gazing back across Karangahape through the 
framed openings of the building.
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Figure 111  National Bank corner site, ‘for lease’, 2021.
Figure 112  National Bank case study model, street entrance haze.
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Figure 113  National Bank case study model, detail 01.
Figure 114  National Bank case study model, detail 02.



144



145

Figure 115  National Bank case study model, detail 03.
Figure 116  National Bank case study model, detail 04.
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Figure 117  National Bank case study model, detail 05, mezzanine detail.
Figure 118  National Bank case study model, detail 06.
Figure 119  National Bank case study model, detail 07.
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Figure 120  National Bank case study model, detail 07.
Figure 121  National Bank case study model, detail 08.
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Figure 122  Cross St case study, taxonomic table.
Figure 123  Cross St case study, section 1:50 scale, 500 x 260mm.
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Figure 124  Cross St case study model, sectional elevation, cardboard, 
clear plastic, smoke, lights, 1:50 scale, 700 x 220 x 220mm
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The final Sampled site is a quasi-subterranean space falling 
off Cross St. Wedged between adjacent buildings, the space is 
long and narrow with the Cross St side carved into the ground 
and the other elevated looking out to the motorway. A more 
restrained response is informed by the spatial constraints of 
the narrow space, punctuated by large columns, where the 
spatial arrangement becomes important. Levels of intensities 
are managed with the program down the narrow space, from 
the concrete enclosure under the Cross St end to moments of 
respite towards the glazed end by the smoking balcony.
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Figure 125  Cross St aerial, Sampled site indicated in blue. 
Figure 126  Cross St case study model, detail 01, dancefloor and entry 

stairs.
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Figure 127  Cross St case study model, detail 02.
Figure 128  Cross St case study model, detail 03.
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Figure 129  Cross St case study model, detail 04, Identity Bar.
Figure 130  Cross St case study model, detail 05.
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Figure 131  Cross St case study model, detail 06.
Figure 132  Cross St case study model, detail 07, smoking area.
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Given the projects position at the fringe of architectural field 
– and the strong experiential component to clubbing – a 
narrative style is utilised to envisage the spaces from a user’s 
perspective in an attempt to capture some of the experiences 
of the spaces. These Sampled sites become the setting for the 
narrative in a journey through the night.

Narrative
Friday night rolls around to cap off another working week. 
Arriving back to his flat, Sully starts putting away a couple of 
beers with the flatties. A new mix from their favourite station’s 
Soundcloud fills the background as they debrief their weeks. 
The fridge shortly runs dry of alcohol, prompting the question 
“So are we going out tonight?” Messages circulate, more 
alcohol is bought, they’re going out tonight. Sully hears from 
a friend they’re playing with some local DJs at an open invite 
party in St. Kevin’s Arcade.

Figure 133  Narrative story board, 300 x 300mm.
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[10:30 PM]
Darkness washes over the sky while they continue, then jump 
in an Uber on the way to the party. Arriving to St. Kevin’s, Sully 
and his friends scale the stairs up to the corner room with 
drinks in hand. Through the doorway, Sully is confronted by 
a seating niche with people chattering in front of a narrow 
window. Channelled into the centre of the rectangular 
space, Sully gazes across the room, taking interest in the 
embellishments on the walls and the large window to the right 
framing the illuminated Sky Tower. 

Figure 134  Narrative, part 1, 250 x 250mm.
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Sully convenes with his friends already there on the 
dancefloor. The room starts to pack out as the DJs cycle 
through. Revellers gyrate around the room, climbing the 
terraced platforms defining the dancefloor and the seating 
niche where others cool off – chatting shit. Sully settles into a 
groove captivated by the rippled ceiling as it strobes, adorned 
with a fluorescent mesh catching the lights. A ceiling mounted 
cage brings the gaze back down to the DJ area it demarcates. 
In discussion with newly acquainted friends seated for a break, 
Sully hears about a pop-up club just down the Karangahape 
stretch. Gathering a couple of keen friends, they prance down 
to the main road.

