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Thesis Summary

On Memory and Architecture

Addressed to the eye of vision and to the soul of memory, a city’s streets, monuments,
and architectural forms often contain grand discourses on history... Every discourse sets
up a spatial order, a frozen image that captures the manner in which the transitory
present is perceived.

--M. Christine Boyer

Architecture, like memory, is composed of images. Memory, like architecture, constructs
through a relationship between images, a framework for understanding space and time. The
positioning of the self within this framework forms a personal definition of place, and the
recognition of a relationship, a tie, between one place to others realizes a perceptual whole. The
purpose of this thesis is to explore man’s connection to place through images of architecture as
memory: the experience of layers of history, time, place, and their connection, and also to

entertain the usefulness of drawing on this relationship as an urban strategy.

Furthermore, program can be expressive of memory in revealing, through its
architectural form and components, an idea about the place in which it is constructed. Again, it is
a shared association with image by architecture and memory... and likewise, art, that manifests
itself in program selection: a Community Arts Collective, which explores, through image
representation in arts media, both memory and architecture of place relative to time as described

by a concern for light.

As representatives of place, memory and architecture are dependent on site. Ultimately,
this place, when organized in conjunction with other places within a city, allows the city to be
read as a totality where, aided by recalled image, relationships transcend boundaries. The
possibility of exploiting this boundary condition, and therefore, memory’s relationship to
architecture, exists on Park Avenue in the City of Rochester. Relevant is the ability that
architecture through image has to reflect and transform memory and specifically, the city of
Rochester and the Park Avenue area’s homage to the creation of image that has bearing on its

significance as a site selection.



Development of Contention

Memory As Companion of Architecture

Architecture is judged by eyes that see, by the head that turns, and the legs that walk.
Architecture is not a synchronic phenomenon but a successive one, made up of pictures
adding themselves one to another following each other in time and space...

--Le Corbusier

The symbiotic relationship between architecture and memory is forged in each one’s
appropriation of the other to make connections in space and time; the fragmentation between
present and past disappears as one place, through imagery, unites with another. Memory and
architecture relate to one another in that they use man’s perception of and empathy with imagery
to recall particulars of place, the connection of one place to others, and the way that these
connections might explain time in tangible terms. For memory, architecture symbolizes a point of
reference in time--a proscenium against which experience can be recalled; in architecture,
memory reveals the essence of form which allows the built environment to lend itself to human

spatial comprehension.

The ability of architecture and memory to utilize time and image to their advantage is
expressed in the creation of architecture as stage set where history is reconnected to experience.
In architecture, place is constructed of layers, each associating itself with a moment in history:
distinguished from time by experience. This moment is given shape by a marker, a reference,
which stands among and against the permanence and timelessness of the context, the stage.
Memory relies on these moments to make sense of the flux of time, and is able to utilize these
referenced images to unify fragments and dissolve boundaries: to make connections. Likewise,
architecture, composed of layers of history represented in form, requires the referencing of these
layers through memory to create a contiguous sense of time and therefore, place. Memory is a

companion of architecture.

To promote an architecture of place and memory, an activated, interactive atmosphere is
essential. This atmosphere aides in the creation of memorable experience through the dynamic
nature of the public realm of the city. Intrinsic to this urban place of memory is the ability
through contrast to understand the role of its components which support reference. This contrast

may be obtained through a dichotomy between “honorific and humble monuments” or



“permanent and ephemeral forms” ! for instance. The public space: the gallery or the street, can
be shown juxtaposed with “private memory walks” and “personal retreats” ! in the form of the
intimate pocket park, the artist studio. In any case, the architectural memory of place requires an
investigation into and reinterpretation of the series of layers of time (history) and people

(community) which it proposes to represent.

When place supersedes boundary through architecture and memory, the whole can be
understood. Thus, as an urban strategy for maintaining connections beyond imposed edges:
zoning, highways, and natural forms such as rivers or landscape, memory is useful when
accounted for by architecture. The image of architecture imprinted on the mind can be recalled
independent of a clear axis, a framed view. The framing instead occurs by what is selectively
remembered and brought to the next place in search of comprehension. Once comprehended in

reference to that which was experienced before, the whole may take shape.

: Boyer, M. Christine. The City of Collective Memory: Its Historical Imagery and Architectural Entertainments.
Cambridge, MA and London, UK: The MIT Press, 1994.




On Program and Site

Therefore | am deformed by connections with everything that surrounds me here.

--Walter Benjamin

Program, as an inspiration of architectural form, plays a role in the realization of
memory in architecture. Memory appropriates a building’s formal characteristics embodied in
program to form image. The mind’s eye views a building and captures an image of its design:

essentially, its form with supporting details abstracted,...a simple, translatable picture.

