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Chapter 1 Theory

An artistic experience that truly moves the soul is something hard to find. Why is that
whenone person sings a song, although it might be completely in tune and on tempo, it does not
make you feel any certain way, but when someone else sings it, you end up in tears from the
emotional experience that moved you. All art can imprint this emoticpakience on a person
interacting with it, but what makes that experience reach into the soul of a person and make it
memorable? That is what this thesis seeks to explore. Can architecture make a person feel a
sense of exploration and discovery, tensiomh iI@bease, nostalgia and forward thinking, silence
and sound, light and dark? Can a space be filled with binary oppositions that create a contrasting
experience that provoke a physical spatial experience but at the same time an internal personal
journey.

Can you hear a song while walking through a space? Can you draw a space while
listening to music? Can the spatial experience in music help to create the spatial experience in
architecture, not as a way to mimic one another, but to inform and build a langfuag
experience. How does one experience a song versus a building. We as humans use primarily
two different senses to experience music and architecture. We favor our hearing when listening
to music and we favor our sight when looking at architecturewat if we used a full range of
senses to experience music? Why does watching the singer sing make a more isqoaétful
As a singer steps out onto the stage, she finds the appropriate position for her feet, a straight
alignment of the legs up to theisp and through the neck, fully supporting the diaphragm and
lungs. A long breath, and sound resonates through the room, one person filling the room with
song. You realize that each breath is carefully orchestrated into a musical phrasing of song, a

certan amount of measures before a carefully planned next breath. It appears seanviess, the



the pause of breath and the flow of sound coalesce into a composition, but her whohebesly
with the breath as if it werenanstrument and on that breath comes music. As she sings through
each phrase of music, it is not only in tune and on tempo, but it gouesnotionally. But

why? The words she is saying are suddenly relatable, the phrasing and melody of the song are
crescendoing and decrescendoing, long and short, as if she is shaping each phrase, carefully
moldingit.

What if we perceived that song with an engagement of all of our senses. Whabifld/e
see the way that song could be molded or shaped with our eyasf wi could feel it with our
hands. What if you took the music away from our ears, could we still experience it with the rest
of oursenses?

Architecture is primarily experienced with our eyes, we favor our vision to experience,
and although our otheense truly make the experience, we frequently ignore or are notatware
our other senses. We see the grandeur in a space through our eyes, looking at intricate detailing,
rhythmic ordering principles, or focal points. We experience these moments tlarsixgi
degree cone of vision, a description of what is in front of us. But if we close our eyes, we
experience the space in a different way, each of our senses is engaged to feel and hear our
surroundings. Our ears put us in the center of our sensorgiengeof space, giving us a full
360 aural experience. We can then compare the frontal visual experience to the centric aural
experience. Whatifweal ked t hrough a buil dingout hat di dné
senses. What if the materials of thélding emanated a smell that brought to the foreground of
our minds a memory of another place or time. Would we notice our steps through the building if
they left the remnants of a footprint as we walked? What if we could hear a difference between

when we walked between one room and the next, changing the material and therefag the



our feet feel and sound on the different materials. The ephemeral light of the day tauches

face, letting us feel the warmth of the sun and then itayeetsff, making us feel cold in the
suddercontrast.

This thesis seeks to explore how one artistic gesture can become an informant for another. As
we analyzesppe, we realize that it can be found in
a meansd expand the boundaries of architecture, creating an immaterial and dynamism of
space. 0 Sound, or music, can be us®d as a mea
perceive both arts as sequence of discoveries, although at first we might think o$ tivezara

they in fact become something that we can experience in anyway that we please. We can stop,
turn around, go back, walk at different pace. Yet still, both are built off of moments and create a
succession ofevent8 Mu si ¢ o ught ystdor refieation and a smeams ofcsealft a |

real i zat ilfevinedo we(ligtenm to BnA@sjc we close our eyes for a aural experience, and we

are suddenly letting that music into our soul, letting it touch your emotions and create rn@aning

you as an individda Architecture can start to do this as well. Using comparative analysis

within music and architecture can allow a narrative to emerge that connects tnafta.o