Figure 135  Narrative, part 2, 250 x 250mm.
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[12:00 AM]
Walking towards Queen Street they noticed smoke and 
stretched shadows pulsing against the windows of the erratic 
National Bank corner building out to the street. Entering 
into the building, they break the threshold of sound, now 
engulfed in thumping bass and haze. A scaffold frame 
occupies the double-height foyer, which its top was warped 
with fluorescent mesh. Now moderately inebriated, Sully 
was bewildered by the scale of the oddly familiar ornament – 
double his size. Unable to discern its monochromatic figure, 
it directs him onto the dancefloor, suspended from a framing 
structure above. Walking through the foyer, ribbed transparent 
bollards sit to the left of the group as they enter, visually 
distorting the bodies in the adjacent corner area whilst softly 
partitioning their procession inwards. 

Figure 136  Narrative, part 3, 250 x 250mm.
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As the ceiling lowers, the vast space becomes more intimate. 
Greeting them at the heart of the space is the DJ, encircled 
by the crowd. The energy is recognisably affable, people 
intimately aware of each other in the radial congregation. Sully 
comfortably skirts his way through, towards the large tanks of 
the bar peeping over the crowds’ heads. Time slips by on the 
dancefloor, as silhouettes ebb and flow like a school of fish. 
Temporary friends exchange comments in a constant chatter, 
filling the space underneath the thumping beats. 

Figure 137  Narrative, part 4, 250 x 250mm.
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Sully’s friends called him over towards a back window, 
initially confused as to what they were headed. He realised 
there were seats – unlike anything he’d seen before – ad hoc 
creations baffling them in their inebriated states, keeping them 
entertained for a while. Slumped in the hulking seat, looking 
out the window, an illuminated tree dancing on the street 
steals his attention from discussion. Some of the group decide 
to head home, leaving Sully with his flatmate. Some strangers 
quickly take their seats, breaking out in conversation with the 
two. 

Figure 138  Narrative, part 5, 250 x 250mm.
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Glances and flirtations are exchanged between Sully’s 
flatmate and one of them, shortly corralling the group, they 
slink into the darkness of the dancefloor, finding space by 
the framed platform. Now in the early hours of the morning, 
a certain commitment is garnered by the crowd to their 
hedonistic escape. Revelling in the music, people flaunt 
their moves above the crowd on the platform,69 while others 
swaying with their heads down. Sully’s flatmate is encouraged 
by his new interest to come to a club around the corner. 
Persuading Sully, the three make their way outside towards 
Cross St, turning down the side of the building as lights draw 
figures out onto the street.

69 →   An inversed spectacle-audience relationship from the typical: elevated 
DJ and lower crowd. Figure 139  Narrative, part 6, 250 x 250mm.
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[2:30 AM] 
They walk under the over-bridges of Cross St as a light 
piercing through an open door beckons them in. Thumping 
bass engulfs them as they descend below the road, leaving 
the notion of city life. The mood is notably different – faster 
tempo, darker lighting, and a dense humidity of sweaty bodies. 
The undulating ceiling compresses into the nook by the stairs, 
containing the sound from the blasting sound system in the 
subterranean space. The three are subsumed into the hoard of 
bodies, bouncing to the music, revelling in the moment. 

Figure 140  Narrative, part 7, 250 x 250mm.
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As time escapes them, Sully and a newly acquainted figure 
dance with each other. Sully’s flatmate grabs them both to 
break from the intensity. The four of them pass down the long 
narrow space to the bar. The couples chat and carouse with 
the glow of the glass-block wall to the showers projecting 
figures behind them. Noticing his flatmate furtively disappear 
to the showers, Sully heads down the space his new interest. 

Figure 141  Narrative, part 8, 250 x 250mm.
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The long narrow space takes them down to the back of the 
space, with gridded glass and the smoking area awaiting 
them. Passing through the thick haze and an array of 
anomalous furnishings, they take respite on the seating 
booth by the windows. Swapping tongues70 and exchanging 
lustful whispers under the music, they gaze over the Identity 
Bar71 as people select new looks for the night. A final drink is 
consumed for the night ahead of the next step of their pursuit 
– heading home – to extend their temporary pleasure.