The details, initially abstracted, beg to tell a tale of the place in which the form is
situated. Another look at the building draws attention to its character and its relationship to its
environment. This site environment, formed of interrelationships between physical artifacts:
buildings, landscape, signage..., speaks about place. And so now, memory moves from initial
relationships of a form as translatable image to a new concept of place as a memory
demonstrating the role of site. Memorialized within this place concept is the experience of the

physical artifacts coupled with the interaction between people.

Once understood in immediate context: the street, for instance, the place can be used as
a tool for creating mental links through remembered images between one place and others. Yet
again, the focus is on image, however, at this juncture, the remembered image is actually a
composite of place images. This composite image may now aid in the understanding of the next
artifact through its likeness to the image and also the contrasts which exist between them. The

character of one street is posed against the character of another.

The experiences of one place are captured as specific memories which distinguish that
place from another. The place, thusly, becomes a reference point for navigation around the city.
However, since memory also works to make sense of initial images through abstraction and
translation, the connection between one place and the next is made by recalling an image as
reference point from within the place and observing how it relates to the transitional fabric
between the two places: a memory sequence. In this way, memory serves architecture not only in
the creation of a sense of place and series of reference points that aid in navigation, but also as a
means of connecting these places and points through aiding in the comprehension of the

fransitions.



Program Clarification

What can art do, apart from existing in its own right? It can tell a story, or many stories.
It can establish a mood. It can reinforce selected virtues. It can surprise and delight by
unexpected juxtapositions of form, textures, colors, and movements. It can soothe and
reassure by repetition of familiar forms, textures, colors, and movements. It can stand for,
or represent, ideas, qualities, institutions.

—Donald |. Olsen

The importance of the transcendent quality of memory, exhibited in image as
representation, is unquestionable. It is through image that memory is made possible, and it is
through memory that image gains its power to inspire associations. Therefore, it is a logical
extension of this relationship of image to memory to explore, as a program selection, the needs of

one to whom image is vitally important--the artist.

The artist creates, through evaluation of his own experiences, an original work of art. By
way of recomposition and manipulation of composed memory fragments, the new image is born.
This image now takes on the responsibility of reflecting narrative or content, associated symbolic
value or meaning intended by the artist to be translated to the audience. In effect, the artist is

attempting to share his own memory fragments with the viewer.

Similarly, architecture, in its associations with memory, attempts to reflect a narrative or
intended meaning to the observer, perhaps in the quest for representation of ideas, but at least in
search of translated order..an established set of rules to guide the viewer to reach an
understanding of the building. Further, once an understanding of the singular building is
reached, the architecture might engage its surroundings...and then the greater context: the whole,
utilizing memory as an aide. In this way, architecture seeks, like art, to provide information and

simultaneously effect thought.



Program Scope:

It is this shared association with image by architecture and art... and likewise, memory,
that manifests itself in the program selection of a Community Arts Collective where the artist has
a realm in which to work with, to display, and to discuss image through representation in arts
media. The function of the collective of artists is to present a forum for the discussion of the
image and the critique of the work by others with similar concerns and empathy for image

representation.

Likewise, the representation of this collective entails an understanding of the need for
artists to not only have privatized agenda: the intimacy of creating an image in the studio and
discussion of its potentials among peers, but also a public one: to portray the image to the
community in order to effectively test the work’s social impact. The Community Arts Collective
requires spaces for private study and creation in the form of studios as well as public interaction
which may take shape in the form of gallery display spaces and a small experimental theatre.
The display in the form of exhibit space brings the image to the community at large and
reconnects the private and semi-private functions of the building back to the place: the street, the
district, the city. The theater can function dually as a stage set for display of artistic performances

and also a lecture forum for discussion.

Additionally, support spaces such as the cafe which functions both to cater to receptions
and to offer a place for the artists and community to gather informally, and the pocket park
which may transform, in fact, into a sculpture garden for public art display as well as an exterior
meeting place of the public and the artist, will help to unify the private and public aspects of the

building and promote experience through interaction.

Furthermore, the introduction of the presence of time through light is of interest in the
selection of this program: both the studio and exhibit spaces require that natural light be factored
into their design. By the transitory nature of light, its constant gradation from dawn to dusk,

time is poetically charted.



Program Analysis

studio

The studio spaces function to recall the meeting of private and public as well as the significance
of light as a reminder of time. These spaces provide the artist with a haven for creation of image-
-his art, in a privatized realm bathed in natural light which reveals color and form through

shadow.

The individual studio respects the fact that each artist creates differently and must so address
the needs of each. For instance, the painter requires the steady northern light, while the sculptor
might prefer southern exposure to make use of shadow to describe three-dimensional form.
Likewise, the metalsmith requires a certain space protected from flame and protective of
chemicals and propelling agents whereas the ceramist might need space connected directly to the

exterior as in Raku.