Chapter 2 Program

Visioning
Defining the User

Figure 1| Musician (source: Creative Commons Zéfiglure 2| Street Band (source: creative commzer®) Figure 3|Listener (source: San&henig)

Learner Collaborator Experiencer

Goals andObjectives
The goals of this thesis spread across a variety of objectives including providing a space

for the defined users: learners, collaborators, experiencers. This thesis seeks to identify what
these users need and what that would entail in the use and expefiapace. The goal for this

thesis is to orchestrate a spatial experience using connective elements in music and architecture
and a full engagement of the senses. The intention is create a spatial sequence that allows the
visitor to become a part of thpeerformance within the building. However, the space acts as a
platform for the juxtaposition between the planned performance and the impimeniotumance,

allowing the visitor to be a part of both. For the collaborator, giving a home for musions



providing a space for interaction with other musicians meets this goal. For a working musician,
a planned practice can become an impromptu, informal performance for listeners. An
impromptu jam out session between musicians can becomereglperformance for listeners.
For the learner, providing a place to learn about music through typical and innovative styles,
classes and experiences meets this goal. To evoke a sense of place, identity and memory through
a connection with music meetsgtgoal for the person experiencing thisce.
Anot her main objective of this building reintf
providing a space where people can listen, practice, work, perform and sell music, funesoning
a cultural hub within @ommunity. Relating to this goal, the building acts as a bridge between
the exterior urban space and the interior programmatic uses. This allows for opportunities for
transformation between the blurred boundaries of inside and outside, in the same way tha
impromptu and planned performances have a blurred boundary depending on who is
experiencing it. Creating a dialogue between historic and contemporary architecture can also
start to blur the boundary both, or maybe even use a connective tissue thstitebtdgether.

After broadly identifying that there will be three main uses of the building to provide a
space to learn, collaborate and experience, we can start to imagine what types of spaces would be

included in thigorogram.

Types ofSpaces
This pragyram is a kit of three types of uses: learning, collaboragxmgriencing.

However, identifying different types of spatial experiences and what emotion theyevoglt
Emotion is such a strong part of music, so to attempt to create experienceskeahav

emotion is the first step in creating a link between art types. Therefore, it is important



consi der b o tddandthe exparisneerofitte spacex These will be the two main

drivers in developing thprogram.



Figure 4: name (sourcearious)




Analysis
Types of UsergBackground

Ryan | Free Lance AudicgEngineer
Recently graduated from the University of the Arts with a BS in Music
Technology and Business, Ryalso runs a freelance consultant

business, giving advice to companies about their sounds sydtims.

: @ problem now is that he doesnsdot have
Figure 5| Ryan Schugar
(source: EriBarkman) clients, or enough space at home to house all of the equipment that he
needs to run thleusiness.

Needs: Private meeting space, workspace, stospgee

Danielle | Vocal PerformanceMajor

Danielle is currently attending the University of the Arts, pursuing a BS

in Vocal Performance and Musical Theatre. She is a senior this year,

and worried about practice space for her future career. She wants to stay

Figure 6| Danielle wynne N the city, but needs a place where she can continue to develop her skill
(source: EriBarkman)

and knowledge, being able to practice, take voice lessonggeand
opportunities to perform to get her name out therepasfarmer.

Needs: private practice roortgacher

Lynique | Music Entrepreneur

Starting up a new business, it has been hard for Lynique to find enough

clientele to keep her music business recording and supporting artists up

! % and running. She is looking for a place where people will feel

Figure 7|Singer Entrepreneur . . .
(source: PubliBomain) comfortable but professiahcoming to her studio, and where she can get

her name out there. She likes to be able to jam out with milgicians

9



and uses that as a way to find real talent to record. She also likes to take
opportunities to perform herselfybthere are a lack of informal venues
in the area that allow for pre professiopatformance
Needs: Studio space, work space, meeting space, place nouséll
Justin | Streetperformer
] Constantly on the lookout for new impromptu venues, Justin spekes

s that amplify his music with acoustics, and places that are heavily

trafficked by pedabetogetgigsatrealHed6d | ove
performance venues, but for now he is getting his name and his pgassion

music out to the public using tiséreet as his platform. There is

something about how the sounds of the city mix with his music, that make

his music more powerful than a performance in a sterile interior

environment.