70 →   Slang for Kissing intently.
71 →  Concpet station which has various clothings, outfits, wigs and 
accessories which people can lend for the night, able to explore new identies. Figure 142  Narrative, part 9, 250 x 250mm.
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Karangahape Precinct (Urban Analysis)
Whilst Sampling as an architectural methodology is the main 
outcome of this thesis, issues around clubs’ future urban 
conditions have come to a head as an implication of the 
research. This hypothesis of club culture’s threat in Tāmaki 
Makaurau has been substantiated through the research, 
scrutinising global and local histories, and directly working 
with the Karangahape context. The correlation between the 
CBDs development and clubbing territory is the main cause 
for concern, with the impetus for development towards 
Karangahape requiring urgency on the issue. Particular points 
of issue come from the side effects of new developments, 
strangling out suitable club spaces and bringing new 
residents future nimbyism.72

Although Karangahape is the current home of cultural clubs in 
the city, this was not always the case, as touched on in Section 
Two. Early Tāmaki Makaurau clubs had a general cluster 
towards the Waitematā, later migrating up to the Karangahape 
ridge in the last two decades or so. With clubs’ marginal 
nature and typology outlined in Section One, a knowledge of 
suitable club spaces is understood. Employing an urban lens 
to the significant shift in the city fabric, the intensification is 
pronounced. Tracking these places of occupancy against the 
CBD’s development, a correlation presents itself between the 
density of development and fabric to the placement of clubs.

72 →   Nimby – “Not in my back yard”
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Figure 143  Karangahape precinct within the Auckland CBD.
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As developments in the CBD started to consume multiple 
sites – up to the size of whole blocks – the erasure of clubs 
and suitable spaces were consequence. When clubs started 
to arise in downtown Tāmaki Makaurau, the building stock 
was particularly low-rise and fine-grain given the typical 
construction and style of construction early in the area’s 
development. This quickly changed as these sites were 
amalgamated into large block-sized developments in the 
skyscraper boom. As these large-scale developments 
dominated the downtown area, clubs were displaced, and 
the fine-grain sites which they tended to inhabit became 
increasingly sparse. The migration towards Karangahape 
now becomes clear. The last area in the CBD with this type of 
fabric suitable for club spaces, Karangahape has become the 
main territory for club culture like many others in the margin. 
Encircled by the motorways and populated residential areas, 
Karangahape is now the last bastion for club culture in the 
CBD.

1959

2001

1940
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Figure 144  Example of CBD development density, 1940-2001.
Figure 145  Auckland CBD development impetus, towards Karangahape.
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These patterns of development continue, with the CBD’s 
finite space well covered, the impetus of development and 
intensification focuses towards Karangahape. The street 
consists largely of heritage structures in the form of wedges, 
snaking along the form of the street. The diverse individual 
structures host many thriving tenancies in these spaces, 
characteristic to Karangahape. Comparatively, examples 
like 35 and 17 Karangahape Road – at the Symonds Street 
end – sit in contrast. Near block-sized amalgams, these 
developments host various small street-level shops, but few 
tenancies have lasted more than a couple of years. Although 
offering tenable spaces, these large-scale developments 
do not facilitate the same sort of life in them for these more 
marginal occupancies that make-up Karangahape.

Karangahape is at an urgent crossroads, there is much at 
stake in the near future with the introduction of the CRL 
station and imminent development of the area. The CRL 
project is near completion, introducing two stations into the 
area flanking the ridge. With this, it will ripen the area for 
more development with this central transport hub bringing 
thousands of commuters to and from the area each day. 
As of 2015, only 12 of the 300 heritage buildings in the 
Karangahape area are protected.73 With sites like the iconic St. 
Kevin’s Arcade zoned for 35 vertical metres,74 the potential of 
development is alarming in the short to medium term.

73 →   Miller, “Gentrification Means Auckland Is Facing a Test of Character.”
74 →   Harris, , and Nadkarni. “Redevelopment Fears for Iconic St Kevin’s 
Arcade.”