However, some parts of the processes of image creation are the same among users of the related
materials, and community rooms might take shape. A community assemblage area can be used
by sculptors of various materials, a community cast forming room can service the sculptors and
metalsmiths, the ceramists can make use of a community firing space, the photographers, a

community darkroom.

Studios should be privately accessible to the artist community for security purposes, and should
also have access to loading facilities and freight elevator if not on the ground floor. Ventilation is
a key concern as most of the materials used by the artists are toxic inhalants. Adequate and
ample space should be anticipated for the required equipment of each artist, the minimum of

which is a bench and sink and may include large machines.

gallery

The gallery will also take on two forms to reflect public and more private concerns. Firstly, the
site suggests, due to its relatively commercial nature, that a commercial gallery would be fitting.
The artists that create in this facility create with an intention of selling their work as well as for
the purpose of creating the work for its own sake. The reality of living outside of

institutionalized settings reveals itself in this way. The commercial gallery, too, reflects the



constant transition between artwork being displayed. Its role is that of temporary gallery, not

museum. Thus, it also reflects the issue of time.

The second form is of installation gallery for the artists to have a forum for critiquing their work
amongst their peers. This galley is, by definition, more private than a commercial gallery, but
still retains the public nature of exhibit space in contrast to the private musings of personal

studio space.

Both galleries require that light be factored into their design, again describing time and
providing an undistorted presentation of image to the viewer so as to allow the work to be seen

as the artist created it. The image and light refer back to memory as previously described.

Additionally, the temporal quality of each gallery requires that they be designed for continuous
display change. They need to accommodate various sizes of art from lifesize sculpture to jewelry
to painting and their adequate display. Some walls may be moveable, and a hanging system for
two dimensional work is suggested to alleviate the need for repainting of walls on a regular

basis.

Galleries should be accessible to the street as well as a loading area. A small storage area for
works in-between shows should be provided with appropriate shelving systems that
accommodate a variety of art forms. An office space is needed for the gallery manager, and a

coat check and lobby are suggested to cater to the public.

small experimental theatre

The function of the experimental theater is to provide the artist community with a space which is
meant for performance art as an extension of display. The performance is expressive of the
experience of time and place through combined movement and image. The experimental theater
truly acts as a forum for expression and discussion of ideas at their most dynamic level. In fact,
as a representation of site, the experimental theatre acts in representation of the festival--the

promenade, the interactive realm.

When the theater is not used for performance, it may function instead as a more traditional
forum in the form of lecture room, conference space, or for use as in poetry readings. The
versatile nature of this program component relates to the transitory nature of the gallery spaces,

and likewise, maintains a public and semi-private function depending on use. Obviously,



acoustics are an issue in the design of this theater as well as the means of lighting and

accommodating set changes.

cafe

The cafe functions both as a support space to the galleries for use in receptions, and also for the
daily meetings between artists and the community. It works much like the theater or community
studio space as a gathering place. The interactive atmosphere is of the greatest interest in

determining the cafe as essential to the facility.

sculpture garden

The sculpture garden provides an exterior support space to the facility for use as display place,
outdoor lecture and performance space--weather permitting, and perhaps most relevant, a tie
back to the community. Park Avenue, as the name suggests, is remembered for the private,
intimate qualities of its pocket parks as well as the public atmosphere expressed in the street
promenade. This sculpture garden is also a means of providing a transition between the edge of
the street facade of the proposed facility and the facade and activities which relate to the intimate
neighborhood atmosphere of the residential quarters to its north.



Program Space Requirements

studio spaces

typical personal studio 125@300 sf 7500 -
community spaces [ - | _7 - = !
- darkroom R - 3@450 sf 1350 M X :
cast forming**'_ : 23909751‘7 _ 7ﬁ1_820_‘ Vﬂ\ N
large assemblage 1@1000 sf | 1000 ‘ Wr )
firing room 1@400sf 400 W
IR raku space/ spray booth 1@300 sf B 300
| woodshop 1 1@600 sf 600
| printshop | T 1@400 sf 400
computer studio 1@400 sf 400
~ metalshop | } 1@600 sf 600
total studio space 14350
gallery spaces \ 1
commercial gallery: exhibition _4‘ 13000 sf 4360761
~lobby - lAR AR.|
coat check | 20 sf 20
office @120 | 240
| storage 800sf 800
w.C. 2@150sf 300
installation gallery ) i 1500sf | 1500
storage | 800 sf ER 800
total gallery space 6660
expenmental theater |
- foyer/ ticket booth AR. AR.|
w.e. \ 2@150 sf 300 M
_ main space ‘ Q " 0
| e 8003
! 'seating for 150 capacity 500 sf ) I 500 s X
| ‘backstage 400 sf w 1
w 'storage 350 sf 350 ‘ / M\ :
| total theater space 2350{ Y
cafe | |
kitchen [ 800 sf 800
storage o 350 sf 350
| seating j 1000 sf 1000
‘entry/counter f AR AR.
lw.c. | [ 2@150 sf 300
{ total cafe space 2450
‘sculpture garden | \ ‘AR AR.|
'subtotal space requu'ed 25810
‘mechanical | 30% total 7743
circulation | 30% total 7743
!Lotal square footage required 41296




