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Abstract

Young people typically struggle to find a place within society where their 
voice is heard. Music can empower adolescents to express themselves 
and find a path to self-discovery that can positively influence individual and 
communal outcomes. However, safe, age-appropriate spaces for young 
people to participate in these cultural explorations are in short supply, as is 
the ability to access affordable musical instruments and lessons. How can 
a community performing arts centre empower young people through the 
learning, making, and performance of music? 

Critical theories of empowerment, community and music include the works 
of Peter Hopkins, Robert A. Cutietta and Ian Appleton. Hopkins discusses 
the misrepresentation of young people in societal decision-making and 
the challenging relationship with adults in a communal context. Cutietta 
examines the requirements of young people engaging with music and 
the resources available outside of schools, whilst Appleton addresses the 
functional and technical requirements associated with the learning, making, 
and performance of music. 

This research project investigates whether a community performing arts 
centre, in conjunction with a smaller mobile performance intervention, can 
empower young people by introducing school-aged students to a variety of 
musical experiences within the master-planned greenfield development of 
Auranga in West Drury, Auckland. The project analysed the current themes, 
precedents/case studies, and specific conditions of the site in which these 
theories will be applied. 

The research undertaken identified the programme and associated spatial 
requirements for music learning, making, and performance in conjunction 
with social and cultural design aims/objectives that underpin the project. The 
established set of aims/objectives were used during design development to 
test theories and ideas, consequently leading to a resolved outcome.
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Voice of the Voiceless, the title of the research project, was influenced by 
a Rage Against the Machine song of the same title from the Battle of Los 
Angeles album released in 1999.1 Rage Against the Machine is an “[…] 
American alternative rock band known for incendiary political lyrics, social 
activism, and a hard-driving sound that incorporated elements of hip-hop and 
heavy metal.”2 

Although the song was written about the false imprisonment of journalist 
and former black panther Mumia Abu-Jamal for the killing of a Philadelphia 
police officer,3 it carries the broader message of empowering people to stand 
up and be heard in the face of systematic oppression. The beauty of music 
is that songs can be interpreted differently by different people at a particular 
time in their lives. As an adolescent verging on young adulthood, this song 
tapped into a part of me searching for a voice. Whenever this song was 
played, it would be turned up loud with fists pumping the air. At that moment, 
I was ready to take on the world. 

“Through steel walls.
Your voice blastin’ on.”

“You’ll never silence tha voice of tha voiceless.
You’ll never silence tha voice of tha voiceless.”4 

1 “The Battle of Los Angeles,” Rage Against the Machine, accessed September 9, 2021, 
https://www.ratm.com/album/the-battle-of-los-angeles/. 
2 “Rage Against the Machine,” Britannica, accessed September 9, 2021,
https://www.britannica.com/topic/Rage-Against-the-Machine.  
3 “Voice of the Voiceless by Rage Against the Machine,” Song Facts, accessed September 9, 
2021, https://www.songfacts.com/facts/rage-against-the-machine/voice-of-the-voiceless. 
4 “Voice of the Voiceless - Rage Against the Machine,” Lyrics, accessed September 9, 2021, 
https://www.lyrics.com/lyric/3086305/Rage+Against+the+Machine/Voice+of+the+Voiceless.

Preface

Figure 2. Rage Against the Machine at Finsbury Park, London, England in 2010.
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Figure 3. Jerry Cantrell from Alice in Chains launching into a powerful riff.



Figure 4. Auckland youth finding creative ways to express identity through music.
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Background

Empowerment is a critical theory that has been researched in its 
significance to individual and group outcomes. The Collins dictionary 
defines empowerment as “the giving or delegation of power or authority; 
authorisation,”5 and “the giving of an ability; enablement or permission.”6 
However, it is the relationship of young people to music as a vehicle 
for empowerment that is of interest to this research project. Music has 
generally been a mode of expression for young people on their journey to 
self-discovery - yet dedicated, accessible, and safe public spaces, as well 
as affordable musical instruments and lessons, are in short supply. Other 
members of society do not always welcome young people’s presence. 
However, a creatively engaged and empowering participatory environment 
has the potential to enhance the fabric of the neighbourhoods they reside 
in, leading to positive outcomes for youth and communities. Exploring these 
themes in a culturally diverse urban context became an integral part of the 
research. This environment presented the platform to address the social and 
cultural issues associated with empowerment, individuals and community. 

5 “Empowerment definition and meaning,” Collins Dictionary, accessed July 8, 2021, https://
www.collinsdictionary.com/dictionary/english/empowerment. 
6 Collins Dictionary, “Empowerment definition and meaning.” 

Auckland is New Zealand’s fastest growing city and consequently 
is struggling to house its many residents. Master-planned housing 
developments developed on greenfield or brownfield sites within the urban 
and suburban context of Auckland aim to combat the housing shortage 
by building new communities from the ground up. This has an immediate 
impact on the young people within these surroundings who are trying to 
place themselves in this world and find a voice in which to be heard, all while 
they negotiate the everyday struggles of childhood/teenage life. With this in 
mind, the master-planned greenfield development of Auranga in West Drury, 
Auckland, was selected as the setting in which to base this research project. 



Project Outline

The research project focused on the research and design of a community 
performing arts centre in conjunction with a mobile community performance 
intervention. The facility’s main purpose is the empowerment of young 
people in two distinct groups (ages 5-10 and 11-18), concentrating on spaces 
to support the function of learning, making, and performance of music. A 
secondary focus is the access and exposure to musical instruments and 
experiences for young people and the wider Drury community.
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Aims/Objectives of the Project

This research project intended to establish whether a community performing 
arts centre, in conjunction with a smaller mobile community performance 
intervention, can empower young people. 

The project focused on the learning, making, and performance of music 
and the creation of spaces to support this function. Further music-based 
objectives of the project include allowing young people to access lessons 
easily and borrow musical instruments, as cost is traditionally a barrier. It also 
aimed to provide a social space where young people can engage in a variety 
of musical and social experiences through listening and experimentation 
with different music types/instruments. 

As the project site is located in the master-planned development of Auranga, 
the project endeavoured to determine how a sense of community can be 
created within a greenfield site. The project also aimed to create a social and 
cultural hub centred around music that expands on the theme of cultural 
regeneration (specifically music) integrated into the Auranga master plan. 
The universal language of music was utilised as a common thread to create 
‘communityness’ within Auranga through participation in the musical 
experiences, specifically involvement in the proposed community performing 
arts centre. Creating a connection to the surrounding context, especially the 
existing suburb of East Drury, was essential for developing a broader sense 
of community beyond Auranga. Wider community outreach was an important 
component of the mobile performance space, allowing smaller performance 
interventions to connect with community and regional events.



Research Question

How can a community performing arts centre empower young people through the 

learning, making, and performance of music?
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Scope and Limitations

This project concentrated primarily on the spatial requirements of 
contemporary performing arts centres, specifically on the programmatic 
response and treatment of these spaces to support music learning, making, 
and performance in a safe and healthy environment to empower young 
people. Community participation in this process also played a vital role in this 
project.

The project also focused on integrating social and cultural aspects within 
the design of these spaces, as this determined the success of the project in 
achieving its aim. The social values will be centred around the theories of 
empowerment, whilst the site established the cultural values of the project. 
These ideas assisted in the formation of project design aims/objectives that 
underpinned and drove the design outcome.

Issues of sustainability were evaluated due to their relationship with cultural 
design values; however, this was not as important as the spatial, social, and 
cultural issues driving the project. Political and economic issues were also 
considered due to the public nature of the project. However, these were not 
as significant as the aforementioned spatial, social, and cultural issues.

The limitations of this project were established from the research undertaken 
in the literature review, precedent reviews/case studies and context 
investigation, which set guidelines that were followed. These guidelines 
determined what the project could and could not be. The chosen typology of 
a community performing arts centre and the selection of the site within the 
master-planned greenfield development of Auranga in West Drury, Auckland, 
narrowed the scope of evaluation and defined the project design values. The 
design approach, process and methodology further resolved the prototype 
into a final design.



State of Knowledge in the Field

Significant literature in the fields of empowerment, community, and music 
and their relationship to young people were of particular interest for this 
project. Peter Hopkins in Young People, Place and Identity argues that 
a safe and cohesive community identity can benefit both youth and the 
community as a whole.7 Hopkins also asserts that young people are often 
misrepresented, undervalued, and lack a voice within society.8 Hopkins also 
highlights that young people respond creatively to ageist societal structures.9 
Robert A. Cutietta in Raising Musical Kids: A Guide for Parents highlights 
the benefits of young people learning musical instruments, but warns that 
rushing a child into something they are not ready for can be harmful to the 
continued pursuit of music.10 Cutietta also outlines lesson and instrument 
criteria of specific age groups,11 and discusses the advantages and 
challenges of music in the community context.12 Ian Appleton in Buildings 
for the Performing Arts: A Design and Development Guide states that 
performing arts facilities are determined by specific spatial and technical 
requirements for performance and teaching, be it in a professional or 
communal capacity.13 Appleton continues to outline the specific spatial, 
acoustic and technical requirements for music learning, making, and 
performance.14  

The precedent reviews/case studies primarily analysed the programmatic 
response to support the learning, making, and performance of music. 

7 Peter Hopkins, Young People, Place and Identity (London; New York: Routledge, 2010), 120.
8 Hopkins, Young People, Place and Identity, 265-273. 
9 Hopkins, Young People, Place and Identity, 265-273.
10 Robert A. Cutietta, Raising Musical Kids: A Guide for Parents, 2nd ed. (New York: Oxford 
University Press, 2014), 65.
11 Cutietta, Raising Musical Kids: A Guide for Parents, 18-67.   
12 Cutietta, Raising Musical Kids: A Guide for Parents, 77-194.
13 Ian Appleton, Buildings for the Performing Arts a Design and Development Guide (Elsevier, 
2008), 14-17.
14 Appleton, Buildings for the Performing Arts a Design and Development Guide, 106-210.

Te Oro by Archimedia was selected as a precedent due to the similarities 
of function and its location within the context of Auckland. This precedent 
exhibited the strength of employing a deliberate design strategy that 
organised the main components of the building into programmatic zones that 
defined the function in both plan and form.15 Te Oro also demonstrated the 
potential empowering outcomes of community/iwi engagement through the 
Te Aranga Māori Design Principles. The Peter Hall Performing Arts Centre 
by Haworth Tompkins exhibited a similar organisation strategy, albeit within 
the context of a school. The central location of the performance space at 
the heart of the building and school was significant, as was the arrangement 
of adjoining learning and supportive spaces to wrap around this central 
function.16 Circulation paths emphasised the division between these zones 
whilst providing acoustic separation, daylighting, and clear sightlines. 
Workshop Ricostruzione - The House of Music by Mario Cucinella Architects 
presented an interesting design strategy that arranged circular spaces into 
zones divided by circulation paths. Unlike the other precedents, this building 
is restricted to one level with permeable circulation, which invites the 
community to participate in the cultural experience of music.17 

This research project will endeavour to add to the existing state of knowledge 
by exploring gaps and linking themes/ideas within the existing fields of 
empowerment, community, and music.

15 “Te Oro / Archimedia,” ArchDaily, accessed October 11, 2020, https://www.archdaily.
com/794648/te-oro-archimedia.
16 “Peter Hall Performing Arts Centre / Haworth Tompkins,” ArchDaily, accessed October 
11, 2020, https://www.archdaily.com/912378/peter-hall-performing-arts-centre-haworth-
tompkins?ad_source=search&ad_medium=search_result_all.
17 “Workshop Ricostruzione - The House of Music / Mario Cucinella Architects,” ArchDaily, 
accessed October 7, 2020, https://www.archdaily.com/942355/workshop-ricostruzione-the-
house-of-music-mc-a?ad_source=search&ad_medium=search_result_all.
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Figure 5. Young people socialising in the public domain.



Research Stage 1 – Research Fields

The first stage of the project was to establish the broader research fields 
and associated subfields/themes. This was achieved by diagrammatically 
exploring what is in and what is out of the project. The first iteration of this 
process identified the broader research fields and arranges them in a Venn 
diagram to ascertain whether they have a relationship. The next iteration 
explored subfields/themes within the broader fields as they relate to the 
project’s aim/objectives and scope. The final iteration of this process 
studied the relationships between the broader fields and subfields/themes, 
repositioning fields with an obvious crossover that creates a clear visual 
understanding of the scope of research. 

Research Stage 2 – Literature and Precedent Reviews/Case Studies

Research was undertaken on the current themes, ideas, arguments, and 
precedents to gather a balanced opinion of the current information available. 
Although the precedent reviews and case studies predominately analysed 
the programme within the typology of a performing arts centre/music school, 
a broader analysis of the overlapping research categories was undertaken to 
inform the design aims/objectives and strategy.

Research Stage 3 – Context Investigation

A context investigation assessed the site through on-site observation, 
analysis, mapping, and literature sources. This process overlapped with the 
design process through site selection and site analysis.

The design process itself was broken down into ten stages that encapsulated 
the tasks required to achieve the desired outcome (demonstrated in the 
following pages).

Methods
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Figure 7. Venn diagram exploring research field relationships (Illustration by author).Figure 6. Venn diagram identifying research fields (Illustration by author).



Design Stage 6 – Site Analysis and Cultural Mapping

Analysis of the selected site was undertaken to assess key site features 
related to the findings of the context mapping exercise.

Design Stage 7 – Site Planning / Bubble Diagrams 

Initial design iterations were explored through bubble diagrams formed 
around the outcomes from the design aims/objectives, design strategy, and 
site analysis stages.

Design Stage 8 – Floor Layouts

Versions and iterations of site and floor layouts were developed to define 
spatial boundaries/zones further and finalise the building programme and 
parts. The acoustic performance of the floor layouts was also assessed.

Design Stage 9 – Form and Tectonics

Influence derived from context was utilised to develop the building form and 
tectonics as explored through analytical drawing from context investigations. 
The acoustic performance of form and tectonics was also assessed.

Design Stage 10 – Materiality

Context investigations were essential in informing a material palette that 
connected the building to the site and gave the project a sense of place. The 
acoustic performance of materiality was also assessed.

Although stages 8-10 stand alone as separate design investigations, the 
aforementioned stages had elements of interplay in the development of the 
design to final outcome. 

Design Stage 1 – Design Aims / Objectives

Design aims/objectives were derived from the research undertaken in the 
literature review, precedent reviews/case studies, and context investigation, 
which set the parameters to inform the project. Design aims/objectives 
aligned with the broader research fields of empowerment, community, music 
and site.

Design Stage 2 – Te Aranga Māori Design Principles

The Auckland Council's Auckland Design Manual was consulted to 
investigate the Te Aranga Māori Design Principles as separate but linking set 
of design aims/objectives, as the building is a public interest project located 
within Auckland. Key outcomes were integrated into the project aims/
objectives and strategy.

Design Stage 3 – Design Strategy and Programme

The design strategy was established from critical findings in the literature 
review and precedent reviews/case studies that also outlines the 
programmatic parts in conjunction with an acoustic and operational strategy.

Design Stage 4 – Mobile Performance Container

The MADE Mobile Performance Container was developed as a small 
intervention to test theories of empowerment, music, community, and site 
before embarking on the design of the main facility.

Design Stage 5 – Site Selection

Site selection was undertaken to determine the best site within the master-
planned development of Auranga by assessing against specific criteria that 
benefited young people and the community.
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Figure 8. Design process diagram (Illustration by author).
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Figure 9. Slash from Guns N' Roses playing a guitar solo.



This review will discuss the themes of empowerment, community and music 
through the lens of/in relation to young people.

Literature Review
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Figure 10. Kids singing in a group performance.



Figure 11. Diagram of youth participation and empowerment.
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Introducing Empowerment

Empowerment is a critical theory that relates to the goals and outcomes 
of individuals, organisations and communities. Marc A. Zimmerman in 
Empowerment Theory, argues that “Participation, control and critical 
awareness are essential aspects of empowerment.”18 This is in part 
supported by David Mechanic in Adolescents at Risk: New directions, who 
asserts that empowerment is a process involving the understanding of how 
an individual’s efforts towards achieving goals may impact life outcomes.19 
However, it is the relationship to communities that is of most interest. 
Zimmerman states that participation in the process of decision-making 
is important to the well-being of individuals and the collective, ultimately 
benefiting positive community outcomes.20 This theory is reinforced by 
the Cornell Empowerment Group in Empowerment and family support, 
which highlight that empowerment is a continual process “[…] involving 
mutual respect, critical reflection, caring and group participation […],” 
where individuals are gaining equitable access and control over community 
resources.21 Emily J. Ozer and Marieka Schotland, in Psychological 
Empowerment Among Urban Youth: Measure Development and 
Relationship to Psychosocial Functioning, also highlight that adolescents 
demonstrate improved psychological empowerment in caring and supportive 
environments with adults/peers.22 

18 Marc A. Zimmerman, “Empowerment Theory,” in Handbook of Community Psychology, ed. 
Julian Rappaport, Edward Seidman (Springer US, 2000) 58.         
19 David Mechanic, “Adolescents at Risk: New Directions,” Journal of Adolescent Health 12, no. 
8 (1991): 638-643.         
20 Zimmerman, “Empowerment Theory,” 58.         
21 Cornell Empowerment Group, “Empowerment and Family Support,” Networking Bulletin 1(1), 
no. 2 (1989).         
22 Emily J. Ozer, and Marieka Schotland, “Psychological Empowerment Among Urban Youth: 
Measure Development and Relationship to Psychosocial Functioning,” Health Education & 
Behavior 38, no. 4 (2011): 353.         

In summary, it has been shown that understanding the relationship of 
individual goals and outcomes and an individual’s participation and sense of 
control in community decision making is a crucial aspect of empowerment. 
The correct support structures are also required to enable this process and 
create an encouraging environment.