Needs: individual practice space, group practice, netvevents,

performancevenue

Laura | Community Member, Music Background
Previously involved in performance in college, Laura is now tiviy
and working a typical office job. She loves music, but cannot find

anywhere to get involved in the community, whether iinb& choiror

just a place to play piano and sing individually. She is also the type of
Figure 8|Amatuer musician

Sogll_rggi Chi,”‘)ese Wikipedia,person who goes to watch street performers at lunch and after work. She
ublicomain

wishes she could go to more performances to get her music fix, thet in
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Figure 9|Resturant Owner
(source: Oikawa, public
domain)

Figure 10|Gretchen
(source: EriBarkman)

city they are always so expensive that she can only affordevegy

couple ofmonths.

Needs: individual practice, local events, performance opportundess
Marcus | RestaurantOwner

After three years of owning his own restaurant, Marcus wants to change
things up. He wants to move to a more central location to the arts district
and create a unique eclectic brand within the space, reinforcingy aimak

with live performance. Although Marcus would likerezruit

performers, he is not sure where to loolkadvertise.

Needs: Live performers, new prime restaunatue

Gretchen | CommunityMember

Even though she loves to listen to music, Gretchen has no musical
experience. In her mil0s, she has put three kids through college and
now with all of them gondinally has time to herself. She wasolved

in music when she was young, and her daughter was very involved, but
does not know where she could go to take one casual class or listen to a
casual inexpensive performance. She works in the city, and likgs to

out and eat at cafes with live performers, but finds trouble finding many
like that.

Needs: Venues to listen to musicians, local performances, restaurant,

class

21



Chris | Musician
Studying under many practicing artists, Chris plays cello. He lives in a
small apartment in the city, which does not allow for him to have gpace

practice his instrument. Because he does not attend the local university,

Figure 11| Musician . . . T
(source: Kellegreative he is not allowed to use their practice rooms, and he has trouble finding

Commons)

spacetorentsohecanpractiéel ayi ng cell o is Chri sg
he needs a space that make=sasy for him to practice but then also
collaborate with others to find opportunities to perform and maybe even
join in groups, like a quartet of strimgstruments.
Needs: individual practice space, large group practice, s@pate,
place tosell
Harold | Professor at the University of theArts
Harold, sixtyfive-yearold professor, teaches choral conducting and
diction at the University of the Arts. Intrigued with the sounds of the city,

he wants to teach a seminar about the link between the citgsmape

Figure 12P550r and its relation to music. Unfortunately, the Dean of the department told
(source: publidomain)
him that there is not enough classroom space. Harold loves to explore
these seminal ideas in real application of playing music in the soundscape
of the city and recording itde would love to sell his recordings, but does
not know how to go about getting his work out there ircimamunity.

Needs: students, classroom space, place to sell, oupgofmrmance

space
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Program

#of Total Unit #of Total Unit #of Total Unit |Total
1st floor units SQFT 2nd floor units SQFT 3rd floor units SQFT Types
Public Venues

Reception lobby 1500 1 1500
Resturant 2000 1 2000
Café 1500 1 1500
Market 2000 1 2000
Black box theatre 1500 1 1500
Performance Venue 5600 1 5600