Site Viability

As spectators, we travel through the city observing its architecture and constructed
spaces, shifting contemporary scenes and reflections from the past until they thicken into
a personalized vision. Our memory of the city is especially scenic and theatrical: we
travel back in time through images that recall bits and pieces of an earlier city; we project
these earlier representations forward into recomposed and unified stagings.

—M. Christine Boyer

Representing place, memory and architecture are driven by site. In architecture, place is
constructed of site specific layers, each associating itself with a moment in time, an aspect of
history: distinguished from time by experience, and developing the formal stage set upon which
the next layer is added. Architecture, and likewise, memory, relies on these moments to make

connections.

Connection requires the referencing of these layers through memory to create a
sequence of time and therefore, a grasp of place. The experiences aided by the layered stage set
of one place are captured as specific memories which distinguish that place from another. As a
unique circumstance, thusly, the experience of place becomes a reference point allowing a path to
be conducted around the city by relating it to the occurrences of other places. Additionally, the
continuation of layers from this place to the next forms a transition between the two and begins
the architectural sequence of events, the promenade, which, through memory, serves as

connecting device.

Aided by recalled image, architectural relationships transcend boundaries to make
virtual connections. The ability to inspect these connections and their comprehension as a
memory sequence lies in the initial exploitation of a boundary condition, the point of contrast.

Such a condition exists on Park Avenue in the City of Rochester.



Site Selection:

At the base of Sibley Place running perpendicular to Park Avenue, a park terminates the
street. Sibley Place, a street which recalls bits of Rochester’s history in its primarily residential
nature extends from East Avenue in Rochester’s historic district and stops short of making a
connection to the vibrant street life of Park Avenue. It does, however, demonstrate quite clearly
the secession of the historical district lead by the Rochester Historic Society on its corner and
remind the observer of the layered aspect of city history in built form beginning with its first

“country” houses.

Moving from Park Avenue with its unique enveloping structure encompassing both the
busy commercial focus minus the fragmentary nature of Monroe Avenue to its south and the
picturesque still-life nature which frames the object artifacts of the East Avenue historic district
to its north, one can sense a city composed of layers. By reattaching disconnected Sibley Place to
Park Avenue, which is populated constantly by movement and promenade, the passing of time

and memory of place in terms of history might be called to mind along its path.

Appropriate too, is the city of Rochester and the Park Avenue area’s dedication to the
creation of image that has bearing on its significance as a site selection. “The Image City,”
Rochester, historically has been culturally and industrially linked to the artistic disciplines with
significant ties to the visual and graphics fields. These ties are made visible through extensive
museum collections, including fine arts, photography and film among others, the prevalence of
instructional programs in the arts in the form of schools and workshops, and the concentration of
technological research from such firms as Kodak, Xerox, and Bausch & Lomb which have their

roots in Rochester.

Prince Street, an extension of Sibley Place slightly offset at the intersection of East
Avenue, leads one to the historic site of the University of Rochester City Campus. This campus,
while no longer functioning in a primary role as the university, is home to the main fine arts
museum in the city, the Memorial Art Gallery, founded on its 17-acre site in 1913 to one side of
Prince Street bordering University Avenue, and to the opposite side lies the School of the Arts.
Also on Prince Street is the Visual Studies Workshop for advancement and study in the fields of
film, photography, and computer applications in art as well as part of the Eastman School of
Music and the Auditorium Theatre which brings in any number of renown traveling shows and

concerts each year.



The reconnection of these primary institutions of cultural life in Rochester to the
community in the sense of the residential quartier and intimate small art-related businesses and
shops along Park Avenue can be accomplished by reattaching Sibley Place to Park Avenue and
by doing this in such a way as to maintain the intimacy afforded by non-institutionalized

buildings and pocket parks which are a part of what makes Park Avenue unique.

Finally, the role of Park Avenue as collector of place imagery makes it a prime location
for the founding of a community arts collective. The place that is Park Avenue not only brings
together frames of time in its absorption of contemporary and historical features of physical
artifacts from Monroe and East Avenue, but also speaks itself about passage: this, in the poetic
form of the festival which comes to the street in a given moment, and then all but disappears
except for its traces in the daily promenade of people to and from residences, shops, parks, cafes,
and galleries. Park Avenue is home to a traditional summer arts festival that takes place annually
and draws faces from across the city not to mention across the country. It is a celebration of art
and craft marked by display, music, social exchange. Additionally, The Park Avenue Open
House is in its second year, occurring in early December to usher in the holiday season and

remind the city of all the street has to offer in terms of unique gifts and festivities.