Community Participation and Young People

Encouraging a participatory environment for young people within 
communities is critical. With regard to community participation, Jeff Siegler 
in Communityness, argues that people need to be actively involved, as 
participation and engagement is the only way to improve our communities.23 
Regarding community participation, Nick Wates in Community Architecture: 
How People Are Creating Their Own Environment, maintains that community 
is strengthened when people work together to shape their surroundings, 
leading to people feeling more self-fulfilled and a collective understanding 
that empowers people to act individually and as a group.24 Peter Hopkins in 
Young People, Place and Identity, supports this theory in relation to young 
people, stating that; youth feeling valued, cohesive community identity and 
safety are some of the positive social outcomes to benefit both community 
and youth.25 Wates outlines that community, and individual needs must be 
addressed together, actively reviewed, maintained and even changed if 
the community requires it.26 Siegler asserts that the biggest mistake within 
communities is bubble thinking that is dangerous, self-serving, and ignorant 
that most people, regardless of origin, age, and gender, have the same core 
needs.27 

“[…] young people are not simply victims of these misunderstandings and 
instead respond in interesting and creative ways to the ageist processes they 
are subjected to.”28 

23 Jeff Siegler. “Communityness,” Revitalize, or Die (blog), February 26, 2020. https://
revitalizeordie.com/blog/communityness.         
24 Nick Wates, Community Architecture: How People are Creating Their Own Environment 
(Routledge, 2014), 115.         
25 Hopkins, Young People, Place and Identity, 120.         
26 Wates, Community Architecture: How People are Creating Their Own Environment, 119.
27 Siegler, “Communityness.”         
28 Hopkins, Young People, Place and Identity, 265.         

The role young people play in communities is important. Hopkins highlights 
the issue of societal disengagement from youth by asserting, “Popular 
understandings of young people often reinforce problematic stereotypes 
about their use of the street and public spaces, yet there is much evidence 
that public spaces are some of the only sites available for young people 
to spend time outside the home or adult-dominated institutions.”29 Ruth 
Dalzell and Elin Stefansson in A Real Part to Play: A Resource Pack for 
Involving Young People in Community Regeneration, supports this theory 
by stating (when referencing Hugh Matthews in Citizenship, Youth Councils 
and Young People’s Participation), that community resources are essential 
to young people as they are confined to their locality, yet they have had 
little participation in the planning and management of their communities, 
resulting in disconnection to that environment.30 The Carnegie Young People 
Initiative in Empowering Young People, argues that an essential aspect 
of empowering young people “[…] is a genuine willingness to put young 
people at the centre of the process and participate in democratic decision-
making,” with the correct training and support to develop skills for civic 
engagement.31 Dalzell and Stefansson maintain that consultation, social 
action and participation are used to engage young people in projects.32 
Hopkins reinforces this idea by asserting that young people must have a 
voice, be respected and valued, as they are often misrepresented.33 On 
the other hand, Wates argues that simply participating in the process is 
not enough, and people respond most effectively when given power and 

29 Hopkins, Young People, Place and Identity, 218.         
30 Ruth Dalzell, and Elin Stefansson, A Real Part to Play: A Resource Pack for Involving Young 
People in Community Regeneration (London: Jessica Kingsley Publishers, 2005), 7.
31 Carnegie Young People Initiative, Empowering Young People, January 2008, 33, https://
d1ssu070pg2v9i.cloudfront.net/pex/pex_carnegie2021/2008/01/09220228/pub1455011710.
pdf.         
32 Dalzell, and Stefansson, A Real Part to Play: A Resource Pack for Involving Young People in 
Community Regeneration, 13.         
33 Hopkins, Young People, Place and Identity, 272-273.         
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Figure 12. Ladder of youth participation.



Figure 13. Young people and adults working together.
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responsibility.34 Dalzell and Stefansson outline that training is required for 
adults and young people’s inclusivity, open mindedness, and competency in 
projects,35 highlighting the complications of an established power dynamic.36 
The Carnegie Young People Initiative supports this by mentioning the 
influence and power associated with increased public engagement and 
decision-making generate competition between young people and adults.37 
Mark Rimmer, in Community Music and Youth: Delivering Empowerment? 
Also supports this by claiming that complications of hierarchy can limit the 
power and influence of participants.38 

In conclusion, it has been shown that creating an inclusive, participatory 
environment can generate positive outcomes for young people and the 
community. Involving young people and the community in decision making 
is only one part of the solution, as assigning responsibility and managing 
equitable relationships between adults and young people is essential to the 
success of youth-based programmes.

34 Wates, Community Architecture: How People are Creating Their Own Environment, 116.
35 Dalzell, and Stefansson, A Real Part to Play: A Resource Pack for Involving Young People in 
Community Regeneration, 48-49.         
36 Dalzell, and Stefansson, A Real Part to Play: A Resource Pack for Involving Young People in 
Community Regeneration, 104.         
37 Carnegie Young People Initiative, Empowering Young People, January 2008, 30.
38 Mark Rimmer, “Community Music and Youth: Delivering Empowerment?” in Oxford 
Handbook of Community Music, ed. by Brydie-Leigh Bartleet and Lee Higgins (Oxford: Oxford 
University Press, 2018), 195-212.         



Music, Empowerment and Identity

Music has been identified as a powerful way for young people to participate 
in an empowering process. Themes of identity and independence have 
also been highlighted as important aspects within the lives of adolescents. 
Regarding music and empowerment, Marc Leman, in The Expressive 
Moment: How Interaction (with Music) Shapes Human Empowerment, 
argues that participation in musical activity provides a platform for 
expression (thoughts and feelings), encourages interaction, as well as 
energising and motivating people to take control of their lives.39  Suvi 
Saarikallio, in Music as a Resource for Agency and Empowerment in Identity 
Construction, supports this idea by stating that music learning and listening 
can provide opportunities that align with a sense of self, individual potential, 
awareness, goal setting, and achievement.40 Ian Appleton in Buildings for 
the Performing Arts: A Design and Development Guide, asserts that the 
important outcomes of music are “[…] personal development, experience 
of group work, increasing self-confidence and developing creativity and 
problem-solving, while developing performance skills.”41 Rimmer states 
that if young people can creatively contribute to the culture of their 
communities by gaining responsibility and becoming active in community 
music programmes, ultimately leading to empowerment.42 However, Rimmer 
argues that community music programmes should not make generational 
distinctions, as shared experiences could generate greater returns for 
communities.43 Ros McMillan, in Music Learning: Giving Kids Their Voice, 
(when discussing American music educator Wayne Bowman) argues that 

39 Marc Leman, The Expressive Moment: How Interaction (with Music) Shapes Human 
Empowerment (Cambridge: MIT Press, 2016), 12-24.         
40 Suvi Saarikallio, “Music as a Resource for Agency and Empowerment in Identity 
Construction,” in Handbook of Music, Adolescents, and Wellbeing, ed. by Philippa Derrington, 
Katrina McFerran and Suvi Saarikallio (Oxford: Oxford University Press, 2019), 95-96.
41 Appleton, Buildings for the Performing Arts a Design and Development Guide, 205.
42 Rimmer, “Community Music and Youth: Delivering Empowerment?” 195-212.
43 Rimmer, “Community Music and Youth: Delivering Empowerment?” 195-212.       
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Figure 14. Young people rocking out on stage.



“[…] engagement in music is one of the most powerful ways to experience 
a satisfying and empowering way of life.”44 This is supported by Maureen 
Harris in Music and the Young Mind: Enhancing Brain Development and 
Engaging Learning, when discussing the ideas of Elliot Eisner, a Professor 
of Art and Education at the Stanford Graduate School of Education, who 
promotes that “[…] the arts were particularly important for experiencing the 
joy of creating, developing attention to detail, and learning ways of expressing 
thoughts, knowledge, and feelings beyond words.”45 Adrian Hille and Jürgen 
Schupp, in How Learning a Musical Instrument Affects the Development of 
Skills, outline that music training can provide a more optimistic outlook for 
adolescents from lower socio-economic backgrounds46 McMillan states 
that teachers should ensure “[…] active, equal and sustained participation in 
classes that involve excitement, inquisitiveness, risk-taking and where, most 
importantly, the ‘voice’ of our students is heard.”47 

44 Ros McMillan, “Music Learning: Giving Kids Their Voice,” Loud Mouth – Music Education 
(blog), Feb 26, 2020. https://musictrust.com.au/loudmouth/music-learning-giving-kids-their-
voice/.
45 Maureen Harris, Music and the Young Mind: Enhancing Brain Development and Engaging 
Learning (Lanham, MD: Rowman & Littlefield Education, 2009) 2. 
46 Adrian Hille, and Jürgen Schupp, “How Learning a Musical Instrument Affects the 
Development of Skills,” (Discussion Paper No. 7655, Institute for the Study of Labor, 2013) 23.
47 McMillan, “Music Learning: Giving Kids Their Voice.”         

McMillan highlights an example of a troubled child at school who positively 
changed his behaviour after they were introduced to the electric bass - 
leading McMillan to the assumption that due to this musical discovery, they 
had found something they loved and possibly empowered for the first time in 
their life.48 With respect to community music, Rimmer warns that employing 
programmes in a remedial manner can play into the negative stereotypes of 
youth, undermining the potential for empowerment.49 Rimmer continues this 
idea by stating that negative understandings and assumptions of youth run 
against the core values of community music, highlighting the potential for 
community music programmes to challenge these stereotypes.50  

48 McMillan, “Music Learning: Giving Kids Their Voice.”         
49 Rimmer, “Community Music and Youth: Delivering Empowerment?” 195-212.
50 Rimmer, “Community Music and Youth: Delivering Empowerment?” 195-212.
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Figure 15. A group performance. Figure 16. Young people playing ukuleles.



Figure 17. James Hetfield from Metallica connects with the crowd.
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“Music is known to play an important role in people’s lives, functioning as 
a regulator for emotions, serving as a source of aesthetic pleasure, and 
supporting social and ritualistic activities.”51 

In terms of music and identity, Saarikallio states that music can be an 
effective apparatus in forming young people’s identities as it relates to 
agency and empowerment.52 Hopkins highlights that “[…] although young 
people may be similar in age, their experiences are very diverse depending 
on what other identities they possess and where they live.”53 Simon Frith, 
in Music and Identity, asserts that music forms identities in the same way, 
even if the musical activity produces different types of identity.54 Daniel 
Shepherd and Nicola Sigg in Music Preference, Social Identity, and Self-
Esteem, promote that “In young people music plays a prominent role in 
defining social identity […].”55 Rebecca Laclair, in Why Teens Need Their 
Music, Part 1: 4 Secrets for Parents, Backed by Research, supports this idea 
by claiming that whilst listening to their favourite music, “Teens are seeking 
identity and exploring the self.”56 This is supported by Frith, who asserts that 
music is similar to identity, as it has the ability to use story and performance 
to express an individual's relationship to mind, body and social context.57 
Dave Miranda, in The Role of Music in Adolescent Development: Much More 
Than the Same Old Song, claims that “[…] music can influence key aspects 

51 Leman, The Expressive Moment: How Interaction (with Music) Shapes Human 
Empowerment, 12-24.         
52 Saarikallio, “Music as a Resource for Agency and Empowerment in Identity Construction,” 96.
53 Hopkins, Young People, Place and Identity, 265.         
54 Simon Frith, “Music and Identity,” in Questions of Cultural Identity, ed. Stuart Hall, and Paul du 
Gay (London: SAGE, 1996),112.         
55 Daniel Shepherd, and Nicola Sigg. “Music Preference, Social Identity, and Self-Esteem,” 
Music Perception: An Interdisciplinary Journal 32, no. 5 (2015): 507.
56 Rebecca Laclair, “Why Teens Need Their Music, Part 1: 4 Secrets for Parents, Backed by 
Research,” Huffington Post, February 2, 2017, https://www.huffpost.com/entry/why-teens-need-
their-musi_b_9113178.         
57 Frith, “Music and Identity,” 109.         



of adolescent development – for instance, aesthetics; identity; socialisation; 
emotion regulation and coping; personality and motivation; gender roles; 
and positive youth development.”58 However, the relationship between the 
individual, music, and context must be studied due to the complicated nature 
of these processes.59 Mike Chunn, CEO of Play it Strange, supports these 
ideas when discussing the New Zealand (NZ) context, stating that “Young 
NZers find in songs the means of expression that is like no other. Their words 
speak to us of love, regret, joy, loss, celebration, despair, pathos, reward, 
rejection, perfection.”60 

With respect to music and independence, Alice Schlegel, in Perspectives on 
Adolescent Identity, claims that “Individuals can find autonomy and act with 
agency in any culture or condition that is not despotic, creatively using their 
culture rather than being passive followers of it.”61 Jan Trayes, Niki Harré, 
and Nickola C. Overall, in A Youth Performing Arts Experience: Psychological 
Experiences, Recollections, and the Desire to Do It Again, expand on this 
theory by promoting that student-driven programmes like Stage Challenge 
generate integrity due to a reduction in adult enforced regulations.62 Adrian 
C. North, David J. Hargreaves and Susan A. O’Neill in The Importance of 
Music to Adolescents, argues that “The central importance of music in the 
lives and identity of many teenagers seems to develop outside rather than 

58 Dave Miranda, “The Role of Music in Adolescent Development: Much More than the Same 
Old Song,” International Journal of Adolescence and Youth 18, no. 1 (2012): 18.
59 Miranda, “The Role of Music in Adolescent Development: Much More than the Same Old 
Song,” 18. 
60 “About Us,” Play it Strange, accessed March 26, 2021, https://www.playitstrange.org.nz/
about-us-2/about-us.
61 Alice Schlegel, “Perspectives on Adolescent Identity,” in Adolescent Identity Evolutionary, 
Cultural and Developmental Perspectives, ed. Bonnie L. Hewlett (New York: Routledge, 2012), 
316.
62 Jan Trayes, Niki Harré, and Nickola C. Overall, “A Youth Performing Arts Experience: 
Psychological Experiences, Recollections, and the Desire to Do It Again,” Journal of Adolescent 
Research 27, no. 2 (2012): 178.

inside the classroom.”63 Laclair also supports this idea by asserting that 
music plays an important role in the exploration of self and bonding with 
peers during adolescence.64 Furthermore, Laclair states that children before 
the age of 12 seek the guidance of a parent, whilst adolescents seek advice 
from peers, with their development becoming dependent on their readiness 
to become authentic individuals.65 Trayes, Harré, and Overall identify this 
issue by promoting a balanced approach, suggesting the appropriate 
activities to give adolescents the autonomy they desire with adult supervision 
to “[…] prevent too much chaos.”66  

In summary, it has been demonstrated that music can be a fun and vital tool 
in the process of empowering young people that provides a voice beyond 
the spoken word for self-expression. Allowing young people to participate 
as equals in community music programs creatively can lead to individual 
empowerment, reinforcing the theories of the previous section. Music is also 
an essential part of adolescent social identity and self-expression and can 
be used as teenagers seek authenticity and integrity whilst strengthening 
important peer to peer relationships outside of the home.

63 Adrian C. North, David J. Hargreaves, and Susan A. O’Neill, “The Importance of Music to 
Adolescents,” British Journal of Educational Psychology 70, no. 2 (2000): 269. 
64 Laclair, “Why Teens Need Their Music, Part 1: 4 Secrets for Parents, Backed by Research.”
65 Laclair, “Why Teens Need Their Music, Part 1: 4 Secrets for Parents, Backed by Research.”
66 Trayes, Harré, and Overall, “A Youth Performing Arts Experience: Psychological Experiences, 
Recollections, and the Desire to Do It Again,” 178.
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Figure 18. Identities formed by music.



Instruments and Lessons for Young People

“Musical training is a more potent instrument than any other for education.”67 

Careful consideration to the selection of musical instruments and lesson 
structures are crucial to the sustained engagement of young people in 
music. Regarding general guidelines for instrument selection and age, 
Robert A. Cutietta in Raising Musical Kids: A Guide for Parents, argues 
that music study will vary with age and from child to child, but there are no 
firm cut-offs.68 This is supported by Amanda Hoh in What age should my 
child start playing an instrument? Who reports that “according to Linda 
Lorenza, the Sydney Symphony Orchestra’s (SSO’s) director of learning and 
engagement, […] there is no age too young for children to begin learning 
instruments - although some lend themselves to smaller hands.”69 Erika 
Montgomery in The Best Instruments to Learn Based on Age, asserts that 
“[...] playing an instrument should be fun, stimulating and engage your 
child.”70 Cutietta claims that the critical guidelines for picking the right 
instrument for children are to; make sure the child is physically capable, trust 
the child’s instinct, selections must be made for musical (not social) reasons, 
consider the long-term affordability, make sure music teachers observe 
the best interests of the child.71 Kelly Wallace in Tuba or Flute? Picking the 
Right Instrument for Your Child, argues that parents typically concentrate on 
getting their children to play an instrument rather than questioning what the 

67 Plato, The Republic of Plato (London: J.M. Dent, 1935) 319.
68 Cutietta, Raising Musical Kids: A Guide for Parents, 21.
69 Amanda Hoh, “ What Age Should My Child Start Playing an Instrument?” ABC News, 
November 28, 2016, https://www.abc.net.au/news/2016-11-28/what-age-should-your-child-
play-an-instrument/8062936.
70 Erika Montgomery, “The Best Instruments to Learn Based on Age,” Peterson Family 
Foundation (blog), September 8, 2016. https://petersonfamilyfoundation.org/music-therapy/
best-instruments-learn-based-age/#:~:text=Some%20popular%20instruments%20most%20
children,great%20option%20for%20most%20children.
71 Cutietta, Raising Musical Kids: A Guide for Parents, 64. Figure 19. Students and teachers enjoying the learning/teaching process.
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correct instrument should be.72 Cutietta supports this argument by stating 
that forcing a physically undeveloped child to play an instrument they are 
not ready for can often result in them becoming frustrated and giving up 
on musical instruments.73 Hoh strengthens this idea by mentioning Linda 
Lorenza’s statement that parents should let their children lead them by what 
sounds they like and what instruments they might be interested in, whether 
breath or hand-related and even look to unconventional instruments.74 
Martin M. Comte, in Music in the Early Childhood Years Part I - A Theoretical 
Framework, highlights that he has regularly seen teachers expectations 
exceed a child’s ability to understand and perform tasks.75 When discussing 
Ron Chenoweth’s statement, Wallace asserts that the child’s personality 
and body type should help guide the parent to what instrument is best. 
Parents should be supportive even if it is not their favoured instrument.76 
Cutietta outlines that children’s musical development is made of musical 
aptitude (potential) and achievement, whilst asserting that aptitude does not 
guarantee success and that self-discipline, lessons, practice, and instrument 
resources are important factors in reaching the desired achievement levels. 
However, this can be limited by the child’s physical characteristics, and 
some level of aptitude is required to become a good musician.77 Comte 
raises concerns around the minimal consideration given to developmental 
psychology and the associated teaching methods when developing 
programmes for music, challenging educators to look beyond convention.78 

72 Kelly Wallace, “Tuba or Flute? Picking the Right Instrument for Your Child,” CNN, September 
9, 2013, https://edition.cnn.com/2013/09/09/living/parents-kids-body-type-music-instrument/
index.html.
73 Cutietta, Raising Musical Kids: A Guide for Parents, 65.
74 Hoh, “ What Age Should My Child Start Playing an Instrument?”
75 Martin M. Comte, “Music in the Early Childhood Years Part I - A Theoretical Framework,” 
Australian Journal of Music Education, no. 29 (1981): 34.
76 Wallace, “Tuba or Flute? Picking the Right Instrument for Your Child.”
77 Cutietta, Raising Musical Kids: A Guide for Parents, 18-19.         
78 Comte, “Music in the Early Childhood Years Part I - A Theoretical Framework,” 34.