187

Another issue about these large-scale developments is their 
pension to nimbyism. Wanting to insert themselves into 
a place due to its existing culture, but not contributing or 
respecting it, these developments typically lack provisions for 
some of these marginal occupancies, particularly club spaces. 
This topic of incorporating club spaces into new developments 
is a focus area of Annie Dermawan’s Rave Revolution. Along 
with the subsuming of suitable club spaces, another key 
factor of these new developments is the introduction of more 
residents. While this position is not against the increase 
of living quarters, it is against the overruling that residents 
are afforded over nightlife, usually the source of trendiness 
that guided their relocation. New residents then impose 
personal views on safety and noise on their new area, which 
can impede on existing clubs and nightlife operations. This 
issue has been tackled overseas with the ‘Agent of Change’ 
principle, mentioned in Rave Revolution. This places the 
authority on existing conditions of areas, protecting them from 
issues of new neighbours who are the agents causing change. 
While this principle is a welcome step in recognising these 
general issues of displacement and gentrification, it lacks 
foresight, particularly for clubs. Knowing clubs’ transience and 
short lifespans, this provision does not account for new clubs 
to arise, not allowed to make noise as they would then be the 
agent of change.
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Therefore, Karangahape as a music precinct is proposed. 
This broader denomination is able to hold overlays or 
protections the ‘Agent of Change’ principle tries to achieve 
but can address the shortcomings of longevity through a 
precinct wide approach. Karangahape presents itself as the 
optimal place for implementation. It has a type of fabric that 
compliments clubs – something that can be observed in 
clubbing capitals like London – and has a large nightlife and 
creative economy, either being directly related or adjacent to 
the idea of it as a music precinct. With a strong community 
and culture already existing, starting a new satellite seems 
counterintuitive, instead placing importance on what is 
existing but assisting in its continued growth.

With this precinct wide approach, long-term outcomes are 
prioritised where intensification can still happen whilst placing 
importance on culture. Provisions for these types of spaces 
in new developments or tenancies, noise designations, 
heritage protection and operational changes will be important 
measures in the sustainability of the area and culture. With 
consideration to these issues, Karangahape’s future would 
contribute to the Tāmaki Makaurau’s culture, liveability, and 
economy.
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Section Six:  
Conclusion
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Stage Fright demonstrates the importance of territory within 
existing physical frameworks for clubs’ ad hoc creation 
through affordable, flexible, and impermanent means. These 
drivers, also identified within key architectural precedents and 
club culture history, are synthesised into the methodology of 
Sampling to create successful club spaces, also discussing 
its ability of revitalising and maintaining club culture in 
future Tāmaki Makaurau cityscape. This thesis has examined 
alternate ways of architecture. This alternate way of applying 
an architectural skill-set has begun a process of a different 
approach in the author’s personal way of practicing and 
designing.