Site Analysis

Criteria of Site Selection

e exposure of a boundary condition

e ability to connect pieces of urban fabric by relationships:
e based on history
e Dbased on use
¢ based on relationship to place

e raises concept of memory by making the observer awareness of these elements

Site Description:

The separation between public and private functions has played an important role in the
development of the street and surrounding area. Park Avenue, historically gained entrance into
existence as an extension of East Avenue’s parks and gardens, thus its name. East Avenue
formed, first as a cranked portion of Main Street which led eventually grew up as a remove from
city life through the escape to the country. The object in the landscape in the form of the
Victorian country house became the realization of a place which was in fact extremely different

from Main Street’s continuous built fabric with landscape appearing only in the public square.

With the rising prominence of the country house and the move from the city, the social
events which had previously taken place in common halls and the postal arcade moved to the
public spaces of the home: the parlor, the library...in fact, often the entire ground floor of the
house was given over to social gatherings in the form of art clubs or literary guilds, and cultural
entertainment. To this day, this is evidenced by a reinterpretation of the public sphere of the

house being taken over by small boutiques, salons, shops, cafes, and also galleries.

Further, the heretofore public square of Main Street Rochester became a more intimate
element acquiesced by the private landowner to form the garden and the pocket park, a
constructed piece of the country landscape. The leisure time of the family gained a new outlet in

the promenade along tree-lined streets and parks made not of pavement and hardscape, but of



flowing lawns and a multitude of flowers. In fact, the park and horticulture grew up in
Rochester in such fervor, that for a time, the “Flower City” was known throughout the country
for its nurseries and later its public park system created by landscape architect, Frederick Law

Olmstead.

Evidence of this importance placed on landscape is still evident today in the continued
use of the Olmstead parks: Seneca, Maplewood, Genesee Valley, and Highland (of the infamous
Lilac Festival), and also is demonstrated in the modest pocket parks of Park Avenue. In fact,
these modest parks are a means of Park Avenue making connections to other areas of the city

“

including the revelation of East Avenue’s “object in the landscape” history and reaching also to
Monroe Avenue in tree-lined parkways that are its connecting streets. The only street that
remains disconnected from this pattern is Sibley Place, and as a result, the area of Park Avenue
to its base lacks the movement and interaction that occurs elsewhere on the street. To reconnect
this portion through park sequence recalls a memory of the example of streets nearby, and also

reaches out to the art campus to the north.
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Map of 1827 grid diagram
shows new city grid formed by crank
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Cultural District Analysis

parks and landscape as connection






With the rising prominence of the country house and the move from the city, the social events which had
previously taken place in common halls and the postal arcade moved to the public spaces of the home: the parlor, the
library...in fact, often the entire ground floor of the house was given over to social gatherings in the formn of art clubs or

literary guilds, and cultural entertainment.
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To this day, the public nature of the country home is evidenced by a reinterpretation of the public sphere of the house being

taken over by small boutiques, salons, shops, cafes, and also galleries.



These modest parks are a means of Park Avenue making connections to other areas of the city including the
revelation of East Avenue's “object in the landscape” history and reaching also to Monroe Avenue in tree-lined parkways

that are 1ls connecting streets.,
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Parl A

wk Avenue appropniates elements such as lamp posts, tree allees, and an eclectic color and texture of building materials to contbine
m a montage explotting tis nature as event promoter.

L

1
[
)




209

A
A
&t
{
<

Po042%% %
S e d
A3

3
2
| ol

.

f
‘
f

-

[he place that is Park Avenue not only brings together frames of Hnte m its absorption of contemporary and listorical features of

physical artifacts from Monroe and Fast Avenue, but also speaks itself about passage: this, in the poetic form of the festival.
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historic district and stops short of making a connection to the vibrant street life of Park Avenue.

At the base of Sibley Place rumming perpendicular to Park Avenue, a park terminates the street, Sibley Place, a street which recalls
hits of Rochester's hustory i its primarily residential nature extends from East Avenue in Rochester's lustoric district and stops short

of making a connection to the vibrant street life of Park Avenue
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quate clearly the secession of the lustorical district lead by the Rochester Historic Society on its corner
g i its first “country” houses
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It does, however, demonstrate
and renund the observer of the layered aspect of city history i built form begimmn






e ever-changing present of Monroe Avenue whiclh continues to be about movement and the morphology of tie moment
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The fragmentary nature of Monroe Avenue




Architectural Issues

Every memory unfolds in a spatial framework. It is above all scenic, and it is here in the
arrangement of cities and places that remembrance will reemerge... Operating only in
fragments, memory is an art that connects disparate events... Now space is a reality that
endures: since our impressions rush by, one after another, and leave nothing behind in
our mind...It is to space --the space we occupy, traverse, have continual access to, or can
anytime reconstruct in thought and imagination --that we must turn our attention. Our
thought must focus on it if this or that category of remembrances is to reappear.