Figure 20. Children involved in introductory lessons.

Figure 21. Primary school students taking group lessons.



As far as the specificity of ages is concerned, the groups of Toddler & 
Preschool Age (0-5 years), Primary School Age (5-10 years), Intermediate, 
and High School Age (10-18 years) were identified, providing an examination 
of the recommended instrument selection and lesson structure.
 
Toddler and Preschool Age (0-5 years)

With regard to toddler and preschool age students (0-5 years), Cutietta 
states that aptitude develops during the first nine years of life. Hence, efforts 
to hold onto this aptitude with early musical activity is essential. Experts 
suggest some sort of systematic music experience should start by 18 
months of age.79 The Namm Foundation in Top 10 Instruments for Children 
to Learn to Play Music, asserts that the xylophone and hand percussion 
instruments are recommended for young children (toddlers and preschool). 
They are easy to use and help introduce melody, coordination and rhythm.80 
Montgomery supports this idea by maintaining that early childhood lessons 
should be about exploration and fun, with hand percussion, small violins, 
and piano listed as good examples. Percussion instruments such as drums, 
tambourines, xylophones, and rattles are easy to handle and teach rhythm 
and coordination. Although they could be challenging for young children, 
violins and piano are a gateway to teaching tone and pitch.81 Cutietta 
advocates for this idea by highlighting that years one to five start making 
sense of music by exploring sounds through activities that involve singing 
and rhythm.82 

79 Cutietta, Raising Musical Kids: A Guide for Parents, 21.
80 NAMM Foundation, “Top 10 Instruments for Children to Learn to Play Music,” NAMM 
Foundation, March 11, 2020, https://www.nammfoundation.org/articles/2020-03-11/top-10-
instruments-children-learn-play-music.
81 Montgomery, “The Best Instruments to Learn Based on Age.”  
82 Cutietta, Raising Musical Kids: A Guide for Parents, 27.         

Primary School Age (5-10 years)

When discussing primary school age students (5-10 years), Cutietta mentions 
that children will begin to play an instrument and take lessons from age five 
to ten. However, the instrument they start learning may only be a starting 
point due to the physical constraints of the child and instrument.83 The 
Namm Foundation states that the piano, ukulele, recorder, violin, and drums 
are great instruments for children in primary school. The piano can help 
develop concentration and fine motor skills. The ukulele is fun, easy to play, 
low cost and great for hand-eye coordination. The recorder is a good wind 
instrument to start with for learning coordination and breathing techniques. 
The violin can be challenging but teaches tone, pitch, coordination, and 
perseverance, whilst drums are appealing as children can use all of their 
limbs.84 Hoh supports this in part by stating that “according to Lorenza, 
“[…] piano, keyboard or strings like the violin are easier to handle, while 
instruments like operatic voice or brass instruments like the trumpet, which 
rely on strong mouth muscles to form notes, are only possible to play as the 
child physically matures.”85 Cutietta further supports this by highlighting that 
the piano is a good instrument at age five to ten due to the ease of creating a 
good tone by pressing down the keys. However, stringed instruments like the 
violin are favoured for their development due to the concentration, accuracy 
and phrasing required to generate a good sound.86 Montgomery continues 
this idea by mentioning that the recorder, viola, and cello are suitable 
instruments for elementary school (primary school). The recorder is a cost-
effective way to introduce children to wind instruments and help coordinate 
finger placement and breathing. The viola and cello have similar benefits to 

83 Cutietta, Raising Musical Kids: A Guide for Parents, 30-31.   
84 NAMM Foundation, “Top 10 Instruments for Children to Learn to Play Music.”
85 Hoh, “ What Age Should My Child Start Playing an Instrument?”  
86 Cutietta, Raising Musical Kids: A Guide for Parents, 31.
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Figure 22. Young people of different ages recording a song together.
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Figure 23. Young musicians mean business.

the violin but also helps with the coordination of bow and finger placement at 
a larger scale.87 Cutietta argues that, in general, stringed instruments are an 
excellent introductory instrument for young children as they can be made in 
smaller sizes without diminishing too much sound quality.88 

Intermediate and High School Age (10-18 years)

When examining intermediate and high school age students (10-18 years), 
Cutietta suggests that ages nine to twelve focus on achievement rather 
than aptitude, potentially switch to a lifelong instrument, and develop good 
practice habits through private lessons, as group lessons are no longer 
detailed enough.89 Montgomery argues that “[…] children should have the 
strength and capacity to learn most instruments. However, there is more 
to consider when choosing the perfect instrumental fit, from the child’s 
personal musical preferences, their body size, special health issues, and 
their musical aptitude.”90 Cutietta supports this idea by highlighting that 
“during this time, some of the more physically challenging instruments are 
begun. In school settings, these instruments include the oboe, French horn, 
baritone, and tuba. Outside of school, these include the guitar, bass, drums, 
and synthesiser.”91 The Namm Foundation suggests that the guitar, flute, 
and trumpet are recommended for young people in middle and high school 
(intermediate and high school). The guitar has the cool factor and teaches 
the fundamentals of music. The flute and trumpet are both challenging 
instruments that require strength, patience, and coordination, yet are ideal 

87 Montgomery, “The Best Instruments to Learn Based on Age.”  
88 Cutietta, Raising Musical Kids: A Guide for Parents, 31.
89 Cutietta, Raising Musical Kids: A Guide for Parents, 33-34.   
90 Montgomery, “The Best Instruments to Learn Based on Age.”
91 Cutietta, Raising Musical Kids: A Guide for Parents, 34.



beginning instruments for other brass and wind instruments.92 Montgomery 
establishes that the guitar, clarinet, flute, and trumpet are good examples for 
later elementary (intermediate) and beyond. Guitars are fretted instruments 
that come in a variety of types but require extra strength for note clarity. The 
clarinet and flute are options for wind instruments if their fingers can cover 
the holes to form a note, whilst the trumpet is a simple brass instrument for 
coordinating fingers and mouth/breathwork.93 Cutietta states that acoustic, 
folk acoustic, classical acoustic, electric and bass guitar are guitar-based 
offerings. However, folk or classical acoustic guitars with nylon strings are 
preferred for teaching as they are easier on fingers.94 

In summary, this section has outlined that parents should trust the child’s 
instincts and be supportive when selecting the right instrument, as it is 
crucial to the child’s enjoyment and sustained journey with music. Body size, 
shape, and personality can dictate the range of instruments available 

92 NAMM Foundation, “Top 10 Instruments for Children to Learn to Play Music.”
93 Montgomery, “The Best Instruments to Learn Based on Age.”
94 Cutietta, Raising Musical Kids: A Guide for Parents, 78-79. 

to some students, which a professional teacher should assess. Toddler & 
preschool age (0-5 years) involves fun introductory lessons including melody, 
coordination and rhythm with singing, small drums, tambourines, and rattles. 
Primary school age (5-10 years) involves structured group lessons focusing 
on aptitude with instruments such as piano, ukulele, small scale guitar, 
recorder, violin, and even drums being utilised due to the smaller scale of the 
instrument or ease generating a sound/good tone. Intermediate and high 
school age (10-18 years) students usually adopt the instrument that will be 
pursued for the rest of their life. Achievement now takes over from aptitude, 
and private one on one lessons should be adopted. A more comprehensive 
range of instruments is available due to fewer physical constraints, including 
electric guitar, electric bass, drums, clarinet, flute, trumpet, oboe, French 
horn, baritone, and tuba.
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Figure 24. A student enjoying drum lessons. Figure 25. Enthusiastic students ready to take guitar lessons.



Figure 26. Music in a typical New Zealand community hall.
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Community Music Resources

Music opportunities outside school are both a valuable community 
resource and a challenging operational problem. Comparing school and 
community programmes, Appleton states that opportunities for young 
people to participate in the performing arts include school courses within 
the curriculum, informal youth groups within school, and youth groups 
outside of school.95 Dr. Nina Kraus and Travis White-Schwoch in The 
Argument for Music Education, support this by vigorously promoting co-
curricular and extracurricular music education in schools and community 
music organisations.96 McMillan highlights that sadly, young people are 
at risk of giving up on music when it becomes elective within the school 
curriculum.97 Cutietta continues discussing this idea by asserting that 
programmes become voluntary outside of schools, requiring both parents 
and children to actively participate to avoid compromising individual or group 
outcomes. Private donations are also required to keep these organisations 
running, highlighting the risk of sufficient and sustainable funding.98 Hille and 
Schupp highlight that “Publicly subsidised projects offering extracurricular 
music lessons are increasingly popular among policy makers.”99 Cutietta 
argues that programmes outside of school are generally designed for the 
financially disadvantaged child, with teacher turnover being high due to low 
pay and job security.100 McMillan asserts that experimentation within the 
music curriculum is crucial as it can uncover creative ways to stimulate and 
test students.101 Rob Stock in When Music Lessons Just Aren’t Worth the 
Money, supports this by stating that “good teachers will provide enjoyable 

95 Appleton, Buildings for the Performing Arts a Design and Development Guide, 205-207.
96 Dr. Nina Kraus, and Travis White-Schwoch, “The Argument for Music Education,” American 
Scientist, July-August 2020, https://www.americanscientist.org/article/the-argument-for-music-
education, 212.
97 McMillan, “Music Learning: Giving Kids Their Voice.”
98 Cutietta, Raising Musical Kids: A Guide for Parents, 162.
99 Hille, and Schupp, “How Learning a Musical Instrument Affects the Development of Skills,” 2.
100 Cutietta, Raising Musical Kids: A Guide for Parents, 164.
101 McMillan, “Music Learning: Giving Kids Their Voice.”



performance opportunities like small concerts, or organise small bands, to 
help make music social.”102 With respect to an appropriate building typology 
that supports music, Cutietta mentions that programmes disassociated with 
schools usually meeting in community centres, churches, and any place 
that will provide the space. The locality of community buildings is a positive, 
but they are often not designed or equipped for music which can diminish 
the educational process.103 Community music schools will also sponsor 
concerts, classes, guest artists, and give exposure to musical events in the 
community.104  

With regards to the New Zealand context, music within the New Zealand 
school curriculum recognises that “Music is a fundamental form of 
expression, both personal and cultural.”105 Students explore musical ideas 
and technology both individually and as groups and learn to communicate 
musically through experiences involving theory, song, instruments, and 
improvisation.106 Although curricula are changing, Cutietta asserts that 
there is still a range of instruments not taught in schools due to tradition, an 
inability to work well in large groups and school music not being written with 
these instruments in mind.107 Community music organisations/programmes 
that are either independent or have a relationship to schools are a beneficial 
add on to the school curriculum. Play it Strange is a New Zealand based 
organisation that has been operating for 10 years with secondary school 

102 Rob Stock, “When Music Lessons Just Aren’t Worth the Money,” Stuff, January 19, 2018, 
https://www.stuff.co.nz/business/money/100583298/when-music-lessons-just-arent-worth-the-
money.
103 Cutietta, Raising Musical Kids: A Guide for Parents, 163.
104 Cutietta, Raising Musical Kids: A Guide for Parents, 194.
105 “The Arts – Learning Area Structure,” The New Zealand Curriculum Online, accessed 
September 16, 2021, https://nzcurriculum.tki.org.nz/The-New-Zealand-Curriculum/The-arts/
Learning-area-structure.
106 The New Zealand Curriculum Online, “The Arts – Learning Area Structure.”
107 Cutietta, Raising Musical Kids: A Guide for Parents, 77. Figure 27. A teenager performing at a song writing competition.
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students through a range of workshops, competitions, and concerts to 
establish a platform for adolescents to “gain confidence, self-belief and an 
impetus for a career path they would like to follow.”108 The Papakura Music 
School offers affordable music experiences with pre-instrumental classes, 
introductory lessons to the recorder, ukulele or keyboard and a different 
range of specific instrument types for the more advanced student.109 Based 
in Mount Maunganui, the Bay Music School has a teaching model that 
integrates its programme within primary schools to create an encouraging, 
participatory, and collaborative environment.110 The school introduces 
foundation rhythm and beat based lessons with singing, drums, and ukulele, 
and progressive lessons focusing on technique with the introduction of 
guitar and bass.111  

The cost of musical instruments and lessons raises concerns about 
affordability and accessibility outside of school. Giving examples of two 
popular instruments, Cutietta highlights that electric guitar requires a 
quality instrument with an amplifier to generate good sound, which can be 
expensive,112 whilst mentioning that keyboards have the same benefits as 
the piano but are stable with tuning, more affordable, and portable.113 Stock 
argues that “[…] depending on how your child learns it can cost anywhere 
from nothing (taught at home by a skilled parent continuing a family tradition) 
to $15-30 for group, or single lessons. […] multiply $15-$30 by 40 school 
weeks, and we’re talking $600-$1200 per child per year for paid lessons.”114 

108 Play it Strange, “About Us.”
109 “Music Programmes,” Papakura Music School, accessed September 16, 2021, https://www.
papakuramusicschool.org.nz/.
110 “What We Do,” Bay Music School, accessed March 26, 2021, https://www.baymusicschool.
co.nz/what-we-do.
111 Bay Music School, “What We Do.”
112 Cutietta, Raising Musical Kids: A Guide for Parents, 78-79.
113 Cutietta, Raising Musical Kids: A Guide for Parents, 77-78.
114 Stock, “When Music Lessons Just Aren’t Worth the Money.”Figure 28. A student recording a drum track.



Figure 30. BPL musical literature library.Figure 29. Toronto Public Libraries music instrument lending library
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Cutietta suggests that a quality instrument should be selected to match a 
child’s ability, which doesn’t necessarily mean it is expensive.115 Stock warns 
that “Extracurricular activities can kill a family’s ability to save,” however 
“dipping into the household’s recreation budget so the children can pursue 
their enthusiasms, be part of their community, and further aspects of their 
educations, is a good, happiness-increasing use of money.”116 A potential 
solution is music instrument libraries that have been growing increasingly 
popular for making instruments and literature accessible to all members 
of the public, particularly throughout North America. Liz Pelly, in Musical 
Instrument Lending Libraries Make Playing Music More Accessible, states 
that although musical instrument libraries are established across Canada 
(Barrie, Kingston, Ottawa and Toronto), they have only begun to gain 
popularity in the United States of America (Ann Arbor, Pittsburgh, Enfield, 
Northampton, Philadelphia, Chatham, Lopez Island, Murrieta, Sacramento, 

115 Cutietta, Raising Musical Kids: A Guide for Parents, 79.
116 Stock, “When Music Lessons Just Aren’t Worth the Money.” 

and Tarpon Spring) in recent years that are run by both public and private 
organisations.117 Pelly outlines that the popular Brooklyn Public Library (BPL) 
opened its Musical Instrument Lending Library in 2018, offering varieties 
of “acoustic and electric guitars; basses, banjos and bongos; ukuleles, 
violins, electronic keyboards, drum pads, steel drum kits, güiros, maracas, 
tambourines, triangles, claves, cymbals, cowbells, charangos, and music 
stands”, with the in-house recording studio that allows members of the public 
to record their own music becoming one of the most popular features. 118 An 
Australasian example of this public resource is the Green Square Library in 
Sydney, which offers acoustic guitar, classical guitar, electric guitar, electric 
bass, amplifiers, keyboard/synthesiser, microphones, and recording/mixing 
equipment to use in bookable rooms (that incur hire costs). Ukuleles are also 
offered to play in-house or borrow.119 Pelly highlights that The Free Library of 
Philadelphia’s Musical Instrument Collection (established in 2016), which 

117 Liz Pelly, “Musical Instrument Lending Libraries Make Playing Music More Accessible,” She 
Shreds, November 21, 2019, https://sheshreds.com/musical-instrument-lending-libraries/.
118 Pelly, “Musical Instrument Lending Libraries Make Playing Music More Accessible.”
119 “Library Collections - Musical Instruments Collection,” City of Sydney, accessed September 
9, 2021, https://www.cityofsydney.nsw.gov.au/library-collections/musical-instruments-
collection.
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boasts over 100 instruments and sound-insulated practice rooms, served as 
a BPL precedent for “sourcing, check-out processes, budgeting, and how to 
store and maintain instruments in a climate-controlled way.”120 Music rooms 
and ukuleles can be booked through an online system at the Green Square 
Library, with staff managing the issuing of instruments.121 Pelly mentions that 
“To borrow an instrument from the BPL, patrons email the music librarians to 
check on an instrument’s availability. Then they either are placed on a waiting 
list or asked to make an appointment to come by, sign a loan agreement form, 
and check out the instrument.”122 

In conclusion, it has been demonstrated that publicly and privately funded 
music programmes are an essential aspect of communities outside of 
schools, as they cater to a wide range of participants and offer teaching 
structures that differ from the school curriculum. However, funding and 
teaching resources can be a constant issue for these organisations. 
Programmes in New Zealand such as Play it Strange, Papakura Music 
School, and Bay Music include a variety of lesson structures and 
competitions to engage young people within and outside of schools. The 
research also highlighted that typical community buildings struggle to meet 
the technical requirements for music which can be off-putting for users, so 
fit for purpose facilities are generally required. Learning an instrument can 
also be an expensive exercise that can put families under financial strain. 
Community resources such as music instrument libraries exist in North 
America and Australia that offer an inclusive way of accessing instruments, 
practice/recording spaces and musical literature at low/no cost.