This thesis makes the proposition that Sampling is a guiding 
principle in the creation of successful club environments, a 
principle also identified within key architectural figures. This 
starts an adoptable practice of DIY club creation, deeply 
rooted in club culture’s history to tackle the conditions of the 
present. While presented as a digestible concept, the role 
of the architectural designer is imperative in addressing the 
nuances and outcomes of each space.
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This thesis is a case for not only understanding the nature 
of clubs as an architectural topic, but how an architectural 
practice can contribute to their maintenance and future 
growth. The methods outlined are analytical at an urban scale, 
in order to look at the systems that enable clubs to perpetuate, 
and at the same time focusing on the internal nature of clubs’ 
creation at an interior scale. Territory is essential for clubs to 
function and proliferation. The joy of a club experience is in 
the shared bodily and sonic sensations, possible because of 
physical space. Clubs are atmospheric and experiential, as 
well as being significant community and cultural centres for 
youth demographics in a city. The demise of clubs is an urban 
issue. For Tāmaki Makaurau, Karangahape has been identified 
in this thesis as a current precinct for clubs, however it has 
become increasingly difficult for these clubs to operate. The 
present conditions necessitated this proposition, both globally 
and locally. Traditional research provided an understanding 
of these conditions to help target the response. The history 
of club culture has informed the approach, Sampling folds 
the history into a method for space production and digestibly 
presents the learnings.
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The methodology of Sampling, in this thesis, is based on 
the histories of music that have been uncovered, and the 
literal method of music production. Where producers borrow 
and scavenge audio elements from numerous sources, this 
architectural version of Sampling uses found physical and 
spatial objects. This spatial Sampling is fitting with the ad 
hoc, transient and marginal nature of clubs. This method 
has been applied to three case studies in the Karangahape 
precinct, all occupations of current or recently vacant spaces. 
These created spaces happened at 1:50, where the scale of 
the found objects set the parameters for the spaces to exist 
as models for clubs. In this method, the architect acts more 
like a curator, dealing with existing materials, objects and 
space, and composing them to make low cost, temporal clubs. 
While Sampling is not site specific, Karangahape is intrinsic 
to Stage Fright. Situated as the last bastion of the CBD to be 
intensely developed, Karangahape sits as the main territory 
of club culture in Tāmaki Makaurau and to the author’s own 
knowledge. The three Sampling case studies exemplify and 
imagine what Tāmaki Makaurau club culture could look like, 
along the Karangahape precinct, through the application 
of an architectural skill-set. Though Sampling encourages 
temporal and low-cost adoption, the role of the architect is 
still imperative in its application, by their ability to address the 
nuanced requirements for space, object and outcome.
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Beyond the analysis of the nature of an individual club 
space and how they are created, future conditions are then 
speculated on: folding the research of the thesis into an 
urban lens on the area. This uses architectural knowledge 
and understandings to assist the continuation of clubs at 
a view from above, as well as the Sampling method that 
assists from below. The U.K.’s ‘Agent of Change’ policy is a 
significant precedent for how policy-based tactics can be 
applied to assist the continuation of a marginal typology like 
nightclubs, though it does not allow for the introduction of 
new clubs. Recognising the limits of the CBD and the current 
development impetus, a case is made for Karangahape to 
be a precinct of music. Karangahape is a precinct – like 
many globally – continually undergoing gentrification, with 
its defining character getting displaced. Long-term foresight 
and social responsibility are key in this urban analysis. The 
proposition of a precinct style overlay would be a more 
suitable solution than the ‘Agent of Change’ policy for 
longevity given the temporal nature of clubs – allowing for 
propagation within the precinct rather than a single existing 
address. With a designation like this, some of the current 
pressures on clubs could be alleviated and promote their 
continuation in the city. Easements on noise limits and 
promoting club spaces in new developments will be key to 
keeping this culture prominent in the long-term – a step which 
will help to ensure the future of Tāmaki Makaurau’s culture, 
liveability, and economy.



196

This process has ultimately begun the development of the 
author’s personal practice, seeing the broader applicability 
of an architectural skill-set. This has broken from the authors 
previous way of practicing, now more aligned to that 
Spatial Agency, “[placing itself ] firmly in the messier, and 
less controllable, realm of social dynamics.”75 The effects of 
COVID which generated the thesis, impacted the process 
and outcome of the thesis itself. Intended workflows, outputs 
and outcomes were dramatically shifted during the lockdown, 
stripping the opportunity for an in-person physical shared 
experience. These challenges faced were, however, learnings 
for the author. Adapting to changing conditional constraints – 
much like which would be faced in architectural practice and 
that of a club – are forming qualities to be further incorporated 
into the authors on-going practice. Stage Fright is the first 
instance of this future practice, but the next step beyond the 
thesis is to take it to an Arts & Culture representative from 
the Auckland Council to present the research and proposition 
– extending the agency of the document past the archive of 
the university, to make a case for club culture and one of the 
industries most affected by this pandemic.

75 →   Awan, Schneider, and Till. Spatial Agency: Other Ways of Doing 
Architecture, 51.
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IDEA MAPPING

Figure 146  Charette collage, 420 x 297mm.
Figure 147  Early idea mapping threads on club culture ecology, 420 x 

160mm.
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Linear arrangement.

Radial arrangement.

Figure 148  Radial vs Linear club arrangements, plans, 420 x 297mm.
Figure 149  Radial vs Linear club arrangements, sections, 420 x 297mm.
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Figure 150  Cultural infrastructure definition comparison between 
Auckland and London city councils, 420 x 297mm.