--Maurice Halbwachs

e Architecture as Experience of History

History is formed of components of thought, inquiry, events,...in short, significant life
experiences which are captured in time. History is a composition of people and of place--it is a
record of ideas held in regard and also of failures. And history, by its capability to hold time

stationary, is a vehicle of memory.

Memory itself suggests a recalling of some past thought concerning an event or other such
incident in time. The tie to history is one that is obvious: without a past there is nothing to recall.
Also important to note, history, like memory, can not operate without a spatial context...a stage
upon which to narrate its story. History, then, can be referenced in architecture by way of its
ability to command space; actually, architecture as part of place is consumed by history.
Consequently, one way of relating architecture to memory is through a common denominator:

history.

The experience of history is one that is significant to Park Avenue specifically because it attempts
to unite the distant past embodied in the life-size curio cabinet that is East Avenue, at once a
reminder of change and an opposition to it, with the ever-changing present of Monroe Avenue
which continues to be about movement and the morphology of the moment. As before stated, the
means which architecture currently implies this connection on Park Avenue is through its mixed

use for private residences and public rooms in the form of shops, salons, cafes and galleries.



o Architecture as Experience of Time

Though time is clearly experienced in dissecting history, architecture might also reference time
through light. Light has, throughout time, been a measure of the day by dawn and dusk. In

earlier years, work began and ceased in accordance with this measure.

For the artist, this has remained the same, as daylight is still unequaled by artificial lumination in
its poetic display of true color and shadow. For the creation of image in art, natural light is truly
desirable, if not a necessity in the mind of the artist. Therefore, architecture might take its cue
from art and recognize time’s natural manifestation in the glory of natural light and harvest it to
express this fact. The expression of light is of interest especially in the design of artists’ studio

spaces and gallery spaces for the exhibit of the images.

» Architecture as Experience of Place

An architecture of place is characterized by patterns of organization, form, movement...all pieces
of a whole which compose the experience of the place. Architecture of place might refer to
sequences and layers: of color and texture, structure and composition. The architecture of place
looks to its predecessors on site for inspiration and to be assured that the community will
recognize the new form as a part of the place. In this reinterpretation of existing conditions,

architecture makes use of images of place and enters the realm of memory to accomplish this.

Park Avenue appropriates elements such as lamp posts, tree allees, and an eclectic color and
texture of building materials to combine in a montage exploiting its nature as event promoter. It
is in these images that Park Avenue is remembered as place. Sibley Place, in contrast, expresses a
more quiet approach. The homes which line the street, while formed of mixed use: apartments,
the rest home, the private residence, appear unified...being of approximately the same size and
constructed of similar materials. Instead, the street is about park, landscape, nature...a
continuation of the country houses of East Avenue, but recognizing this through more humble

means. They do not have large private gardens, but revert to the public park for release.



« Connection of Place, Time, and History Through Architecture

This issue of connection is the key for understanding these three elements: place, time, and
history, with respect to memory. Each individually has architectural significance, but when taken
together, they enter a new dimension that makes a lasting imprint on the mind. This impression
can then be recalled at will to serve a need to comprehend another place, time, or period in
history. Based on conditions of the site that inform these elements, memory is then translatable to
other points within the city to regain a sense of the whole by understanding its parts. Connection
is translatable in architecture in sequence of experience: a constant reminder in movement of
these three elements. By reattaching the architectural sequence form the arts campus to the public

forum, Park Avenue, the realization of memory in architecture is possible.
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Precedents

The Wexner Center for the Visual Arts
Ohio State University, Columbus, Ohio
Peter Eisenman

Venice InterArts Center
Venice, California
Studio Works: R. Mangurian& C. Hodgetts

Palazzo Citterio Art Gallery
Brera Museum, Milano
James Stirling & Michael Wilford

The Block : The Chinati Foundation
Marfa, Texas
Donald Judd

Lisson Gallery
67 Lisson Street, London
Tony Fretton

Lynn Goode Gallery
Houston, Texas
Carlos Jimenez

Hybrid Building
Seaside, Florida
Steven Holl

Soane Museum
Lincoln Inn Fields, London
Sir John Soane

Barclay Simpson Sculpture Studio
California College of Arts & Crafts
Jim Jennings Arkhitekture
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Precedents

Peter Eisenman The Wexner Center for the Visual Arts
Ohio State University, Columbus
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Studio Works Venice InterArts Center
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Palazzo Citterio Art Gallery