120 Pelly, “Musical Instrument Lending Libraries Make Playing Music More Accessible.”
121 City of Sydney, “Library Collections - Musical Instruments Collection.”
122 Pelly, “Musical Instrument Lending Libraries Make Playing Music More Accessible.”Figure 31. Adam Jones from the band Tool striking a chord.



Precedent Reviews / Case Studies

Precedent reviews/case studies offer a visual and tangible manifestation 
of possible built outcomes within New Zealand and the wider context. 
Each precedent has been assessed within four criteria that encompass 
community buildings/interventions, buildings that create empowerment, 
buildings that focus on music, and buildings that have materiality attributes 
that perform both acoustically and aesthetically within the context of the site 
and the Te Aranga Māori Design Principles.
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Figure 32. Te Oro as viewed from the exterior.



Te Oro is located in Glen Innes, East Auckland and is a 1,485m² creative 
facility for young people. The project emerged from the communities of Glen 
Innes and Panmure with a purpose “[…] to encourage the creativity of local 
cultures, both as performers and to impart knowledge; and to create a sense 
of pride and identity as a catalyst for social renewal.”123 An important aspect 
was the collaboration between mana whenua, local artists, cultural advisors, 
and the community, empowering the community and users to be involved 
in decision-making and project outcomes. The building’s superstructure/
form is divided into three programmatic elements representing performance, 
music, and visual arts.124 

Looking at the ground level, Zone 1 is the main entrance, social space and 
administration spaces for the facility. Zone 2 and the heart of the building 
is the double-height central performance space extending to the roof. Zone 
3 is the home of the artist workshop. Each zone is divided by circulation 
zones that bring daylight into the space. The main performance space is a 
flat floor/stage venue with retractable seating, which provides flexibility in 
day-to-day function. A removable stage, retractable seating, pipe grid for 
lighting, audio equipment, and curtains quickly transforms this space into an 
intimate performance venue. Moving up to level 1 sees Zone 1 accommodate 
dance and drama. Zone 2 remains the central performance space with the 
addition of studio rooms. Zone 3 is an extension of the artist workshop with 
accompanying classrooms and studios. 

123 ArchDaily, “Te Oro / Archimedia.”
124 ArchDaily, “Te Oro / Archimedia.” Figure 34. Programme analysis legend (Illustration by author).

Auckland, New Zealand | Archimedia  |  2012 

Te Oro

Figure 33. Te Oro as viewed from the street.
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Figure 35. Te Oro ground level (Illustration by author). Figure 36. Te Oro level 1 (Illustration by author).

This precedent is useful, as it demonstrates the importance of community 
participation and how the Te Aranga Māori Design Principles can engage/
collaborate with iwi/hapū to integrate cultural narratives and aims/
objectives into the building design.125 The idea of zones separating the 
programmatic functions of this space gives the project a clear purpose. 
Circulation paths define spatial boundaries, act as acoustic buffer zones, 
and provide opportunities to introduce natural daylight. However, the narrow 
circulation paths and functions split over levels also could create problems 

125 “Case Studies – Te Oro," Auckland Design Manual, accessed September 14, 2021, http://
www.aucklanddesignmanual.co.nz/resources/case-studies/teoro.

with navigation and hierarchy, whether intended or not. Positioning the 
performance space at the heart of the facility adds further significance to the 
empowering environment it creates. Visual connection from the street to the 
studios on level 1 is an important technique, as this advertises the communal 
activity within the facility. A social bump space and music listening area 
create an area where young people can hang out before, between or after 
sessions which is an essential aspect of keeping young people engaged. 
It is also noted that timber panelling and floors (in-studio and performance 
spaces) have been used extensively in the internal spaces as it is generally 
considered acoustically balanced material.



The Peter Hall Performing Arts Centre for The Perse School in Cambridge is 
a 2,340m² facility that includes "[…] adaptable foyer space that incorporates 
a large, daylit rehearsal and teaching room, an exhibition space and full back 
of house dressing rooms, workshop and ancillary spaces, along with a suite 
of classrooms. The triple-height, galleried foyer with a 'diagrid' timber roof 
structure is naturally daylit and overlooks a landscaped courtyard which will 
form the new heart of the school."126 

At the ground level, Zone 1 encompasses the back of house facilities, 
including administration offices and toilet blocks. Zone 2 at the centre of the 
building houses the foyer and main performance space that is triple-height, 
extending to the roof. Zone 3 is entirely made up of classrooms. The foyer 
location has an excellent central connection to all three zones. On level 1, 
Zone 1 continues its role in locating the back of house facilities and toilet 
blocks. Zone 2 is an extension of the ground floor atrium and foyer, with 
the inclusion of a studio. The main performance space has an additional 
mezzanine. Zone 3 is not in use on level 1 as the classrooms only inhabit the 
ground level.

This precedent is useful, as it also promotes programmatic zones as a way 
of defining functions within the building, whilst circulation paths provide 
acoustic separation. The institutional nature of this project makes sense in a 
school setting; however, common circulation beyond the foyer may appear 
restrictive in a community context. The performance space is of central 
importance in the organisational strategy, further celebrating the significance 
of the performing arts to the school. This facility also demonstrates how 

126 ArchDaily, “Peter Hall Performing Arts Centre / Haworth Tompkins.” Figure 38. Programme analysis legend (Illustration by author).

Cambridge, United Kingdom  |  Haworth Tompkins  |  2018

Peter Hall Performing Arts Centre

Figure 37. Peter Hall Performing Arts Centre as viewed from the courtyard.
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Figure 39. Peter Hall Performing Arts Centre ground level (Illustration by author). Figure 40. Peter Hall Performing Arts Centre level 1 (Illustration by author).

to integrate music teaching, making, and performance spaces for the 
development of adolescents. Like Te Oro, timber panelling has been used 
extensively in the internal spaces and engineered structure, creating a warm 
and inviting reception area for students and guests. The foyer and adjoining 
social bump space also provide a space where students can socialise 
without leaving the building, which like Te Oro, is an important aspect of 
youth engagement. The auditorium has fixed seating and a set proscenium 
which is beneficial for formal performances for the performing arts yet less 
flexible for adapting to a variety of performance functions, primarily when 
catering to a diverse set of community needs. 



“The House of Music” in Bologna, Italy acts as a local music teaching facility 
and public performance space consisting of nine interconnected circular 
shapes, observing “[…] the region’s long-standing music tradition, […] a 
metaphor for various instruments in an orchestra, which can be used for solo 
or ensemble.”127 The spaces within the 1,000m² building have been designed 
to be flexible throughout the day, with spaces opening up to a public square/
park utilised for larger community performances and social space for youth 
to congregate and play music. The oak timber panels used to create the 
circular spaces was chosen to amplify like a drum shell acoustically, whilst 
internal spaces had to be controlled with careful material selection to reduce 
reverberation.128 

The zones within this singular level facility are hard to decipher as the floor 
plan has been challenging to access. However, it is known that the circular 
spaces are designed to be flexible studios, classroom and performance 
spaces that appear to be arranged into four distinct zones.

This precedent is useful, as it has a different organisational strategy than 
Te Oro and the Peter Hall Performing Arts Centre . It shares similarities by 
dividing the programme along circulation paths, yet the spaces themselves 
are flexible in their use and arranged in a non-linear formation. The 
larger centrally placed space has the intention of being the main group/
performance room. The visual connection and open circulation allow for 
good sightlines, particularly with young people requiring supervision. These 
circulation paths also provide good penetration of daylight and ease of 

127 ArchDaily, “Workshop Ricostruzione - The House of Music / Mario Cucinella Architects.”
128 ArchDaily, “Workshop Ricostruzione - The House of Music / Mario Cucinella Architects.” Figure 42. Programme analysis legend (Illustration by author).

Bologna, Italy  |  Mario Cucinella Architects  |  2017

Workshop Ricostruzione - The House of Music

Figure 41. Workshop Ricostruzione - The House of Music as viewed from above.
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Figure 44. Workshop Ricostruzione - The House of Music ground level (Illustration by author).Figure 43. Workshop Ricostruzione - The House of Music site plan.

access. This facility demonstrates the strength of flexible community spaces 
to fulfil a diverse set of community needs. One of the critical attributes of this 
facility is its vertically flat organisation that eliminates any hierarchy within 
the community and creates inviting spaces and ease of circulation through 
the building, which is almost organically permeable in its flow. The building 
feels as if it is a living part of the community, as if visitors can pass through, 
observe and participate in the cultural explorations and expression that are 
taking place.



The School of Music and Arts is a 5,100m² facility that arose from the 
need to bring all gifted children and teachers in the community and wider 
areas to one central place to practice music and the arts, with the technical 
requirements of each of these functions being observed due to the lack of 
specialist facilities in schools in the region.129 The lower or basement level 
has the administrative zone, dressings rooms and recording studio. The 
ground floor hosts art spaces and a lecture theatre. The first floor comprises 
35 lesson/tuition rooms for music that incorporate angled ceilings and walls 
(for controlling acoustics) and an auditorium. The upper level has larger 
music spaces and dancing halls.130 

The organisation of this facility is broken into levels and distinctive zones on 
each level. Although aspects of music learning, making, and performance are 
evident on most levels, Level 1 is dedicated explicitly to music learning and 
performance. The programmatic zones again centre around the performance 
space (zone 1), wrapping around in an L-shape, creating ease of access and 
visibility to the central performance space. Smaller classrooms occupy zone 
2, whilst zone 3 includes classrooms and amenities (toilets and storage).

This precedent is useful as it demonstrates how a community facility can 
be derived from the needs of the young people within a community (similar 
to Te Oro). The programme of the music level wraps around the central 
performance space (auditorium), which lifts the importance of the space 
whilst providing good access/circulation to all areas. However, the long 
passages over several levels may be difficult for community visitors to 

129 “School of Music and Arts / LTFB Studio,” ArchDaily, accessed May 31, 2021, https://www.
archdaily.com/320198/school-of-music-and-arts-ltfb-studio. 
130 ArchDaily, “School of Music and Arts / LTFB Studio.” Figure 46. Programme analysis legend (Illustration by author).

Bucharest, Romania  |  LTFB Studio  |  2012 

School of Music and Arts

Figure 45. School of Music as viewed from the street.
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Figure 47. School of Music level 1 (Illustration by author). Figure 48. School of Music upper level (Illustration by author).

navigate. The acoustic principles of angles walls and ceilings within the 
classrooms are essential techniques to control sound reflection. Much like 
Te Oro, the music functions within the building have been separated over 
multiple levels, which presents problems when navigating the building to 
reach the correct destination, particularly if the visitor is unfamiliar with the 
building’s programmatic organisation.



Gap Filler, a creative agency that develops fun and interactive community 
interventions,131 generated “[…] this project to respond to the lack of spaces 
for dance post-quake and bring people, life and energy back to the central 
city.”132 Washing machines from an old laundromat were converted to play 
music when money was inserted, providing 30mins of light and sound.133 
First located on a vacant site on St Asaph Street in the CBD of Christchurch, 
it generated 600 hours of use in 3 months since being deployed to three 
different sites in the city.134 A popular project was attracting anyone from 
organised groups to passers-by. Dance-O-Mat is a highly interactive and 
adaptable space that encourages people to interact with one another in 
a playful way. Vandalism, durability, maintenance, and noise levels have 
created design and operational challenges throughout the decade of its use 
within the city that have required ongoing learning and development.135 

This precedent is useful because it highlights how simple community 
interventions can quickly regenerate derelict urban environments. 
Interventions like the Dance-O-Mat can be easily transported to other parts 
of the community where a need is identified. This also connects the more 
expansive community/city as a shared resource or experience accessible to 
all, exposing the young and old to the arts through music and dance. 

131 "About Us," Gap Filler, accessed September 9, 2021, https://gapfiller.org.nz/about/.
132 “Dance-O-Mat,” Gap Filler, accessed May 31, 2021, https://gapfiller.org.nz/project/dance-o-
mat/.
133 Gap Filler, “Dance-O-Mat.”
134 Gap Filler, “Dance-O-Mat.”
135 Gap Filler, “Dance-O-Mat.”

Christchurch, New Zealand  |  F3 Design + Gap Filler  |  2012

Dance-O-Mat

Figure 49. Dance-O-Mat in action.

Figure 50. Dance-O-Mat engaging kids in music and dance.



60

The Caulfield Sound Shell is located on the campus of Monash University 
in Caulfield and is designed to be an all seasons, multipurpose facility for a 
variety of performance types.136 “The sound shell features a facade made 
from 312 individual Corian panels in complex, non-repetitive geometries. To 
create the panels, the design team developed a novel mould making process 
using heat resistant high-density foam, a bespoke cutting strategy using a 
6-axis industrial robot and a new L-bracket connection that connects the 
Corian panels to primary and secondary structural timber components.”137 

This precedent is useful as it demonstrates the importance of public 
performance spaces for music within communities. It also highlights the 
use of technology in the fabrication of complex geometric panels to not only 
produce an interesting and striking architectural proposition but provides an 
acoustically reflective backdrop to musical performances. This emphasises 
the idea of merging the aural and visual components of design to enhance 
the audience experience.

136 ArchitectureAU Editorial, “Soundshell Designed and Built by Students Wins Award,” 
ArchitectureAU, February 1, 2016, https://architectureau.com/articles/soundshell-designed-and-
built-by-students-wins-award/#img-1.
137 ArchitectureAU Editorial, “Soundshell Designed and Built by Students Wins Award.”

Figure 51. Caulfield Sound Shell between performances.

Figure 52. Caulfield Sound Shell at night during a performance.

Melbourne, Australia  |  Tim Schork + Markus Schein  |  2015

Caulfield Sound Shell



The Mt Pleasant Community Centre is a building created for the suburb of 
Mt Pleasant and was primarily informed by its immediate context. “Many 
weeks were spent researching, walking, sketching and absorbing the context 
of the estuary to learn from nature's architecture. Crustaceans and bivalves 
inspired us to design a strong, lightweight shell architecture that could safely 
embrace the community and re-orientate the building north to the sun and 
uplift it to enjoy the daily rhythms of the estuary.”138 A pipi or tuatua that had 
been pried open inspired the form of the community centre, connecting it 
to its immediate context. The lightweight metal clad skin reflects the shell of 
the pipi/tuatua whilst referencing a material that reflects the New Zealand 
vernacular.139 The rhythmic rippling in the sands of the estuary beyond the 
building extends into the interior spaces, with the effect mimicked in the 
laminated timber panels that adorn the carcass of the building.140 

This precedent is useful as it demonstrates how immediate contextual 
influence can inspire building form and materiality. The abstraction of these 
influences is powerful in connecting the people with place and elegant in the 
execution of these ideas to interact with the building programme and each 
other harmoniously.

138 “Mt Pleasant Community Centre," Chris Moller Architecture + Urbanism, accessed May 31, 
2021, https://cma-u.com/mt-pleasant-community-centre/.         
139 Chris Moller Architecture + Urbanism, " Mt Pleasant Community Centre."
140 Chris Moller Architecture + Urbanism, " Mt Pleasant Community Centre."

Figure 53. Mt Pleasant Community Centre exterior form (Illustration by author).

Figure 54. Mt Pleasant Community Centre interior form (Illustration by author).

Christchurch, New Zealand  |  CMA + U  |  2013

Mt Pleasant Community Centre
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The Western Spring College Redevelopment, located in Western Springs, 
Auckland, has updated the school campus with a focus on cultural narratives. 
Architects “Jasmax identified many opportunities for telling cultural stories 
around the new Western Springs Campus. Stakeholder aspirations were 
developed around shared themes that embraced stories of place, including 
the history of Meola Reef and Western Springs, the basalt lava flow and 
quarrying, the tuna (eels) endemic to the Springs, and the imperative for 
regeneration and guardianship of the ecology of inner-city communities.”141 
Jasmax assisted the school with a framework to engage artists and carvers 
who created pieces of work with contextual/cultural significance for the 
Waharoa, Pou and Pare (carver/artist Sunnah Thompson) and precast panels 
and paving (artist Graham Tipene).142 

This precedent is useful as it is a project located within Auckland that 
observes the Te Aranga Māori Design Principles to inform design elements 
within the school redevelopment. Materiality selections include the use 
of locally quarried aggregate infused in concrete precast panels, timber 
panelling, and profiled metal, a common vernacular within New Zealand. The 
selected materials have been used to creatively convey cultural narratives 
which enhance a sense of place. One aspect of interest is the performance 
space that opens out, via an immense folding door, to the adjacent courtyard, 
engaging the school and community in performances. This is a helpful 
technique when encouraging community participation in cultural processes. 
The flat floor/stage space offers flexibility in function depending on the day-
to-day activity of students and teaching programs.

141 “Western Springs College Redevelopment," Jasmax, accessed May 31, 2021, https://www.
jasmax.com/projects/featured-projects/western-springs-college-redevelopment/.
142 Jasmax, “Western Springs College Redevelopment."

Figure 55. Western Springs College hall as viewed from the courtyard.

Figure 56. Western Springs hall interior. Figure 57. Western Springs cultural artwork.

Auckland, New Zealand  |  Jasmax  |  2019

Western Springs College Redevelopment
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Figure 58. Drury Creek (Photo by author).



Figure 59. Location map of Auranga - Scale 1:100,000 (Illustration by author).
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Physical and Ecological

The location of the project is Auranga, a 167.6ha greenfield master-planned 
development located within Drury, Auckland.143 Drury is a “Small township […] 
named after Captain Drury, who surveyed Manukau Harbour.”144 According 
to the development website, the meaning of the word Auranga is “a life 
force that sets progress in motion.”145 Positioned adjacent to the Southern 
Motorway, which divides West and East Drury, the site is geographically 
located 6km south of the suburb of Papakura,12km north-east of Pukekohe, 
west of the Hunua Ranges, and south-east of the Manukau Harbour. 

143 “Masterplan," Auranga, accessed April 31, 2021, https://www.auranga.co.nz/masterplan/.
144 “Story: Auckland Places," Te Ara, accessed September 9, 2021, https://teara.govt.nz/en/
auckland-places/page-17.
145 “Drury SHAs under way in record time," Auranga, accessed May 31, 2021. https://www.
auranga.co.nz/news/drury-shas-under-way/.Figure 60. Auranga master plan.