Total Public 14,100 0 0 14,100 I

Learning Spaces

Classrooms 400 10 4000
Individual work space 1000 1 1000
Library 800 1 800

Total Learning 5800 0 0 5800|

Typical Workspace

Flexible Workspace 1500 1 1500 1500 1 1500
Private office 120 5 600 120 5 600
lounge 500 1 500 0
kitchen 1000 1 1000 0
meeting space 1500 1 1500 1500 1 1500
phone booth 100 5 500 0
private rooms group 400 4 1600 0
private room individual 200 10 2000 0
Total Workspace 9200 3600 | 12800'
Music Studio
practice room groups 400 4 1600 400 4 1600 400 4 1600
practice room large group 1000 0 0 1000 3 3000 1000 0
practice room individual 150 10 1500 150 5 750 150 5 750
0
Control Rcom 200 4 800 0
IS0 room 100 4 400 0
Sound stage (recording studio) 400 4 1600 0
Total Music 3100 8150 2350 | 13600|
TOTAL per floor 17,850 23,000 7,570 17,350 |4670 5,950 ‘ 46,300 |
ITotaI Square Footage 46,300 I
Circulation (12%) 5,556
Mechanical (10%) 4,630
|Total Square Footage | 56,486 ]
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General Description

Public Realm Performance Music Studio Music Business Work | Meeting

Figurel3| ProgramKitof Parts(source ErinBarkmanyvariousauthors)

Public RealmDescription

The Café or Restaurant, along with a comfortable lobby draw people into the building. The Restaurant or
Café would have spaces for liperformance and would possibly integrate with a large market space for

the selling of goods andbunsisi cal products, such a

Performance

Three different types of performance spaces will be analyzed to fit to into the site, and if thdyemeet t
needs of the users. Each type of space has a different character and holds a different variety of programs.

This chapter explores these concepts later

Music Studio

At |l east 10 individual ©practice rwebassevesaigroup be r eq
practice rooms for small bands. Then there will be at least two large ensemble rooms, for choirs or
symphonies to practice. This will accommodate the needs of impromptu users, and may evearmecome
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office like atmosphex for professionals that would rent the space hourly per week. There would be a
mix of amateur and professional artists needing a space to practice, requiring different amounts of

commitment.

Music Business

There is one music suite required that caneméed out by professional recording artists who can then
recruit people to record from there. This suite could also be used by a more important professional
coming to use the space for a limited amount of time, possibility for a weekend concert tepadde
includes practice rooms, recording control room, several different size studios, and isolation rooms for
individual artists. Classrooms are also included in this portion of the program to facilitate a learning

environment.

Work Space

This program fatures flexible workspace, similar to aworking space. This gives people a space to
work at a desk and computer, or in a lounge experience or in a group experience. It facilitates
collaborative working. This space also includes public and private rgesgtaces that can be rented out

by working professionals in the musworld.

This kit of parts for the program elements, dealing with learning, working and experiencing,
needs to be refined and more defined. Collectively, these program elements tramsf@mhink Tank
environment. This a place where people can come together to learn and grow from each other, building
of f of each otherds skills and knowledge to devel
However, with scale overlays tifese basic precedent models on the different sites, the program can start

to adapt and form to the sites as much as to thenaeds.
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Precedent
There are four types of performance venues that would be a viable option for these

program needand the limitations of the site. This section of the paper will describe the types of
performance spaces, and why they might accommodate successful in meeting the needs of the
program as well as the square footage restrictions due to site. Using a pfatagsammatic
scale comparisons on the three site options in Philadelphia creates a test fit systematt@/ will
addition and subtraction of program elements per site, along with the adjustment of program
needs to find a successful combinatiopryram.

Each site in Philadelphia has a unique location and different dimensions. Site A, 311
Broad Street, is 15,300 sqftwould require three floors minimum to meet the allotted program
needs. Site B, Schuylkill River Waterfront, is 22,814 square feetauld require two floors
minimum to meet the allotted program needs. Site C, Delaware River Pier, is 52,000 square feet,

which may accommodate the program needs withirflooe

RecitaHalls
A recital hall design accommodates smaller ensemblesdivddual performers. In this

situation, the amplitude, or loudness, of the performers has to be taken into consideiaitn on
extremes for successful desigrhis means that the acoustics must be able to accommodate
anywhere from one soloists to a largymphonic program, usually dictating rfidquency
reverberations, leaving a balanced sound withirhgtle