James Stirling & Michael Wilford

Brera Museum, Milan
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James Stirling & Michael Wilford Palazzo Citterio Art Gallery

Brera Museum, Milan
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Donald Judd The Block, Marfa, Texas
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Carlos Jimenez Lynn Goode Gallery

Houston, Texas
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Steven Holl Hybrid Building, Seaside
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Precedents

Sir John Soane Soane Museum, Lincoln Inn Fields
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716-546-3070

Rochester Public Library Local History Division
Rundel Memorial Building
South Avenue
contact: Ruth Naparsteck, City Historian
716-428-7340

A. Rochester

City of Rochester Small Parks and Squares Historic Preservation Report. “The Significance of Rochester’s Small
Parks and Squares in the Work of Frederick Law Olmstead and His Firm. n.p..n.p., n.d.

France, Jean and Betsy Brayer. Of Town & the River: A Rochester Guide. Rochester, NY: Rochester Polychrome
Press, Inc., 1977.

Hages, Michael, Rick McKee Hock, and Ruth Rosenberg-Naparsteck. “A Portrait of Rochester Through the Lens of
Charles Zoller.” Rochester History. vol. . Jan 1988. no. 1.

=

Klenzing, Ernestine M.. “Music in Rochester: A Century of Musical Progress: 1825-1925.” Rochester History. vol.
xxix. Jan 1967. no. 1.

Lenti, Vincent. “A Hislory of the Eastman Theatre.” Rochester History. vol. xlix. Jan 1987. no. 1.

Made in Rochester, 1830-1930: Manufactured Objects and Advertising from Rochester, NY. Rochester: Memorial Art
Gallery of U. of Rochester, 1974.

Malo, Paul. Landmarks of Rochester and Monroe County: A Guide to Neighborhoods and Villages. Syracuse, NY:
Syracuse U. Press, 1974.




McKelvey, Blake. Rochester, A Brief History. Lewiston, NY: Edwin Mellem Press, 1984.

—. Rochester, The Flower City, 1855-1890. Cambridge, MA: Harvard U. Press, 1949.

—-. Rochester On the Genesee: The Growth of a City. Syracuse, NY: Syracuse U. Press, 1973.

—-. Rochester: The Quest for Quality, 1890-1925. Cambridge, MA: Harvard U. Press, 1956.

—. “An Historic Site Tour of Old and New Landmarks.” Rochester History. vol. xxii. Jan. 1960 no. 1.

—. "“Errata and Addenda: Plus Some Thoughts on the Nature of History and the Rochester Story.” Rochester History.
vol. xxiv. Apr. 1962. no. 2.

—. “Names and Traditions of Some Rochester Streets.” Rochester History. vol. xxvii. Jul 1965. no. 3.

—. “East Avenue’s Turbulent History.” Rochester History. vol. xxiii. Apr / Jun 1966. nos. 2 & 3.

—. “The Visual Arts in Metropolitan Rochester.” Rochester History. vol. xxxii. Jan 1970. no.1.

--. “The Origins of the Rochester Public Library: Rochester’s Literary and Book Clubs.” Rochester History. vol. xlviii.
Jan/ Apr 1986. nos. 1 & 2.

—. “The Historic Origins of Rochester's Museums.” Rochester History. vol. xviii. Oct 1956. no. 4.

—. “Rebuilding Rochester and Remembering Its Past.” Rochester History. vol. xviii. Jan 1956. no. 1.

Montauge-Ash, Martha. “The Social and Domestic Scene in Rochester, 1840-1860.” Rochester History. vol. xviii. Apr
1956. no. 2.

The Olmstead Legacy in Rochester, New York. [Bureau of Parks and Recreation of the City of Rochester. ] n.p.:n.p.,
n.d.

O'Reilly, Henry. Sketches of Rochester: With Incidental Notices of Western NY. Geneseo, NY: James Brunner, 1984.

Reisem, Richard O.. 200 Years of Rochester Architecture and Gardens. Rochester, NY: Landmark Society of Western
New York, 1994.

Rosenberg-Naparsteck, Ruth. Rochester: A Pictorial History. Norfolk/ Virginia Beach: The Donning Company
Publishers, 1989.

Walking Tours of Downtown Rochester: Images of History. Rochester, NY: Flower City Printing, Inc., n.d.

Wickes, Marjorie and Tim O'Connell. “The Legacy of Frederick Law Olmstead.” Rochester History. vol. 1. Apr 1988.
no. 2.

B. Urban Planning Issues

Erickson, Carolly. The Medieval Vision: Essays in History and Perception. New York: Oxford U. Press, 1976.

Kostoff, Spiro. The City Shaped: Urban Patterns and Meanings Throughout History. Boston: Little, Brown, 1991.