The topography of low lying hills has been formed by historical volcanic 
activity, with Drury positioned on the outer edge of a shield (low profile) 
volcano, which is part of the south Auckland volcanic field.146 The land's 
topography is only interrupted by the many carving waterways that cut 
through the landscape - the most significant is the Drury Creek, an extension 
of the Pāhurehure Inlet and Manukau Harbour. Above the topographical 
analysis lies an area generally dominated by farmland and agricultural 
industry with minimal residential dwellings. Due to the areas farming activity, 
most native tree species have been stripped of the land, resulting in minimal 
vegetation present at fence line boundaries for shelter. Native species, such 
as those found in Auranga, are generally regenerative planting adjoining 
waterways. The climate of Auckland is subtropical, which produces warm/
humid summers and mild winters with abundant rain that can arrive in heavy 
intervals.147 

146 Auckland Council, Historic Heritage Topic Report: Drury Structure Plan, August 2017, 
16, https://www.aucklandcouncil.govt.nz/plans-projects-policies-reports-bylaws/our-plans-
strategies/place-based-plans/druryassessmentreports/heritage-report.pdf.
147 P.R. Chappell, The Climate and Weather or Auckland, a Report for NIWA, 2013, 6, https://
niwa.co.nz/static/Auckland%20ClimateWEB.pdf. Figure 61. South Auckland volcanic field.
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The main ecological corridor in Drury and Auranga are the waterways in 
the form of creeks, streams, and rivers that flow into the Pāhurehure Inlet 
that eventually connects to the Manukau Harbour. Historical damage of the 
modification of land and waterways for purposes of farming. “Due to the low 
diversity of native birds and native vegetation, likely lack of native lizards, and 
overall degraded state of the waterways, the overall indigenous ecological 
value of the site is considered to be low.”148 Other estuary fauna such as 
mangroves and grasses are present in Drury Creek, as observed during 
an on-site investigation of the area. Streams and wetlands present to the 
Auranga site are expected to have “Shortfin eels, common bullies” as these 
species are common to this type of aquatic environment.”149 Restoration 
of waterways and adjoining land through regenerative native planting and 
improved storm and wastewater infrastructure from new developments such 
as Auranga provide improved habitats for native bird and wetland/estuary 
aquatic life. Aspects of Sustainability will be addressed in the cultural context 
investigation and subsequent design process.

148 RMA Ecology, Auranga B1 Private Plan Change, Drury: Stage B1 Ecological Values 
Assessment, April 2017, 1, https://www.aucklandcouncil.govt.nz/plans-projects-policies-reports-
bylaws/our-plans-strategies/unitary-plan/auckland-unitary-plan-modifications/proposed-plan-
changes/Documents/pc-6-ecology-assessment.pdf.
149 RMA Ecology, Auranga B1 Private Plan Change, Drury: Stage B1 Ecological Values 
Assessment, 10.Figure 63. Drury creek at low tide (Photo by author).

Figure 62. Aerial view of Drury.



Figure 64. Drury Creek as viewed from the Auranga walkway (Photo by author). Figure 65. Connection to the water via the Auranga jetty (Photo by author).
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Figure 66. Waterways/streams carve through the land  (Photo by author). Figure 67. The Auranga bridge (Photo by author).



Figure 68. The natural forms of Drury Creek (Photo by author).
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Figure 69. Auranga community zone with temporary containers (Photo by author).



Figure 70. Protected pedestrian paths and cycleways within Auranga (Photo by author). Figure 71. Interactive musical equipment within the Auranga playground (Photo by author).
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Figure 72. Houses on Auranga Drive (Photo by author). Figure 73. A showhome in Auranga.



Figure 74. Manukau Harbour.
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History

Some of the earliest inhabitants of Drury (Opāheke) were the crew of Tainui 
waka from Hawaiki and ancestors of Ngāti Tamaoho and Ngā Oho. Different 
tribal groups such as Te Akitai, Ngai Tai, and Ngāti Pou developed cultural 
connections to the Drury area due to extensive waterways (awa) utilised 
for trade and food (kai) gathering. The waterways provided access to the 
Manukau Harbour (through the Pāhurehure Inlet), which holds special 
significance to Māori. Ngāti Tamaoho utilised Drury Creek to regulate the 
movement of other tribes and commodities through the territory (rohe).150 

150 “History," Auranga, accessed August 1, 2021, https://www.auranga.co.nz/about/history/.



1842
Māori land in Drury was purchased by European settlers resulting in the 
alienation of the Māori people in Drury.151 

1845 - 1853 
The Crown took possession of large blocks of Māori land in the Drury area.152 

1852
Thomas Runciman, recognised as the first settler, arrived in Drury.153 

1855
The extension of Great South Road from Auckland to Drury was completed.154 

1859
Further land was acquired through the New Zealand Settlements Act from 
Ngāti Tamaoho.155 The Waihoihoi Mining and Coal Company was established 
after the discovery of a coalfield in the district.156  

151 Auckland Council, Historic Heritage Topic Report: Drury Structure Plan, 19.
152 Auckland Council, Historic Heritage Topic Report: Drury Structure Plan, 19.
153 Auckland Council, Historic Heritage Topic Report: Drury Structure Plan, 19.
154 Auckland Council, Historic Heritage Topic Report: Drury Structure Plan, 25.
155 Auranga, “History."
156 “Newspapers," Papers Past, accessed August 1, 2021. https://paperspast.natlib.govt.nz/
newspapers/NZ18590727.2.17.6.3.

Figure 75. Historical timeline of Drury (Illustration by author).

Timeline

1861 - 1862
A military camp was established in Drury as a response to the New Zealand 
Land Wars.157 Construction also began on a tramway from the Auckland port 
to the coal mine,158 whilst Drury became a centre for settlers in the area.159 
1863 - 1864
The Waikato Land Wars began in 1863.160 and ended in 1864.161 Roadways 
now linked Drury to Auckland and the Waikato region.162

 

157 Auckland Council, Historic Heritage Topic Report: Drury Structure Plan, 23.
158 Auranga, “History."
159 Auranga, “History."
160 “War in Waikato,” New Zealand History, accessed September 14, 2021, https://nzhistory.
govt.nz/war/war-in-waikato.
161 New Zealand History, “War in Waikato.”
162 Auckland Council, Historic Heritage Topic Report: Drury Structure Plan, 25.
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1866
The Waihoihoi coal mine closed.163 

1906
Drury Pottery Works produced bricks and pottery creating further industry in 
the area.164

 
1914-1918
WW1 cost the lives of 19 men from the Drury/Runciman area.165 

1918
The existing Drury and Runciman railway stations are replaced by a new 
Drury station.166 

1939
A cheese factory opened in Drury.167 

1939-1945
WW2 cost the lives of eight men from the Drury/Runciman area.168 

163 Auranga, “History."
164 “Newspapers," Papers Past, accessed August 1, 2021. https://paperspast.natlib.govt.nz/
newspapers/AS19061122.2.27.
165 Auranga, “History."
166 Auranga, “History."
167 Auranga, “History."
168 Auranga, “History."

1965
The Takanini to Runciman State Highway One extension is completed.169 

2012
Auckland Council identified the wider Drury area as a zone for strategic 
growth.170

2017
Auckland Council developed a 30-year plan to unlock the land of Drury 
through rezoning.171 

2019
Construction on houses began at Auranga.172 

169 Auranga, “History."
170 Auckland Council, Historic Heritage Topic Report: Drury Structure Plan, 6.
171 Auckland Council, Historic Heritage Topic Report: Drury Structure Plan, 6.
172 Anne Gibson, “$2b-plus town centre, 2500 residences planned for Drury," New Zealand 
Herald, December 17, 2017, https://www.nzherald.co.nz/business/2b-plus-town-centre-2500-
residences-planned-for-drury/EOJBXXMGAERBS4IVVPRTXCBG6Q/.



Figure 76. New Zealand Land Wars military camp. Figure 77. Drury Pottery Works.
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Figure 78. The Drury Coal train line. Figure 79. Drury's horse drawn tramway.



Social

“A city is a place where people are located, but a community is where people 
live.”173 

Mina Kerr-Lazenby, in Auckland's Population Predicted to Hit 2 Million Within 
10 Years, highlights that “Auckland’s burgeoning population could rise 
from around 1.7 million people to 2 million by the early 2030s, according to 
Stats New Zealand.”174 Auranga is a long-term master-planned development 
(similar to Hobsonville Point and Stonefields) that looks to address the 
housing shortage at scale. The proposed township will include "[…] a town 
centre, public transport including trains and buses, a community civic centre, 
retirement village and schools as well as commercial and retail precincts."175 
Auranga is only one component of a broader Auckland Council growth plan 
for Pukekohe, Drury, Paerata, and Takanini. Paul Charman in 'Unprecedented 
growth' forecast for Drury, states that “Local government has identified the 
wider South Auckland area as the city's largest area of urban growth. About 
42,000 homes are set to be developed on 5300ha of land over the next 30 
years, while some 19,000 jobs will be created.”176 

At the time of the 2018 census, Drury consisted of 363 dwellings.177 However, 
this is rapidly shifting due to the proposed 2,650 dwellings that the Auranga 
development is proposing to create.178 Tim McCready in Community from 

173 Siegler, “Communityness.”
174 Mina Kerr-Lazenby, "Auckland's Population Predicted to Hit 2 Million Within 10 Years," Stuff, 
March 31, 2021, https://www.stuff.co.nz/national/300266389/aucklands-population-predicted-
to-hit-2-million-within-10-years.
175 Auranga, “Masterplan."
176 Paul Charman, “'Unprecedented growth' forecast for Drury," New Zealand Herald, 
September 27, 2017, https://www.nzherald.co.nz/property/unprecedented-growth-forecast-for-
drury/TRZPJ4IF57CNT6RTV6UVUVMTMY/.
177 “Tools - 2018 Census place summaries," Stats NZ, accessed April 15, 2021, https://www.
stats.govt.nz/tools/2018-census-place-summaries/drury#dwelling-counts.
178 Auranga, “Masterplan." Figure 80. Stats NZ statistical areas.



82

the Ground Up, states that housing in Auranga will range from $599k to $2m, 
with the lower price bracket being KiwiBuild dwellings.179 As of the 2018 
census, the median income for residents of Drury is $38.5k.180 Furthermore, 
ethnicities people identified with are 73.9% European/Pākehā, 23.3% Māori, 
11.3% Asian, 9.8% Pacific, 0.3% Middle Eastern/Latin American/African, and 
1.0% other ethnicities.181 Although the areas statistical data is only available 
from the 2018 Census, we can assume they will change at the completion 
of the Auranga development. McCready states that Auranga’s developer 
Charles Ma believes that ethnic and economic diversity is crucial to building 
culture within the community.182 

179 Tim McCready, “Community from the Ground Up," New Zealand Herald, March 6, 2020, 
https://www.timmccready.nz/2020/03/06/charles-ma-eco-islands-just-part-of-his-plan-at-drury-
west/.
180 “Tools - 2018 Census place summaries," Stats NZ, accessed April 15, 2021, https://www.
stats.govt.nz/tools/2018-census-place-summaries/drury#income.
181 “Tools - 2018 Census place summaries," Stats NZ, accessed April 15, 2021, https://www.
stats.govt.nz/tools/2018-census-place-summaries/drury#ethnicity-culture-and-identity.
182 McCready, “Community from the Ground Up."

Figure 81. Zones for future growth in Drury around Auranga. 



Figure 82. Aerial view of West Drury.



84

Figure 83. An artist impression of the new Drury.



Figure 84. Ngākōroa School (new Auranga primary school) under construction (Photo by author).
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East Drury has an existing primary school that opened in 1857, which 
caters for years 1-8 (5 to 12 years of age).183 At the time of a 2016 report, the 
school comprised of approximately 460 students with a gender ratio of 50% 
male/50% female, and an ethnic makeup of 18% Māori, 72% European/
Pākehā, 5% Asian, 3% Indian, 1% Pasifika, and 1% other.184

According to the master plan, Auranga has plans for an early childhood 
centre, primary school and high school. Education Minister Chris Hipkins, 
in a government press release, stated, “Drury, which is currently served by 
two primary schools, is forecast to grow to 65,000 residents by 2043. That 
number is expected to include around 11,350 school-aged children, 6800 of 
them primary students.”185 Plans for up to six new primary schools and one 
new secondary school are proposed to accommodate the number of young 
people in the area, with the first primary school opening in 2022 for 370 year 
1-8 students.186 The proposed secondary school will cater to years 7-13.187  

183 “Home," Drury School, accessed August 1, 2021, https://drury.school.nz/.
184 “Drury School," Education Review Office, accessed August 1, 2021, https://ero.govt.nz/
institution/1263/drury-school. 
185 New Zealand Government, "New Primary School Planned for Drury," news release, 
September 4, 2019, https://www.beehive.govt.nz/release/new-primary-school-planned-drury.  
186 New Zealand Government, "New Primary School Planned for Drury."
187 BECA, Assessment of Environmental Effects to Support a Notice of Requirement, February 
2021, 3, https://www.aucklandcouncil.govt.nz/UnitaryPlanDocuments/nor_3_aee_drury_west_
secondary_school_and_ece.pdf.



Figure 85. Houses in East Drury (Photo by author).
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Figure 86. Houses in West Drury (Auranga).



Cultural

Music learning, making, and performance sit within the fields of art and 
culture. However, the literature review has previously examined aspects of 
music as it relates to the scope of this project. Therefore, the analysis of 
cultural identity in its relationship to architecture is of most interest in this 
assessment. In 2005, The Ministry for the Environment produced a New 
Zealand Urban Design Protocol, which identified a lack of Māori involvement 
in the process and creation of protocols that engaged with Māori interests.188 
After much consultation, the Te Aranga Māori Cultural Landscape Strategy 
was formed in 2006, which acknowledged Māori cultural landscapes instead 
of urban design.189 This ultimately resulted in seven outcome-oriented design 
principles named the Te Aranga Māori Design Principles, which the Auckland 
Council adopted to apply to Tāmaki Makaurau (Auckland).190 The Te Aranga 
Māori Design Principles have been an essential factor in the reactivation of 
cultural identity within Auckland to “[…] gain a better understanding about 
the different contexts and unique characteristics that make up the cultural, 
natural and built environments of Tāmaki Makaurau.”191 The seven principles 
provide practical guidance originating from fundamental Māori cultural 
values to improve design outcomes and enhance Mana Whenua's presence 
and involvement in the process.192 The Te Aranga Māori Design Principles 
were examined as they relate to this project during the design process.

188 “Design Subject – Te Aranga Principles," Auckland Design Manual, accessed August 1, 
2021, http://www.aucklanddesignmanual.co.nz/design-subjects/maori-design/te_aranga_
principles#/design-subjects/maori-design/te_aranga_principles/guidance/about/where_
principles_come_from.
189 Auckland Design Manual, “Design Subject – Te Aranga Principles."
190 “Design Subject – Te Aranga Principles," Auckland Design Manual, accessed August 1, 
2021, http://www.aucklanddesignmanual.co.nz/design-subjects/maori-design/te_aranga_
principles#/design-subjects/maori-design/te_aranga_principles/guidance/about/introduction.
191 “Design Subject – Te Aranga Principles," Auckland Design Manual, Accessed August 1, 
2021, http://www.aucklanddesignmanual.co.nz/design-subjects/maori-design/te_aranga_
principles.
192 Auckland Design Manual, “Design Subject – Te Aranga Principles."  
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Figure 87. Te Aranga Māori Design Principles applied to the Ōtāhuhu Station.
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Political and Economic

Generally, the Auckland Council as a territorial authority has supported 
community project development concerning the arts and engaging with 
local iwi/hapū and community groups collaboratively by employing the Te 
Aranaga Māori Design Principles as a framework for public interest projects. 
In the case of Te Oro, the Auckland Council board of Maungakiekie-Tāmaki 
provided funding for the project.193 Nick Wates in Community Architecture: 
How People are Creating Their Own Environment, states that when 
community project outcomes are solely the responsibility of the ‘experts’ 
the results can be “[…] economically wasteful and socially inept, sometimes 
disastrous.”194 Ruth Dalzell and Elin Stefansson in A Real Part to Play: A 
Resource Pack for Involving Young People in Community Regeneration, also 
support this by asserting that for community expenditure to be successful, 
outcomes must align with what young people want; otherwise, there is a risk 
of disengagement, inactivity, or vandalism.195 Ian Appleton in Buildings for the 
Performing Arts a Design and Development Guide, claims that community 
and political support is critical through all design development and stages 
of the project, requiring discussions, workshops with all stakeholders as to 
how the facility will best serve the community, which will require justification 
through the assessment of cultural, economic, educational, quality of life, 
regeneration, and cultural democracy.196 Wates affirms that for community 
projects to work, a specific organisation of project users' needs to be created 
to establish project aims, be involved in the design process and ultimately 
operate the facility.197 

193 Auckland Design Manual, “Case Studies – Te Oro."
194 Wates, Community Architecture: How People are Creating Their Own Environment, 115.
195 Dalzell, and Stefansson, A Real Part to Play: A Resource Pack for Involving Young People in 
Community Regeneration, 11.
196 Appleton, Buildings for the Performing Arts a Design and Development Guide, 80.
197 Wates, Community Architecture: How People are Creating Their Own Environment, 124.Figure 88. Public reception area of Te Oro.



Stakeholders

A fundamental aspect of the context investigation is mapping the potential 
stakeholders the facility may affect. Understanding the audience, support 
structures, and broader contributing parties is a vital part of developing 
design aims/objectives that respond to the needs of the people and place.

A stakeholder diagram was formed to identify the key stakeholders of the 
proposed community music centre for young people in the context of 
Auranga/Drury.
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Figure 89. Stakeholder mapping (Illustration by author).



Mapping of the wider context within a 15km radius was undertaken to 
determine existing schools, community centres, and music venues in the 
area. The nearest school is 1.8km away in East Drury, whilst the nearest 
music school is 7.2km away in Papakura.

Mapping  
Wider Context

Figure 90. Wider context mapping - Scale 1:100,000 (Illustration by author).
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Figure 91. Community mapping - Scale 1:10,000 (Illustration by author).

Mapping essential community infrastructure and resources focusing on 
areas where young people congregate/frequent is an integral part of the 
research. It helped identify the potential movements/circulation paths. 
Schools, sports fields, playgrounds/parks, and community/village centre 
infrastructure were identified as important in this analysis. The retirement 
village was also added as a location as it relates to community outreach.