ZankelHall, in the basement of Carnegie Hall, was designed as a traditional music hall,
but was unsuccessful because of the lack of acoustical separation from the hall above it. After

being used as an art cinema, it was renovated in 2000 transforming initalehedcthathouses

1Jaffe, J. Christopher. 2010he Acoustics of Performance Halls: Spaces for Music from Carnegie Hall to the
Hollywood BowlNew York: W.W. Norton & Co.74.
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many different types of programs. The shoelgbegorm, along with the adjustable arestgle
stage, a dense secondary acoustical ceiling, diffuser paneled walls to allow for slightly lower
reverberation times, created a successful space to hold a variety of tppegrams.

A chamber hall, like Znkel hall, could accommodate the needs of the different
types of performers who will be drawn to this building. Choosing a performance venue that will
not limit the type of performance or program that will happen there would be a strategiomove
be inclusive to all types of music, allowing for innovative musegbression.

Using Zankel Hall as a scale overlay on the three different sites chosen illuminates where this

size hall would work with the square footage of the site and where it might be ovdirggthe

footprint.

2Jaffe, The Acoustics of Performance Halls : Spaces for Music from Carnegie Hall to the Hollywood®owl,
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Site B | Schuylkill River Waterfront | Hall fits well with size of sige

Site C |Delaware River Historic Pier | Large for the thin site, not giving much room aitound

Auditorium | Multipurposéall
An auditorium is used for a variety of purposes, including music, lectures, and

cinema. This means that the acoustics of thenmadt be balanced and have a relativeilyg
resonance. This type of hall is not designed to be crisp or to project a performer's music, instead

it seeks a middle ground on acoustics to try to accommodatepugrgses.
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Grace Rainey Rogesuditorium in New York City, was renovated in 1954 and acts as a

multipurpose space that accommodates activities such as music, lectures andl Fineritam

of this auditorium was derived fromanekistg s hel |l structure,andvhi ch
shapeo of the space. The acoustics in this ha
from large ensembles to soloists, through a balance and compromise of acoustical form. The

sound is reflected into the audience as well as back onto ge g¥éth this focus on acoustics,

the size of the audience plays less of an important role in how the sound resonates. This hall has
good reviews from performers and listeners, allowing soloists to have a full sound within the

space, but getting excessiyébud with louder passages within a larger symphonic piece. Korina

wood, similar to thin plywood paneling, makes up the material throughout the space, supported

by steel structure. As this material has aged, it has increased the quality of tone thatimmst

the space (the met). This material reduces the loudness of the lower frequencies and tends to

give the sound a slightly thinner, less waspect.

Stats: Volume = 193,000 ft3, Square footage = 6900 ft2, Seats = 708 seats

p—

Site A | 311 Broadbt | Dominant eler.ﬁxent within the smsilie

3Beranek, Leo L. 196 Music, Acoustics & Architecturélew York: Wiley,153.
4BeranekMusic, Acoustics & Architecturé,56.
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SiteC | Delaware River Pier | Large element on a napassage

Black BoXheater
A black box theater has no permanent seating and can be easily rearranged for each

program staged within the space. This allows for innovative flexibility of arrangemaette

a different experience for the audience depending on the type of performance hapfibiting
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the space. This type of seating is a generally unadorned, basic black form allows for an intimate,
private setting with thaudience.
Clarice Smith Performing Arts Center houses Kogod Theater, -@ig@dlack box
theater. It is a flexible space, able to be set up for performances, musicals, playsledinires,
art displays or cinema. The management of this space provide a vasetyup variations to
allow people to pick how they would like to set up the space if they rent it cah seat up to
181 and 144 seated dinihg
Kogod Theater is a good example of how a black box theater can create an intimate
setting for differentypes of venues, which would be able to accommodate a varietysiians
or artists in a different way than some of the formal theaters. The acoustics are not as balanced
and pure as a formal theater, and it would only be able to house smaller pereoemsaables.
But the intimate experience allows for a better engagement of the senses between the audience

andperformer.