Figure 151  Cultural infrastructure of Karangahape based on London 
definition, 420 x 297mm.
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People, regardless of contextual conditions, have some vice 
of escapism, often actioned following the working week, 
seeking transportation or distance from the ‘serious stuff’, 
momentarily, and then plunging back into the mundane of 
‘normality’.
For some, escape can be through the imaginary worlds of 
games, in alcohol, holidaying or so on. In New Zealand, some 
of the dominant ways of escape are baches and drinking, 
having known problems around alcoholism. Both of these 
are very accepted, also shared, or exclusive to, the upper 
echelon. A combination of which form a cyclic process, week 
in, week out, to form a more bearable balance of living.

In New Zealand, with its incredible landscapes, we have a 
prominent bach culture throughout the country. Often, the 
dynamic involves working in an urban city-centre, and then 
transporting to a remote and idyllic area for leisure, within a 
reasonable driving distance from said city.
On the other hand, the nightclub takes place in the urban 
city-centre, being an urban form of leisure. This is one of the 
main causes of focus to Auckland, being the most urban city 
in the country, and therefore strong nightlife and nightclub 
presence.

Bach culture is seen as high brow, with the idea of working 
for a holiday home to share with the family. Very wholesome 
and Westernly conventional. Nightclubs are seen as 
low brow, often seen to be problematic, patroned by the 
adolescent, clouded by drinking, drugs and ‘anti-social 
behaviour’, all through the night.

When we start to consider the bach culture existent in 
Auckland, we start to unpack the demographic trends. If 
people are able to afford a bach, they most likely already 

Nightclub vs. Bach
own property (at least a personal house). So these people 
own more than two properties. To get to this point you must 
be older, with a well paying job, to accrue this sort of money. 
This is then most likely to be a couple, or family. The bach 
is an expensive and remote option. The bach is generally 
insular. Therefore, the bach is associated with people of 
power and money, often within the context of the nuclear 
family, and representative of the top percentage in the 
growing gap between rich and poor.

Now, as we consider the Nightclub, we commonly associate 
the demographic trends with students and youth, with a 
growingly uncertain future. This most likely means that they 
are renters, distant from family, not owning any property. 
The nightclub is a cheap and local option. The nightclub has 
culture and fluid community values.
Therefore, the nightclub has an important role (but not 
exclusive role) for minority groups and adolescent youth, 
providing a sense of community, and representative of the 
bottom percentage in the growing gap between rich and 
poor.

As we make these comparisons, we can position the 
intentions of the nightclub alongside that of the bach, 
escapism. The nightclub however, is an urban form of leisure 
for the otherside of the demographic spectrum of the bach. 
In this way, the nightclub has a subversive role, having some 
form of activism or resistance against the dominant stream. 
The nightclub also acts as an important institution of culture, 
community and representation for the city. For the many, not 
for the few.

Figure 152  Screenprinting exploration for Timeline, pre-lockdown.
Figure 153  Nightclub vs. Bach, writing, 200 x 150mm.
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Figure 154  Mid-year crit pin up, 2 June, 2021.
Figure 155  3D plan study of existing Karangahape clubs.
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Figure 156  Assorted found objects from junk stores, home and studio.
Figure 157  Assembalage 01, 50 x 50 x 120mm.
Figure 158  Assembalage 02, 50 x 80 x 80mm.
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Figure 159  Assembalage 04.
Figure 160  Assembalage 05.
Figure 161  Assembalage 06.
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Figure 162  St Kevin’s case study model, stand alone 01.
Figure 163  St Kevin’s case study model, stand alone 02.
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Figure 164  National Bank case study model, stand alone 01, roof 
elevation.

Figure 165  National Bank case study model, stand alone 02, east 
elevation.
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Figure 166  National Bank case study model, stand alone 03.
Figure 167  National Bank case study model, stand alone 04, details.
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Figure 168  Cross St case study model, stand alone 01, east elevation.
Figure 169  Cross St case study model, stand alone 02, interior close ups.
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Figure 170  Cross St case study model, stand alone 03, north/south 
elevations.

Figure 171  Cross St case study model, stand alone 04, details.
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Figure 172  Eventbrite page at the time of closing.
Figure 173  DJ Booth process, getting accustom at the architecture metal 

workshop.
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Figure 174  DJ Booth process, in the ELAM spray booth. 
Figure 175  Radio Catalogue process, assembly and vinyl application.
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