Mapping  
Auranga Community

Note: Due to the Auranga development being in the early stages of 
construction, the massing of buildings are the Authors interpretation of the 
master plan and are to be treated as indicative representations only.
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Music is a vital ingredient of the project and Auranga. Mapping of existing 
and potential musical nodes throughout the development highlights how 
music can connect the community through interventions within parks, 
playgrounds, institutional settings (schools), and community sites. The 
proposed facility can be the anchoring component of this cultural theme 
within the master plan.

Mapping  
Auranga Music

Figure 92. Music mapping - Scale 1:10,000 (Illustration by author).

Note: Due to the Auranga development being in the early stages of 
construction, the massing of buildings are the Authors interpretation of the 
master plan and are to be treated as indicative representations only.
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The mapping of transport as it relates to the movement of young people 
through Auranga and Drury is an essential aspect in identifying potential 
sites. A focus on walking, biking, buses as viable modes of transport (mainly 
after school) were evaluated as connectivity, ease of travel, times, and 
accessibility are critical components to the sustainable engagement of 
young people.

Mapping  -  
Transport

Figure 93. Transport mapping - Scale 1:10,000 (Illustration by author).

Note: Due to the Auranga development being in the early stages of 
construction, the massing of buildings are the Authors interpretation of the 
master plan and are to be treated as indicative representations only. Future 
bus routes are also the Authors interpretation of a possible extensions to the 
current Drury service.
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Design
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Figure 94. Concert in a music hall.



Space and Acoustics for Music

The planning/spatial requirements of a building to support the learning, 
making, and performance of music must consider an array of programmatic 
and technical requirements to ensure the functional requirements of the 
facility are achieved. Ian Appleton in Buildings for the Performing Arts a 
Design and Development Guide, asserts that performing arts facilities are 
determined by specific spatial and technical requirements that benefit both 
performer and audience whilst generally being available for professional and 
amateur community activities.198 Appleton also highlights that “facilities for 
the performing arts may be exclusively attached to a teaching programme 
and the location for student or schoolchild performance or made available 
for public performances as well.”199 When assessing the requirement for a 
new building, Robert A. Cutietta in Raising Musical Kids: A Guide for Parents 
states that community facilities often fall into the categories of performing 
music, hearing music, and learning about music.200 

Regarding the spatial programme to support music learning, making and 
performance, Appleton outlines spaces for music learning, making and 
rehearsal should include a music classroom (75m² minimum), a minimum 
of three practice rooms (10m² each), a minimum of three instrumental 
tuition rooms (12m² each), and a recording studio (18m² minimum) with 
connection to an acoustically isolated control room with observation window. 
A separate space for ensembles and rehearsals should be provided, a 
general store for equipment and educational content (50m² minimum), an 
instrument store (50m² minimum) with shelving, grand piano store with 
access to classrooms, and performance spaces and staff office space (5m² 
minimum per staff member).201 David Canning et al. in Acoustics of Schools: 

198 Appleton, Buildings for the Performing Arts a Design and Development Guide, 4.
199 Appleton, Buildings for the Performing Arts a Design and Development Guide, 17.
200 Cutietta, Raising Musical Kids: A Guide for Parents, 194.
201 Appleton, Buildings for the Performing Arts a Design and Development Guide, 208-209.

A Design Guide, generally support this by asserting that the requirements 
are a “Large performance/teaching room 85m², Second teaching room 
65m², Ensemble room 20m², Practice/group rooms 8m², Control room for 
recording 10m².”202 Canning et al. also mention that ceiling height for halls 
are typically double-height (6m approximately) and a minimum of 3m for 
practice and group spaces.203 Appleton suggests that music classrooms 
and tuition rooms should incorporate natural light, with practice/tuition 
rooms being visually connected to classrooms (door vision panels) for ease 
of teacher supervision.204 Canning et al. claim that circulation paths and 
storage can provide acoustic buffer zones between spaces (specialist sound-
insulating construction may still be required), with limited acceptable noise is 
circulation providing distanced supervision of musical activities.205 Appleton 
highlights that “details which are child-friendly respond to the height of the 
child or young person, and their eye-level, seating characteristics, strength 
and avoidance of injury.”206 Canning et al. asserts that percussion rooms 
should ideally be a box in box construction method on the ground floor to 
decrease vibration through the buildings structural system.207 

Appleton states that the size and shape of an auditorium is determined 
by various factors such as stage requirements, audience and seating 
arrangement, lighting/sound equipment, and optimal proportions for 
the specified function.208 Appleton also asserts that auditorium seating 

202 David Canning et al., Acoustics of Schools: A Design Guide, a Guide for the Institute of 
Acoustics (IOA) and the Association of Noise Consultants (ANC), November 2015, 52, https://
www.ioa.org.uk/sites/default/files/Acoustics%20of%20Schools%20-%20a%20design%20
guide%20November%202015_1.pdf.
203 Canning et al., Acoustics of Schools: A Design Guide, 52.
204 Appleton, Buildings for the Performing Arts a Design and Development Guide, 208-209.
205 Canning et al., Acoustics of Schools: A Design Guide, 50.
206 Appleton, Buildings for the Performing Arts a Design and Development Guide, 208-210.
207 Canning et al., Acoustics of Schools: A Design Guide, 50.
208 Appleton, Buildings for the Performing Arts a Design and Development Guide, 114-115.
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Figure 95. A modern music group/teaching room.



provisions for a community theatre are in the range of 150–350,209 whilst 
also mentioning that “the requirements of public, performers, technicians, 
management and production staff, as well as the technical necessities, all 
need to be integrated into the building design […].”210 Lindsey Leardi, in Basic 
Principles of Acoustics: Why Architects Shouldn't Leave It All to Consultants, 
states that Architects can enhance the expression of a building through 
selective material choices, whilst working with specialists to meet acoustic 
requirements.211 

“It is not the room that determines the acoustics, but rather the sound 
source. However, the room does determine how the sound arrives at the 
listener.”212 

As far as building acoustics are concerned, Peter Zumthor in Atmospheres: 
Architectural Environments. Surrounding Objects, argues that most people 
are not aware that the interplay of building materials affects the sound of 
a room.213 Joanna Jablonskaa, Elzbieta Trocka-Leszczynskaa and Romuald 
TarczewskiaIn in Sound and Architecture – Mutual Influence, assert that 
the relationship between sound and architecture require a collaborative 
approach from all disciplines to produce innovative solutions that provide 
the optimal acoustic conditions for music.214 This mutual influence is 

209 Appleton, Buildings for the Performing Arts a Design and Development Guide,138.
210 Appleton, Buildings for the Performing Arts a Design and Development Guide, 67.
211 Lindsey Leardi, “Basic Principles of Acoustics: Why Architects Shouldn’t Leave It All to 
Consultants,” ArchDaily, May 3, 2021, https://www.archdaily.com/909793/basic-principles-of-
acoustics-why-architects-shouldnt-leave-it-all-to-consultants.
212 Eckard Mommertz, Acoustics and Sound Insulation: Principles, Planning, Examples (Basel: 
Birkhäuser, 2012), 12.
213 Peter Zumthor, Atmospheres: Architectural Environments. Surrounding Objects. (Basel: 
Birkhäuser, 2006), 28.
214 Joanna Jablonskaa, Elzbieta Trocka-Leszczynskaa, and Romuald TarczewskiaIn, “Sound and 
Architecture – Mutual Influence” (Faculty of Architecture Wroclaw University of Technology, 
2015), 36.

Figure 96. Multi-purpose auditorium arrangements.

Figure 97. Acoustic refection and diffusion.
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supported by C.C Sullivan in Architecture for the Ears, who advocates for 
the importance of collaborative user input in the design process, discussing 
Andrew Franz’s statement that "We can now perceive our sonic environment 
just as well as our visual environment, which is beginning to allow us to 
build and adapt spaces with specified input from artists or composers on 
how they would like to control both music and noise."215 Eckard Mommertz 
in Acoustics and Sound Insulation: Principles, Planning, Examples, also 
mentions that "Our current knowledge of the physical relationships and 
their subjective effects enable us to define room acoustics […]; however, our 
acoustic plans must always be accompanied by intuition, experience and 
creativity."216 Leardi supports this by highlighting that computer simulations 
cannot replace on-site analysis as sound is often difficult to predict.217 
Leardi defines this further by stating that “How the human ear perceives 
sound directly depends on levels of reverberation and absorption within the 
building," with different acoustic treatments required for different building 
or spatial functions.218  With respect to auditoriums, Appleton states that a 
rectangular box is a well-established form that allows for a balanced sound 
for performers (cross reflection) and the audience. Whilst variations to the 
rectangular box are usually attempted to increase seating and architectural 
form (fan-shaped), this presents more significant acoustic challenges 
with sound reflection.219 Canning et al. support this by asserting that "A 
rectangular plan is the best shape acoustically, because the sequence of 
sound reflections from stage to the listener is close to ideal, and because it is 
usually the least expensive to build and the most reliable in practice. In terms 

215 C.C. Sullivan, “Architecture for the Ears,” ZDNet, March 7, 2014, https://www.zdnet.com/
article/architecture-for-the-ears/.
216 Mommertz, Acoustics and Sound Insulation: Principles, Planning, Examples, 12.
217 Leardi, “Basic Principles of Acoustics: Why Architects Shouldn’t Leave It All to Consultants.”
218 Leardi, “Basic Principles of Acoustics: Why Architects Shouldn’t Leave It All to Consultants.”
219 Appleton, Buildings for the Performing Arts a Design and Development Guide, 106.

Figure 98. Practice/tuition room.

Figure 99. Ensemble/group room.



Figure 100. Reflective panels in the Manukau Institute of Technology theatre.
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of proportions, dimensions approximating to a double cube are good, giving 
rise to the traditional 'shoebox' shape."220 Jablonskaa, Trocka-Leszczynskaa 
and TarczewskiaIn also support this idea by claiming that the development of 
"shoebox style halls" continue to be utilised.221 Appleton states that limits to 
the distance unamplified voice and instruments carry in large performance 
spaces such as auditoriums must be considered when designing an interior 
environment.222 Canning et al. state that "In terms of ceiling shape, a flat 
ceiling with some surface modelling is appropriate; a steeply pitched ceiling 
(around 45°) along the main axis is also good." Whilst reflective surfaces 
to ceilings, walls and floors are required, with the audience and seating 
fulfilling the requirement for absorption.223 Appleton contends that balancing 
reverberation times across the auditorium audience can be controlled with 
the extent, size and shape of the internal surfaces, which affect reflection, 
absorption and diffusion. These factors ultimately determine the quality of 
the sound as it arrives at the audience.224 

When discussing sound insulation, Canning et al. assert that “The main 
problems are noise transfer between spaces, noise ingress from outdoors, 
excessive loudness whilst playing or singing and unsuitable reverberation 
times.”225 Appleton states that sound insulation from external noise (people, 
traffic etc.) and internal (doors, mechanical HVAC etc.) need to be addressed 
for performance spaces to meet acceptable noise ratings (NR). This may be 
addressed with double skinned construction (structural isolation), sealed 

220 Canning et al., Acoustics of Schools: A Design Guide, 60.
221 Jablonskaa, Trocka-Leszczynskaa, and TarczewskiaIn, “Sound and Architecture – Mutual 
Influence,” 35.
222 Appleton, Buildings for the Performing Arts a Design and Development Guide, 112.
223 Canning et al., Acoustics of Schools: A Design Guide, 61.
224 Appleton, Buildings for the Performing Arts a Design and Development Guide, 114-115.
225 Canning et al., Acoustics of Schools: A Design Guide, 49.

services, and sound locks to doors.226 Canning et al. outline that standards for 
sound insulation (Building Bulletin 93) set out a minimum of 55 dB between 
most music spaces. However, it is encouraged to exceed minimums to 
prevent disturbance in certain situations. 227

With regard to sound absorption, Appleton asserts that “Practice and tuition 
rooms and recording studio require the internal acoustic to be virtually dead, 
without any reverberation time.”228 Canning et al. suggests that "[…] it is 
important to remember that the occupants will present a significant amount 
of absorption which will be in the lower half of the room. Acoustic absorption 
is, therefore, often located at high levels on the walls to give a reasonably 
even distribution of absorptive material. […] Acoustically absorbent seats 
with upholstered backs can be used to reduce this effect."229 Leardi asserts 
that sound reflections can be controlled with wall and ceiling panels that 
can be modified to suit a given space.230 Canning et al. state that to reduce 
excessive reflections in one plane, the distribution of acoustically absorbent 
materials should be even throughout a room.231 

In the case of sound diffusion, Canning et al. promote that sound diffusion 
to scatter sound are generally hard angled or convex curved surfaces.232 
Appleton states, "Profiled reflector panels and possible adjustable diffusers 
to ensure distribution of sound over the whole seating area. For non-
amplified music, the reflectors will need to be suspended over the platform 

226 Appleton, Buildings for the Performing Arts a Design and Development Guide, 117.
227 Canning et al., Acoustics of Schools: A Design Guide, 50.
228 Appleton, Buildings for the Performing Arts a Design and Development Guide, 208-209.
229 Canning et al., Acoustics of Schools: A Design Guide, 52.
230 Leardi, “Basic Principles of Acoustics: Why Architects Shouldn’t Leave It All to Consultants.”
231 Canning et al., Acoustics of Schools: A Design Guide, 52.  
232 Canning et al., Acoustics of Schools: A Design Guide, 53.



as well."233 Canning et al. also assert that non-parallel walls or absorption and 
diffusion panels reduce flutter echoes and room modes.234 

Regarding sound reflection, Canning et al. highlight that “It is important 
to consider both room shape and proportion. In large rooms such as 
halls and recital rooms, the geometry of the room surfaces will determine 
the sequence of sound reflections arriving at the listener from a given 
sound source.”235 Canning et al. also state that a dimensional room ratio 
of 1.25:1:1.6, known as the golden ratio, is an excellent way to control low-
frequency modes. Other ratios also work just as effectively.236 Mommertz 
argues that "If a room consists exclusively of hard, smooth surfaces, the 
listener's impression is comparable to the visual impression gained in a room 
full of mirrors […] By contrast, surfaces capable of "vibration" and open-pore 
surfaces absorb sound like darker colours absorb light."237 However, Canning 
et al. assert that surfaces surrounding the auditorium stage (including the 
stage floor) should be reflective to give feedback to performers.238 

233 Appleton, Buildings for the Performing Arts a Design and Development Guide, 137.
234 Canning et al., Acoustics of Schools: A Design Guide, 53.
235 Canning et al., Acoustics of Schools: A Design Guide, 52.
236 Canning et al., Acoustics of Schools: A Design Guide, 53.
237 Mommertz, Acoustics and Sound Insulation: Principles, Planning, Examples, 12.
238 Canning et al., Acoustics of Schools: A Design Guide, 52.

In conclusion, the literature identifies that the programmatic requirements 



112

Figure 101. Sound reflection, absorption and diffusion. Figure 102. Direct vs. reflected sound paths.
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for music learning, making, and performance follow a specific set of 
performance criteria that considers space size for a given function and 
the acoustic behaviour of sound within the designated proportions of a 
room. The recommended minimum programme includes three practice / 
small group rooms (10m² each), three tuition rooms (12m²), a large group/
teaching room (85m²), a second group/teaching room (65m²), an ensemble 
room (20m²), a recording studio (18m²), recording control room (10m²), an 
auditorium (seating for 150-350 people) including associated back of house 
facilities, and instrument and literature store (50m²). Other requirements of 
note were a staff/supervisor admin area (5m² per staff member), drum room 
with a box in box construction, space for grand piano, classrooms and tuition 
rooms with natural daylighting, a ceiling height of 3m for practice, and group 
spaces and a ceiling height of 6m for an auditorium. The shoebox form is 
still considered one of the best internal forms for acoustic performance, with 
mention of the golden ratio (or similar) be an effective place to start with 
planning rooms for music.

Acoustic reflection is vital for surfaces around stages and performers to 
provide performance feedback. Reflection must be controlled in other 
spaces to avoid rooms reverberations becoming too intense. Acoustic 
diffusion is critical for performance spaces by scattering sound via angles 
or convex panels to reduce flutter echoes and pushing sound via reflector 
panels to the audience. This is also achieved by incorporating angled/
diffusing walls into smaller practice/tuition spaces. Acoustic absorption 
is essential for dampening the effect of echoes via low-level upholstered 
seating and high-level panels in a large room/auditorium or completely 
killing sound in practice and tuition rooms. In either setting, the absorptive 
panels should be distributed evenly throughout a space. Sound insulation is 

Figure 103. Acoustic panelling in an auditorium.

required between all spaces to control unwanted noise pollution, with double 
skin wall construction, structural isolation, and acoustically rated doors being 
important components of the building design.



Figure 104. Peter Zumthor's Swiss Sound Box.
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Sound, People and Buildings

“Listen! Interiors are like large instruments, collecting sound, amplifying it, 
transmitting it elsewhere.”239 

Beyond the functional and technical components of a building designed for 
music, careful consideration of the general experience and well-being of the 
user should be assessed. Music and architecture have a unique relationship 
which is best described by Charles Jencks in Architecture Becomes Music, 
who states, “When music and architecture use such natural and conventional 
meanings in so simplified a form they raise emotions to a high pitch.”240 
How music and sound make us feel is very important to the inhabitants of 
a building for healthy learning and performance outcomes. Leardi asserts 
that focusing on sounds that are important to us is difficult in a noisy modern 
world.241 Zumthor somewhat supports this by arguing that a building devoid 
of foreign sound emits its own tone, giving the sense of something else 
existing within the space. Unfortunately, this practice has become extremely 
difficult in a world that has become too noisy. 242 Jencks highlights that 
architects often lose meaning by avoiding emotional articulation, moods 
that musicians are often taught.243 Michael Kimmelman in Dear Architects: 
Sound Matters, also argues that we need to talk about sound and buildings 
in the same way we talk about "green or energy-efficient buildings."244 Leardi 
suggests that “Unwanted sounds can have serious health effects such 
as: hearing loss, cardiovascular disease high blood pressure, headaches, 
hormonal changes, psychosomatic illnesses, sleep disorders, reduction in 

239 Zumthor, Atmospheres: Architectural Environments. Surrounding Objects, 28.
240 Charles Jencks, “Architecture Becomes Music,” The Architectural Review, May 6, 
2013, https://www.architectural-review.com/essays/viewpoints/architecture-becomes-
music/8647050.article.
241 Leardi, “Basic Principles of Acoustics: Why Architects Shouldn’t Leave It All to Consultants.”
242 Zumthor, Atmospheres: Architectural Environments. Surrounding Objects, 30.
243 Jencks, “Architecture Becomes Music.”
244 Michael Kimmelman, “Dear Architects: Sound Matters” The New York Times, December 29, 
2015, https://www.nytimes.com/interactive/2015/12/29/arts/design/sound-architecture.html.



physical and mental performance, stress reactions, aggression, constant 
feelings of displeasure and reduction in general well-being.”245 Eric Baldwin 
in Making Space Resonate: Incorporating Sound into Public-Interest Design, 
supports this stance by asking an important question. “[…] Our field is ocular-
centric by nature. So how do we start to “see” sound? And more importantly, 
how do we use it to promote health, safety and well-being?”246 Mommertz 
promotes that intuition, experience, and creativity must accompany any 
acoustic analysis, as more than calculated acoustic systems determine the 
user's experience. Consideration of design, aesthetics, and well-being should 
play a part in interior spaces.247 

245 Leardi, “Basic Principles of Acoustics: Why Architects Shouldn’t Leave It All to Consultants.”
246 Eric Baldwin, “Making Space Resonate: Incorporating Sound into Public-Interest Design,” 
ArchDaily, September 13, 2013, https://www.archdaily.com/426396/making-space-resonate-
incorporating-sound-into-public-interest-design.
247 Mommertz, Acoustics and Sound Insulation: Principles, Planning, Examples, 12.