. |
s
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Site A | 311 Broad St, Philadelphia | Accommodates the spat

SiKogod Theatre: Seating.o The Clarice Smith Performing
https://theclarice.umd.edu/venues/koghdatre/seating.
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Site C | Delaware River Pier | Smaller program element balances well in thesmrmN

Market Precedent
As a part of the program, a market place will be includexte@ate a place fonusicians

to buy and sell their music, as well as giving the community a place to buy and sell anything to

do with music. This may include musical instruments, historic records, current athusisal
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accessories, handmadeisical crafts and possibly unique brews of coffee or beersphse
will be big enough to become an anchor for pedestrian activity aitéhe
SchrannenhalleMunich,Germany} 2011| OlivArchitekten

This market in Munich, Germany mixes different types of retail and experiences to
create a unique experience. This allows customers to walk around to many different stalls, all
with a different way of presenting their produtiseamlessly creates an mate experience at

the human scale, while also creating a larger, grander experience at the building scale. Simple

geometries and natural, neutral materials are used to create a sense of homestiyrariy®

Figurel4| Allaboveimagesof MarketHall(source:Archdaily.com)

6 Archdaily.com/schrannenhallegerman
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Figure 16| Temporary pop up Markell, Figure 15| New Market in CeljBlovenia
StockholmTengbom

Figure 17| Isreal Plads Market H&bpenhagen.
Arkitek turVaerkstedet

Co-working CaseStudies
Harvard Business Review| Why People Thrive in Cowspdngs

Through an interview with several hundred workers from dozens of coworking spacestaeound

US, the Harvard Busistes Revi ew came up with Athree predic
work, job control, a sense of community. Those who work in co working spaces find more

meaning in their work; they have the ambition to be out doing what they want to do. The also

make their own hours and schedules on a daily base, and they are accountable for their own

work. Those who chose to work in-emrking spaces also pay to be part of a community. They

are there because of the community, which brings a unique experienceengttigtitic group of
people, as opposed to working from home. We W
join as an individual, &émebé, but -wirtkihge you be
space, people choose when they want to socialidevaen they want to be alone according to

the space, giving people the potential for interaction whenever they want. This prompts the

guestion how different spaces inspire different types of work, thought, and experience. A new

place can spark neideas’

"WeWork DC, Harvard Business Review, https://hbr.org/2015/05fvetnplethrive-in-
coworkingspaces
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Program Implementation | ScalesComparisons
This portion of the chapter explores taking the program elendesttsssed throughout the

chapter and placing them on the site. The specific theaters discussed as precedence were placed
on their beskuited sites, and then generic rooms for the music practice rooms, the workspaces,
the recording studio, the café ané tbbby were placed onto the site. This will help develop and
refine the program, analyzing whether the prescribed program can fit onto the given site. If the
program elements do not fit comfortably on the site, either the program needs to change or the

site needs to change. This will be part of the design process niomivayd.
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Chapter 3 §ite

Philadelphia contains rich layers of history, time and place. After diagramming these elements at
the city scale, certain layers and content started to inform where the best sites might be located

from referencing the given site selectwiteria.

Figure 22 | Balance Diagram, Google Earth (Sotide:
Barkman)

Figure 18 | Important Spaces, Google Earth (Source: Erin

Figure 19 | Historic Districts, Google Earth (Source: Erin
Barkman)

Barkman)

Figure 21 | Historic Important Spaces, Google Earth (Source: Figure 23 | Corridors & Traffic, Google Earth (Source: Erin
ErinBarkman) Barkman)
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Criteria assisted in the site selection process, bringing forward the most important etements

create a thriving environment for the building. Ability for a public space, flows of humans and

machines around the site, soundscapes, and zoning created the criteria for the site. As the

program relies on a healthy community willing learn, collabasateexperience music and

architecture, an optimal site is a place with students, consumers, artists. Locating schools, other

performance venues and cultural hubs were an important starting point to narrowing down

certain areas within thaty.