In summary, it has been shown that we must look beyond the ocular as 
sound is often overlooked in the design of spaces. Sound or lack of sound 
in buildings can be an important sensual experience depending on what 
emotion or mood the space can manipulate. It is also critical that healthy 
and safe environments for sound are considered, as well-designed sonic 
environments prevent physical and mental illnesses/disorders in the worst 
case.
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Figure 105. Te Oro performance space. Figure 106. Te Oro dance studio.



The first step in the design process was to generate a set of design aims/
objectives derived from the literature review, precedent reviews/case 
studies, and context investigation. These aims/objectives are organised in 
the categories of empowerment, community, music, and site and form a 
framework that will inform the design and operational strategy.

Design Stage 1  
Design Aims / Objectives
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Figure 107. Design aims/objectives diagram (Illustration by author).

Empowerment Community Music Site

Young people participate in the 
creation/operation of the space.

Young people are involved in all 
decision making.

Support/caring relationships that 
inspire goal setting/achievement.

Musical performance as a voice.

Ownership of space outside 
of institutional and home 
environments.

Integrity of programme.

Self-expression and exploration of 
self through music (Identity).

Break down negative stereotypes 
of young people in public space.

All community stakeholders are 
consulted.

Democratic use of spaces.

An inclusive environment for all 
regardless of background.

Enhancing community well-being.

Establish creative connections in 
the community.

Outreach/interventions that shares 
the gift of music.

Shared experience through music.

Instruments and spaces are 
available to young people for the 
learning, making, and performance 
of music.

Lessons and instrument selection 
to cater to ages 5-18.

Primary hours of operation are 
catered to young people.

Fit for purpose spaces that meet 
the technical requirements for 
music.

Affordable teaching resources.

Affordable musical instruments.

Healthy environment for sound.

A place that is unique to the 
people of Drury (sense of place).

Te Aranga Māori Design Principles 
integrated.

The prominence of the site to raise 
awareness of the facility.

Connection to East Drury, schools, 
and community infrastructure.

Transparency of function.

Social permeability of facility for 
community interaction.

Safe access, circulation, and 
transport connections.



As mentioned in the cultural context section, the Te Aranga Māori Design 
Principles consist of seven principles: Mana, Whakapapa, Taiao, Mauri Tu, 
Tohu, Ahi Kā, and Mah Toi. The principles were challenging to undertake as 
the proper cultural consultation was unachievable due to the speculative 
nature of the project. The specific principles of Mana, Whakapapa, and Mahi 
Toi were unable to be explored during the design process due to a lack of 
iwi/hapū involvement in the project. The research undertaken attempted to 
extract relevant information where possible to inform potential solutions. A 
set of design aims/objectives have been developed that will be integrate into 
the main project aims/objectives.

Design Stage 2  
Te Aranga Māori Design Principles
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Figure 108. Project specific Te Aranga Māori Design Principles diagram (Illustration by author).

Taiao Mauri Tu Tohu Ahi Kā

Retaining/connecting ecological 
corridors

Ensuring ecological corridor is 
maintained/enhanced.

Sustaining and enhancing the 
natural environment

Reintroducing native flora to the 
site to enhance birdlife.

Restoration of waterways and 
contaminated soil

Remediate contaminated water/
soil due to agricultural activity.

Sustainable design 

Natural daylighting and solar 
power for electricity.

Rainwater harvesting.

Passive ventilation where feasible.

Building & landscape materials

Locally-sourced materials 
reflecting places of significance.

Acknowledge significant cultural 
sites in design

The visual connection to sites of 
significance is retained/enhanced.

Design Narratives

Wider cultural landmarks inform 
orientation/spatial design.

Wider cultural landmarks inform 
form and materiality.

Access to natural resources

Maintain and enhance access to 
waterways/natural resources.

Joint venture with iwi and 
community organisation

Joint management of any 
commercial enterprise.

Joint management of resources.



The design strategy was derived from the research undertaken through 
the literature review and precedent reviews/case studies. An overarching 
organisational design strategy will inform the orientation and spatial 
arrangement, whilst the specific programme, acoustic, and operational 
strategy support the general design intent.

The organisation of the buildings programmatic elements utilised the 
following design strategies:

1. Orientation formed by axis identified in the cultural mapping exercise  
 due to observing the Te Aranga Māori Design Principles.
2. Programmatic zones for the separate functions of music learning,  
 making, and performance.
3. Circulation paths for daylighting, supervision, and acoustic buffer  
 zones.
4. Daylighting and transparency of function to music group/teaching  
 rooms, practice, and tuition rooms.

Design Stage 3  -  
Design Strategy and Programme
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Figure 109. Programme zones diagram (Illustration by author).

Learning Making Performance Community + Support / Services

3x Practice / small group rooms 
(10m² each).

3x Tuition rooms (12m² each).

Ensemble room (20m²).

Ceiling height of 3m for practice 
and group spaces.

Drum room with a box in box 
construction.

Space for grand piano.

Large Group/teaching room 
(85m²).

Second Group/teaching room 
(65m²).

Recording studio (18m²).

Recording control room (10m²).

Secure instrument store for 
students – specific to instruments 
(50m²).

Auditorium (seating for 150-350 
people).

Ceiling height of 6m for an 
auditorium.

Mobile performance space 
(container).

Rehearsal space to back of house 
(BOH).

Dressing room, toilets and 
showers (BOH).

Lobby / green room.

Storage for seats (BOH).

Music instrument library and 
educational content (50m2).

Music listening area.

Social bump spaces for each age 
group and community.

Kitchen (galley kitchen) with 
servery for events.

Staff/supervisor admin area (5m² 
per staff member).

Meeting room for staff to meet 
students.

Unisex toilets.

Services (electrical, data, sprinkler, 
and hydraulics).



Figure 110. Acoustic strategy diagram (Illustration by author).

Reflection DiffusionAbsorption Transmission

Acoustic reflection around stages 
and performers. 

Acoustic diffusion to performance 
spaces via angles or convex  
panels.

Angled walls to smaller practice/
tuition spaces.

Low-level upholstered seating 
provides sound absorption in a 
large room/auditorium.

High-level absorptive panels in a 
large room/auditorium.

Absorptive material universally 
applied in practice and tuition 
rooms.

Acoustic buffer spaces between 
main zones to reduce sound 
transmission.

Sound insulation is achieved with 
double skin wall construction, 
structural isolation, and 
acoustically rated doors.

Deflective landscaping features 
to the perimeter of the building to  
reduce external noise pollution.
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Figure 111. Operational strategy diagram (Illustration by author).

Governance Young People + Community Musical Resources Teaching / Mentoring

The trust’s governance structure 
includes local council board 
members, community members, 
young people, and iwi in all 
operational decision-making.

Community/youth-driven & 
operated in conjunction with 
supervisors.

The facility will operate in different 
modes depending on the time of  
day and week to maximise usage.

After school hours (3pm – 7pm) 
and weekends (9am – 7pm) will be  
primarily for young people.

All other times will be available for 
community events and adults to  
utilise the specific music spaces.

The auditorium will operate 
in a closed mode (traditional     
performance) and an open mode, 
connecting the adjoining park for 
larger community events.

Sheltered busking/performance 
spaces surround the facility.

Instruments and spaces can be 
booked for individual or group use.

A full range of instruments will be 
offered as to allow young people  
to experiment with instruments 
that suit their age, personality, and 
body type. 

Instruments available via the music 
instrument library are: Piano, 
keyboard, synthesiser, ukulele, 
small scale guitar, recorder, violin, 
cello, classical guitar, acoustic 
guitar, electric guitar, electric bass, 
drums (hand and kit), clarinet, 
flute, trumpet, oboe, French horn, 
baritone, tuba, trombone, and 
saxophone.

Existing music program providers/
operators within Auckland (Play it  
Strange, Papakura Music School) 
run programs out of the facility, 
providing a teaching model for the 
community.

Community volunteers are 
mentors, supervisors and teachers 
that assist full time paid staff.



The Mobile Performance Container that includes a ukulele library/storage 
space was to test theories of empowerment, music, community, and site - 
particularly materiality and acoustics. The project was initially commissioned 
by MADE (Auranga Developer) for the Unitec Digital Fabrication elective to 
produce a community music intervention and library for the existing village 
square that occupies the community precinct. The current community space 
comprises temporary container structures that also include a café and 
storytelling centre. Most musical/cultural processes result in performance, 
which this intervention will aim to provide. 

Figure 112. Early sketch ideas - Version 1 (Illustration by author). Figure 113. Early sketch ideas - Version 2 (Illustration by author).

Design Stage 4  -  

The idea of community outreach through mobility will allow the aspect of 
performance to be taken to other locations in Auranga/Drury and wider 
markets, and events to raise awareness of the community music centre. 
Key aims/objectives of this design test were as follows:

1. Testing ideas of mobile community outreach/interventions.
2. Testing ideas of empowerment through performance. 
3. Testing acoustics and materiality.
4. A panel system that reflects/amplifies sound.
5. Storage for miniature instruments and seats for children.

Mobile Performance Container
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The initial iterations explored surfaces that reflected the undulating/
rippling forms of the Drury Creek banks/mudflats, with timber plywood 
as the material of choice due to its naturally resonant and workable 
qualities in fabrication. The folded rippling pattern was abandoned 
due to the diffusion qualities this form generates, which presented 
challenges when trying to achieve the acoustic qualities required 
surrounding a stage.

Figure 114. Container form - Iteration 1 (Illustration by author). Figure 115. Container form - Iteration 2 (Illustration by author).

The design outcome resulted in triangular patterns that formed an 
angular reflective shell-like surface that will reflect and amplify sound 
towards the audience.



“A community is what binds us together. Think of our interactions as a series 
of lines on a paper. The more those lines intersect, the stronger a community 
is.”248  

When discussing site selection, Appleton argues that the site location is 
critical to serving the anticipated visitors of the facility, considering a safe 
neighbourhood (particularly at night) with safe and accessible connection by 
foot, bike, public transport, taxi, or private vehicle.249 Appleton also states that 
the visual significance of the building in its location should be considered to 
raise public awareness of the facility.250 Site selection methodology entailed 
an evaluation against a number of criteria that will determine the correct 
location for the building. The criteria are as follows:

1. Visual connection and prominence in the community.
2. Transport connections.
3. Proximity to schools.
4. Proximity to the community precinct and the village centre.
5. Safe and accessible.
6. Site area accommodates scale of typology.

These aspects are vital for awareness, accessibility, and connecting with 
young people from the places they go to school and socialise. Three sites in 
the predesignated community, village centre, and school area were evaluated 
against the desired attributes.

248 Siegler, “Communityness.”
249 Appleton, Buildings for the Performing Arts a Design and Development Guide, 101.
250 Appleton, Buildings for the Performing Arts a Design and Development Guide, 101.

Design Stage 5  -  
Site Selection
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Figure 116. View of site option 2 (Photo by author).
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Site option 2 (on the corner of Bremner Road and Auranga Drive) was 
selected as it meets all the criteria, which will provide the most benefit to 
young people and the community. A key attribute of this site is the physical 
connection to East Drury and the awareness the site will create. Site 2 is 
currently occupied by an existing dwelling and designated as medium/
high density housing zones in the Auranga master plan. However, for this 
speculative project, it has been assumed that the area would be re-planned 
to accommodate this community project.     

Figure 117. Site selection diagram - Scale 1:10,000 (Illustration by author).

Site Selection Matrix

Site Option 
1

Site Option 
2

Site Option 
3

Visual connection and prominence

Transport connections

Proximity to schools

Proximity to community/village centre

Safe and accessible

Site area accommodates typology

Note: Due to the Auranga development being in the early stages of 
construction, the massing of buildings are the Authors interpretation of the 
master plan and are to be treated as indicative representations only.



Figure 118. Site analysis diagram (Illustration by author).

Site analysis of the selected site was undertaken to assess the physical 
conditions as they relate to climate (sun and wind), visual connection, and 
circulation. The topography of the site was unable to be accurately assessed 
due to the substantial modification of the ground that has been undertaken 
since its original state. However, site photography demonstrates that the 
ground contours are relatively flat across the site.

Site Analysis and Cultural Mapping

Design Stage 6  
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Figure 119. Approaching the site from East Drury via Bremner Road (Photo by author). Figure 120. View of site from the corner of Bremner Road and Auranga Drive (Photo by author).
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Figure 122. View of the site from Auranga Drive (Photo by author).Figure 121. View towards East Drury from the site (Photo by author).



Figure 123. Approaching the site from the proposed Auranga schools (Photo by author). Figure 124. Approaching the site from the west along Auranga Drive (Photo by author).
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Figure 126. View of the site from the north along Bremner Road (Photo by author).Figure 125. Approaching the site from the Auranga community zone (Photo by author).



Cultural Mapping

Cultural mapping was undertaken as part of the Te Aranga Māori Design 
Principles which identified significant sites to Māori as they relate to Auranga 
and Drury. A site of historic Māori occupation on the banks of Drury Creek 
and the significance of waterways to Ngāti Tamaoho were identified. Of 
particular importance was the connection to the Manukau Harbour through 
the Pāhurehure Inlet.

Figure 127. Cultural mapping - Scale 1:10,000 (Illustration by author).

Note: Due to the Auranga development being in the early stages of 
construction, the massing of buildings are the Authors interpretation of the 
master plan and are to be treated as indicative representations only.
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Critical aspects of the site analysis informed the initial iterations of site 
planning and bubble diagrams that explored how the building would be 
arranged on the site. The most important components of the formation of 
these arrangements were the axis of community, the Pāhurehure Inlet, and 
historical Māori occupation on the banks of Drury Creek that informed the 
orientation and subsequently divided the building into programmatic zones. 
Another critical factor was the circulation paths from key locations where 
young people and the community would access the facility and connect to 
the adjacent park. 

Site Planning / Bubble Diagrams

Design Stage 7  
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Figure 128. Site planning diagram - Scale 1:2,000 (Illustration by author).



Figure 129. Bubble diagram - Version 1 (Illustration by author). Figure 130. Bubble diagram - Version 2 (Illustration by author).

Programmatic parts shown as bubbles were arranged in the three critical 
programmatic zones of learning, making, and performance with the 
supporting areas administration/services and social bump space for the 
interaction of young people and community. Initial versions of the bubble 
diagrams were formed before the influence of the cultural axis were applied. 
The results were uninspiring and the organisation of the programme 
appeared conventional and rigid, creating a sense of institutionalisation. 
Early versions also considered the idea of having the building functions split 
over multiple levels, however, issues with hierarchy and the safety of young 
people eliminated a multi-level building as a suitable approach. The size of 
the site also comfortably allowed the building programme to be developed at 

a singular level. This exercise identified that without an underpinning strategy 
for the building orientation and subsequent spatial planning, the results were 
uninspiring and lacked contextual significance. The building could have been 
placed almost anywhere as it followed a generic, almost universal planning 
methodology. The next version and subsequent iterations applied the 
selected cultural axis to the problem, setting new parameters that prompted 
a different response. The programmatic bubbles started to form a shape that 
defined the boundaries of an inner community/social bump space. The final 
iteration explored alternative options for supporting spaces related to the 
central zones of music learning, making, and performance.
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Figure 131. Bubble diagram - Iteration 2 (Illustration by author).



Developing the first iteration of the floor layout from the bubble diagrams had 
challenges of creating a visual connection from the interior of the building 
to the street and the Drury Creek bridge. The iterative process also explored 
different anchoring points within the programme for the cultural orientation. 
The final iterations settled on the edges of the programmatic zones being the 
fixed point for the axis. This stage of the design process introduced defined 
spatial boundaries and angled walls to the practice and tuition spaces as 
recommended from the research undertaken.

Floor Layouts

Design Stage 8  -  

Figure 132. Music lesson/tuition room acoustic strategy sketches (Illustration by author).
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Circulation paths were organically formed from the building orientation to 
create a triangular path with a public thoroughfare alongside the primary 
performance space on the community axis. The circulation paths further 
defined the main building zones and border the central social bump spaces 
for young people and the community. Circulation paths also created 
opportunities for natural daylighting and acoustic buffering to occur between 
spaces.

It was decided that the auditorium would best serve the community as a flat 
floor/stage venue with retractable seating for formal events/performances. 
This provides the venue with flexible long-term options around what events 
or activities are held within it. The main performance space will operate 
in three general modes. The first mode is an open auditorium for a variety 
of group events and meetings. The second mode is a formal performance 
setting utilising the retractable seating with a removable raised stage and 
accompanying technical equipment. The third mode utilises an aircraft 
hangar type door that folds open to create an outdoor stage that plays to the 
connecting park for large community events.
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Figure 133. Floor layout - Iteration 1 (Illustration by author).