Figure24: FigureGround| PhiladelphigSourceGISMaps,ErinBarkman’

Site 1 | Pier No. 9, Site 2 | Broad Street, Infill Site 3 | Broad Street, Site 4 | Schuykill River Site 5 | Rittenhouse
Site Selection Criteria Delaware River Adjacent to Kimmel Corner Site Site Square
Metrics Rank Metrics Rank Metrics Rank Metrics Rank Metrics Rank.
Proximity to Public Space 1,000 1] 100 1 760 2| 50 5 100 4
Flows
Public Transportation Access 1900 il 660 2| 10 5 2180 il 3000 1
Public Flow around Site 1 5 4 5 5
Natural Flow water, wind, sun S{wind flow 2Jwind flow 2|water, wind, sun 5 pl
Zoning | FAR 500%) 4 1500%) il 500%) 5 500%) 2 500% 2]
Senses A 3] 3| 5 4
Existing Historic Industrial Wharf
History Building 5| 1|Existing Building 5| History E 2|
Site Square Footage 53,000 2] 18,000 4 8,976 3 44,473 2 15,312
Total 23 22 29 29 20

Figure25: Tableof Criteria,alongwith rankingof the sites(source ErinBarkman)
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Site Options$

Info

Total SQFT: 53,000ft

# of Floors: 1 floor
Zoning: CMX-3, 500%
Public Trans Dist: 280ft
Public Space Dist: 1,000ft
Existing Building: Yes

~.I

Site 1| Pier No. 9

121 N Christopher Colomubus Blvd | Delaware Waterfront

":: ': Info
ﬂ" g?tg Total SQFT: 18,000t

i mﬁ'ﬁ # of Floors: 3 floors

.M N8Py Zoning: CMX-5, 1200-1600%
“_. ,’gg Public Trans Dist: 660ft
™ty iy Public Space Dist: 100ft
Mz 22 Fyisting Building: No

Site 2| Infill at Broad

313 S Broad Street | Avenue of the Arts

A Total SQFT: 8,976ft
1 L".'E # of Floors: 5-6 floors
el ﬁﬂ a ;s
- & Zoning: CMX-4, 500%, 65’ Max
"":':‘: Public Trans Dist: 10ft
.i Yowma pyplic Space Dist: 760ft

Site 3| Broad Corner R e : b 250 S bicting Building: ves
503 S Broad St & Lombard St| Avenue of the Arts

Wirgnj, Info
m

$.'57_"_- m Info
L - :’! Total SQFT: 44,4731t

.‘ 'mm 5, # of Floors: 1-2 Floors
i M;-" _‘ Zoning: RMX-3, 500% FAR
e mmid Pyblic Trans Dist: 660ft

R g
e M 5 blic Space Dist: 50ft
oy BSabd) yictin e Building: No

{

Site 4| Schuylkill

2518 Locust St | Schuylkill River Waterfront

W m Info
‘- Total SQFT: 15,312ft
# of Floors: 3 Floors
Zoning: CMX-4, 500%, 65" Max
Public Trans Dist: 3000ft
Public Space Dist: 100ft

M\ Existing Building: No

Site 5| Rittenhouse Sq

503 S Broad St & Lombard St| Avenue of the Arts

Figure26: SiteOptions(sourceGoogleMaps,ArcGISErinBarkman)

A Qui ck Ref ecCityof Phdadebphia Zbring Coddjarch2014,
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Five sites were selected and ranked based off tréeda. These sites were located on the

Delaware River, on the Avenue of Arts, Rittenhouse Square and on the Schuylkill River. And

from these sites, three of them were chosen to be more degyyed.

a7

arkman’

The different neighborhoods
were analyzed around easike,
as well as their proximity to
green space, and their
proximity in walkingdistance

important buildings withirthe

city.

Figure29|SurroundingGreenSpacegsource ErinBarkman)

Figure 30| Walking Distances (source: Bankman
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