The final iteration separated the younger children from the adolescents 
by moving the administration, toilets, and instrument store further into the 
centre of the building. The primary reason for this was to increase safety and 
create a sense of spatial ownership for the two age groups. This presented 
some challenges of maintaining sightlines from supervisors to both groups 
without compromising the openness of the space. Further challenges of 
creating good flow into the building entry points whilst providing protection 
from the prevailing southwest winter winds and rain required testing of 
screening.
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Figure 134. Floor layout - Iteration 2 (Illustration by author).



Form and Tectonics

Design Stage 9  -  

Exploring form and tectonic solutions were developed primarily from the 
context investigation. The physical context and musical influences were 
explored through analytical drawing to determine forms and patterns that 
might best connect the building to its surroundings.
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Figure 135. Roof Form centred on community axis (Illustration by author).

Figure 136. Patterns created by water on the banks of Drury Creek (Illustration by author). Figure 137. Bracing construction of acoustic guitars informing tectonics (Illustration by author).
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The first iterations explored how the forms of Drury Creek and the wider 
context of the Pāhurehure Inlet could inform the roof design. The idea of 
smaller streams of water draining from the banks of the creek meeting to 
form a larger, more powerful body of water links to the notion that when many 
individuals in a community come together, it can be a powerful force. The 
two roofs would meet at a common spine anchored along the community 
axis that will be naturally illuminated to signify the importance of this path. 
The gesturing of each primary roof plane towards East Drury and West Drury 
also acknowledges old and new. 

Striking a balance between the scale of a community centre and a 
performing arts centre was also an essential part of this investigation. The 
primary functional aspects of the design (music learning, making, and 
performance) were emphasised in form as extrusions or masses that further 
defined these zones.

Options were explored to test a folded roof plane that mimicked the rippling 
effect that water carved into the mudflats on the creek bank. This initial 
iterative process created a roof that appeared to resemble a transport 
terminal or stadium, becoming too grand, which detracted from the typology 
of a community music centre.
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Figure 138. Roof form view from the south - Iteration 1 (Illustration by author).



Following iterations tested a more straightforward butterfly roof form that 
looked to express a tectonic solution that highlighted timber components in 
the traditional/historical construction of farm buildings and the application 
of wood in musical instrument construction such as acoustic guitars (inner 
structure). The large roof overhang was retained, as it defines areas around 
the exterior of the building for buskers and other public performers, whilst 
providing protection to the stage facing the park. These elements will build 
on the creative connections within the community that the main facility will 
be the centre of. Apertures that provide transparency of function and visual 
connection to the surrounding context feature in the façades that are street 
facing and contain music classrooms and lesson/tuition spaces.  
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Figure 139. Roof form view from the south - Iteration 2 (Illustration by author).



The natural forms of the creek/mudflats were later tested in their application 
to wall masses that adorned the auditorium. Acoustics surfaces were tested 
within the interior spaces to bring the form of the creek/mudflats into the 
building. The patterning of wall and ceiling panels in the auditorium and 
group spaces was tested to provide accurate reflection, diffusion, and 
absorption level. 

The sustainability measures identified in the Te Aranga Māori Design 
Principles were integrated into the design where feasible, as not to 
compromise the acoustic integrity of the project. Extensive clerestory 
windows provide daylighting and allow opportunities for passive ventilation, 
whilst photovoltaic solar panels were added to the roof and rainwater 
harvesting was integrated into the building.
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Figure 140. Form and sustainability (Illustration by author).

Figure 141. Sheltered entry (Illustration by author).
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Figure 142. Auditorium reflective ceiling panels (Illustration by author). Figure 143. Auditorium reflective wall and ceiling panels (Illustration by author).
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Figure 144. Folding door creating connection to the park (Illustration by author). Figure 145. Roof tectonics - guitar bracing and traditional construction (Illustration by author).



Contextual investigations also informed the testing of materiality. The 
historical context of industry (both old and new) and the rural farming activity 
were of significant interest, as was the importance of Drury Creek and the 
Pāhurehure Inlet to Māori. The application of contextually relevant materials 
helped enhance a sense of place.

Listed below are the materials that have been selected and how they relate to 
the context of Auranga/Drury:  

1. Timber structure (traditional building material for Māori, settlers,   
 farm buildings and guitar construction).
2. The rhythm of glazed sections (glasshouse horticulture).
3. Corten rusted steel sheet (old, rusted farm sheds).
4. Textured concrete with dark basalt aggregate (historical volcanic  
 activity).
5. Charcoal coloured accents (The Waihoihoi Mining and Coal   
 Company).
6. Brick (a modern representation, symbolic of the Drury Pottery Works).
7. Polished concrete (locally sourced aggregate).
8. Timber siding/panelling (traditional cladding – train station).

Timber panelling will be utilised in various forms for acoustic treatment to all 
music spaces where reflection and diffusion are required due to its inherent 
acoustic properties.

Materiality

Design Stage 10  
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Figure 146. Materiality palette (Illustration by author).

1. 2.

4.

5. 6. 7.

3.

8.
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The design process endeavoured to set out a structure to explore design 
possibilities in a logical manner. The design aims/objectives of the project 
ultimately informed the anticipated outcome by setting a broader framework 
of what the building hoped to achieve. 

The MADE Mobile Performance Container was a helpful exercise in exploring 
the potential of mobile community interventions. Form and materiality that 
was connected to the site and performed acoustically were tested during this 
process resulting in a mobile container that presents a connection to place 
without compromising on performance space or acoustic integrity.

Creating wider community connection, social permeability, and transparency 
of function was an essential aspect of site selection to engage young people 
and the community as a whole. The critical design strategies that informed 
the main building orientation and programme were crucial in unlocking 
the project's potential. Trusting in the design process at this juncture was 
necessary, and the project was presented with a pivotal decision outside of 
the typical physical connections, relationships, and constraints of the site. 
The strategy of engaging the Te Aranga Māori Design Principles and utilising 
analysis from the subsequent cultural mapping to inform and underpin the 
design orientation was rewarded with a spatial programme that is both 
interesting, functional, grounded in meaning, and connected to the wider 
context of the site. As a result of this strategy, the buildings programmatic 
solution was divided into the appropriate functional zones of music learning, 
making, and performance. Spaces include practice and tuition rooms for 
individuals or small groups, an ensemble room, larger group classrooms, a 
recording studio (integrated into one of the group spaces), and an auditorium 
for more notable performances that can convert into a larger stage for 
outdoor community events. Circulation paths border the main zones to 

provide acoustic separation leaving naturally formed cavities that provide 
social bump spaces for the inclusive interaction of young people, community, 
and spaces for supervisors. The music instrument/resource library was 
strategically placed with sightlines from the main community entrance to 
promote the accessible nature of the component within the facility. Back of 
house facilities were also integrated to accommodate various performance 
types for young people and provide flexibility for community events.

The building form, tectonic response, and determination of materiality were 
significantly influenced by the desire to create a sense of place by subtly 
referencing the site's physical, ecological, historical, and cultural context as 
previously outlined. Outcomes of acoustic treatment and sustainability were 
developed in relationship to the contextual response whilst maintaining the 
defined performance criteria for these disciplines. This approach resulted in 
an architectural response that integrated these elements within the design 
rather than using ‘stick on’ systems that provide a purely functional outcome.

The key design aims/objectives of the project were primarily met through 
considered design investigation and development throughout the 10 
stages of the design process. Reflection on certain aspects of the process 
identified possible avenues that could have been explored in further depth. 
As previously mentioned, the process of investigating the Te Aranga Māori 
Design Principles was both rewarding and challenging, as they were not 
thoroughly resolved. The process of interpreting the design principles 
(without iwi/hapū involvement) and relating them to the context was difficult, 
as it was hard to settle on an appropriate response. Persevering with the 
development of a less conventional roof form could have generated an 
interesting tectonic response. However, this in turn would have driven the 
overall building form and selection of materials in a different direction.

Design Outcomes / Reflection
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This research project investigated the role a community performing arts 
centre can play in empowering young people through music learning, 
making, and performance. In doing this, the project has developed a spatial 
programme that provides functional spaces for young people and the 
community to participate in the process of social change by using music as a 
vehicle for empowerment.

Inclusive and accessible spaces that met the functional and technical 
requirements of a community performing arts centre were designed 
primarily for young people, but also considered wider community use. 
Ease of circulation to these spaces with a focus on natural daylighting, 
acoustic performance and well-being of the occupants was paramount, 
with transparency of function beyond the interior spaces being achieved 
through strategic apertures in the façade that created connectivity to the 
street. Access to a wide range of fundamental musical instruments at no/
low cost via an instrument library removes the concern of affordability, whilst 
encouraging young people to freely experiment with what instruments and 
music they identify with, which in turn provides them with a voice in which to 
be heard. Bump spaces provide the social fabric with the building that allows 
young people and the community to interact, hang out, jam, listen to music, 
and generally enjoy the empowering environment music creates.

Developing on the existing theme of culture - specifically music - the 
proposed community performing arts centre becomes a central node within 
the master plan of Auranga, which serves as a hub for youth and community 
engagement in the arts. Music programmes that involve goal setting 
(learning), writing/recording (making) and performance can provide exciting 
opportunities, spread the joy of music, and build supportive environments 
for young people. Connectivity to East Drury and other critical community 

infrastructure places the project in a central location that endeavours 
to develop 'communityness’ by serving all the people of Drury, not just 
the residents of Auranga. Community participation is fostered through a 
democratised centre where joint decision-making is encouraged through 
the equitable sharing of musical resources, spaces, and experiences that 
ultimately aids in the process of empowering young people.

Community outreach is achieved through the MADE mobile performance 
container, which aims to take the component of performance to the wider 
community and regional points of interest such as the retirement village, 
schools, and weekend markets. The contextual link through design will link 
the container to Auranga, raising awareness for the main performing arts 
centre it is connected to.

In conclusion, this research project demonstrates the potential a community 
performing arts centre has when a functional response for music is 
integrated with social and cultural values/objectives, which grounds the 
building firmly in its physical, social, and cultural context. This can aid in 
creating an empowering environment which will continue to benefit the 
outcomes of young people and the community now and for generations to 
come.

Conclusion



Final Design
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The Site

Figure 147. Location Plan (Illustration by author).
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Figure 148. Site Plan (Illustration by author).



Figure 149. Long Section (Illustration by author).
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The Plan

Figure 150. Programmatic Zones Diagram (Illustration by author).
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Figure 151. Floor Plan (Illustration by author).



Figure 152. Cross Section (Illustration by author).
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Figure 153. View Key (Illustration by author).

Form and Materiality
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Figure 154. View 1 - Approach from Bremner Road (Illustration by author).



Figure 155. View 2 - Approach from Auranga Drive (Illustration by author).

Figure 156. View 3 - Approach from low density housing on Auranga Drive (Illustration by author).
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Figure 157. View 4 - Approach from medium density housing on Bremner Road (Illustration by author).



Figure 158. View 5 - Bremner Road at night (Illustration by author).
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Figure 159. View 6 - Approach from village centre (Illustration by author).

Figure 160. View 7 - Approach to the community park from high density housing (Illustration by author).



Figure 161. View 8 - Approach from West Drury schools (Illustration by author).
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Figure 162. View Key (Illustration by author).

Music and Community
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Figure 163. View 9 - Entering the building from the north entry (Illustration by author).



Figure 164. View 10 - Entering the building from the south entry (Illustration by author).

Figure 165. View 11 - Music listening and jamming space (Illustration by author). Figure 166. View 12 - Looking toward south entry from reception (Illustration by author).
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Figure 167. Section through community space (Illustration by author).



Figure 168. View Key (Illustration by author).

Music Learning and Making
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Figure 169. View 13 - Practice / tuition room (Illustration by author).



Figure 170. View 14 - Music group / teaching room (Illustration by author).
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Figure 171. Section through music learning / making spaces (Illustration by author).



Figure 172. View Key (Illustration by author).

Music Performance
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Figure 173. View 15 - Auditorium in formal performance mode (Illustration by author).



Figure 176. View 18 - Performance in the community park (Illustration by author).

Figure 174. View 16 - Auditorium in flat floor informal mode (Illustration by author). Figure 175. View 17 - Mobile performance container (Illustration by author).
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Figure 177. Section through music performance space (Illustration by author).



Examination Drawings

Figure 178. Drawing presentation for examination (Illustration by author).
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Figure 179. Drawing presentation for examination (Illustration by author).
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Additional Benefits of Music for Young People 

In addition to empowerment, music can also provide a range of 
developmental benefits to young people. Simon Frith, in Music and 
Identity, states that music listening and making is a “[…] physical as well 
as a ‘spiritual’ activity, a sensual as well as a cognitive experience […].”251 
Adrian Hille and Jürgen Schupp, in How Learning a Musical Instrument 
Affects the Development of Skills, promote that “Adolescents who have 
learned a musical instrument at least between age 8 and 17 score more 
than one fourth of a standard deviation above other children in a cognitive 
skills test.”252 Hille and Schupp also state that “[…] with respect to cognitive 
skills, school marks and conscientiousness, the effects of music are much 
stronger than those of sports, theatre and dance.”253 This is reinforced by 
Adrian C. North, David J. Hargreaves and Susan A. O’Neill in The Importance 
of Music to Adolescents, who support this by highlighting that music 
fulfils “[…] social and emotional as well as cognitive needs.”254 Rob Stock in 
When Music Lessons Just Aren’t Worth the Money states that University of 
Auckland child music specialist David Lines outlines that “[…] music had 
been shown to improve numeracy, literacy, spelling, physical coordination, 
personal confidence, social and interpersonal intelligence.”255 This is 
supported by Erika Montgomery in The Best Instruments to Learn Based on 
Age, who asserts that benefits include; processing visual information to the 
physical (hand-eye coordination), patterns, scales and rhythm (math), taking 
instructions and self-assessment, (listening) creation, storing and retrieval 

251 Frith, “Music and Identity,” 115.         
252 Hille, and Schupp, “How Learning a Musical Instrument Affects the Development of Skills,” 
23.
253 Hille, and Schupp, “How Learning a Musical Instrument Affects the Development of Skills,” 
23.
254 North, Hargreaves, and O'Neill, “The Importance of Music to Adolescents,” 269.
255 Stock, “When Music Lessons Just Aren't Worth the Money."

Supplementary Literature Review Content

of information (memory), referencing of music scores (advanced reading 
and comprehension), sense of achievement (goal setting and attainment), 
instrument maintenance and care (responsibility), exposure to music theory 
(culture and history), self-expression and collaboration with peers (social 
skills).256 The Namm Foundation in Top 10 Instruments for Children to Learn 
to Play Music, states that music education is shown to have benefits, such 
as abstract reasoning and creativity, stronger listening skills, and improved 
concentration.257 

However, clear developmental benefits are partially contested by Robert A 
Cutietta in Raising Musical Kids: A Guide for Parents, who mentions that 
although a connection between school music groups and grades exists, it is 
probably due to the participant already being academically proficient, self-
disciplined, focused and socially adept.258 Dr. Nina Kraus and Travis White-
Schwoch, in The Argument for Music Education, outlines that the indirect 
benefits of music often have to be justified by having more comprehensive 
educational benefits through standardised test scores.259 Cutietta continues 
by arguing that for “[…] most musicians it takes a combination of mental, 
physical, and emotional skills developed through years of hard work.”260 
Kraus and White-Schwoch state that “Augmented sound processing in 
the brain makes young musician’s better learners, which can generalise to 
benchmarks such as standardised tests and grades that society values in 
education.”261 This idea is somewhat supported by Cutietta, who promotes 

256 Montgomery, “The Best Instruments to Learn Based on Age.”
257 NAMM Foundation, “Top 10 Instruments for Children to Learn to Play Music.”
258 Cutietta, Raising Musical Kids: A Guide for Parents, 13.         
259 Dr. Nina Kraus, and Travis White-Schwoch, “The Argument for Music Education,” American 
Scientist, July-August 2020, https://www.americanscientist.org/article/the-argument-for-music-
education, 213.
260 Cutietta, Raising Musical Kids: A Guide for Parents, 13.
261 Kraus, and White-Schwoch, "The Argument for Music Education," 213.
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that “mental development is clearly enhanced by studying music, but not 
necessarily in the simplistic way that results in higher SAT scores or math 
grades.”262 Stock argues that “Parents are often keen to have their children 
learn instruments, some owing to a belief in “Little Mozart” syndrome that 
learning an instrument makes children smarter, others because they believe 
it brings their child status.”263 Cutietta contends that “claims of justifying 
music study for increasing math or other skills demean the true value of 
music and learning about it.”264  

To conclude, the literature identifies evidence to suggest a range of physical, 
social, sensory, and cognitive benefits are prominent when learning a 
musical instrument. However, an over-emphasis on academic achievement 
as a by-product can diminish the value of music itself. 

262 Cutietta, Raising Musical Kids: A Guide for Parents, 15.
263 Stock, " When Music Lessons Just Aren't Worth the Money."
264 Cutietta, Raising Musical Kids: A Guide for Parents, 14.



Supplementary Precedent Reviews / Case Studies

The Stage Pavilion is located on the historical site of the demolished green 
theatre in Shevchenko Park and is a seasonal, multipurpose venue.265 “Stage 
has been created entirely by citizens, using online methods of distributed 
work and funding. Over 200 people were engaged at all stages of its creation: 
contributing financially, writing the brief, designing and assembling building 
components.”266 The orientation of the pavilion is on a historically significant 
axis and positioned on top of the old theatre site (lost during World War II), 
which anchors the structure within the surrounding context. The building’s 
programme, derived solely from stakeholder needs, consists of an entry, 
storage, lounge, and a large circular stage. The pavilion was constructed to 
create connections and a place for local artists from around the city, such as 
poets, painters, and musicians, to reactivate the site of the former theatre.267 

This precedent is useful as it demonstrates the potential of community 
participation to creatively work together to deliver a neighbourhood 
intervention that promotes and supports the arts. This project breaks 
from the traditional model of civic monuments commissioned through 
bureaucratic processes that exclude the end-user from the design process, 
construction and management of a facility that ultimately serves their needs. 

265 “Stage Pavilion / Stage Dnipro Community,” ArchDaily, accessed May 31, 2021, https://
www.archdaily.com/921151/stage-pavilion-stage-dnipro-community.
266 ArchDaily, “Stage Pavilion / Stage Dnipro Community.”
267 ArchDaily, “Stage Pavilion / Stage Dnipro Community.”

Figure 180. Stage Pavilion as viewed from the forest.

Figure 181. Stage Pavilion historical axis.
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