Lynch, Kevin. The Image of the City. Cambridge, MA: The Technology Press & Harvard U. Press, 1960.

Olsen, Donald J.. The City as a Work of Art: London, Paris, Vienna. New Haven and London: Yale UP, 1986.

Sitte, Camillo. The Art of Building Cities; City Building According to Its Artistic Fundamentals. New York: Reinhold
Pub. Corp., 1945.

C. Representational Formy/ Collective Memory

Benjamin, Walter. lluminations. New York: Harcourt, Brace & World, [1968]

Boyer, M. Christine. The City of Collective Memory: Its Historical Imagery and Architectural Entertainments.
Cambridge, MA and London, UK: The MIT Press, 1994.

Foucault, Michel. Language, Counter-Memory, Practice: Selected Essays and Interviews. Ithaca, NY: Cornell U.
Press, 1977.

Frampton, Kenneth. “Place-form and Cultural Identity”.

Panofsky, Erwin. Idea; A Concept in Art Theory. Columbia: University of South Carolina Press, 1968.
Studies in Iconology: Humanistic Themes in the Art of the Renaissance. New York: Harper & Row, Publishers,
1939.
Meaning in the Visual Arts: Papers in and on Art History. Garden City, NY: Doubleday Anchor Books, 1955.




. Pevsner, Nikolaus, Sir. A History of Building Types. Princeton: Princeton U. Press, 1976.

. Rossi, Aldo. Architecture of the City. Cambridge, MA and London, UK: The MIT Press, 1982.

e Ungers, O.M.. “Architecture of the Collective Memory: The Infinite Catalogue of Urban Forms”. Lotus International.
24,1979.

. Venturi, Robert. Complexity and Contradiction in Architecture. Lawrenceville, NJ: Princeton U. Press, 1966.

D. Museums, Galleries, Studio Space

¢ Davis, Douglas. The Museum Transformed: Design and Culture in the Post-Pompidou Age. New York: Abbeville
Press Pub., 1990.

. Museum Builders. Ed. by James Steele. London: Academy Group Ltd., 1994.



Applicable Technical Information




Chemical Storage

Srorng Chemicals = reallv a two-
part praoblem. The simpler problem
s where o dtore unmixed Chem-
cals such as developer or fixer. An
easy solution is to keep them in a
storage cabinet somewhere outside
of the darkroom, which will protect
bowed or half-used conrainers from
the high humidity, The more diffi-
cult problem involves stoming mixed
chemicals. [F you are a prodigious
photographer and process through
developer, stop bath, fixer 81, fixer
g2, hvpo-clearing agent, and oning.
as well 48 negative developers. wit-
timg agents, and possibly color pho=
rography chemicals, storage of
mized chemicals can be a trouble-
some matter. The basic rules that
should be considered when plan-
ning for muved chemacal storage are:

1. Thechemicals should be stored
incontainers that do nok resct wath
their contents,

3 The chemicais should be stored
conveniently near where they are
used, such a5 3 shelf over the sink

3. They should be sccessible. If
You miE in laf He Jquanhhes [P BCOM=
Omy or Because wou wse 3 Lot ib's
2asier W plan on Confainers with
SpLgols thiaa ob % ko Life S-galbon
COMPIMErs eviry halt howr

1 -.'.-..'rnllsln{'r-. 1.]\u-u|;j g _\'.i'llg;hl
and ,‘.‘lrrh'rJ.H'.-' ha.'-.-t' 4 avsiém (G
keep all Jur awav from the surface
af the chemicals. When air (nter-
acts with chemacals it oxidized them

an umdesicable effect —d0 the
less surtace exposed io the ar the
loneer vour chemecais wall lase. The
two best technigues For agcom-
=lishing this are containess that

.'||].|.p1'-:' a5 solution it removed,
s il wpepd The air out, or ﬂ{hl!:ﬁﬁ
lids for rigid storage containers
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parkroom Alr Flow. {f the fan is mount-
ed to blow into the room, the fan should
pe instclled on the dry side of the dark-
room and the vents on the wet side. The
air entering the room will keep it at a
positive pressure and air will flow out of
the cracks in the room. which keeps the
dust out.

Should you decide to use the fan as
an exhaust fan blowing air out of the
room. it should be mounted on the wet
side so that the moist air from the sink
and chemicals exit immediately without
being distributed throughout the room.

Ventilator Fan. Special darkroom fans
such cs this Starfield ventilator from Por-
‘ers are specially baffled to prevent light
'ecks. This fan has a capacity of 200 cfm
~hich is sufficient to change the air
every 6 minutes in a darkroom 10" x 16" x ™
or :maller

Darkroom Air Flow

ALL AIR SHOULD
EXHAUST FROM

Exhaust Vents. Darkroom vents shouid
be light-proof. Spiratone supplies these
“Darkroom Breather” vents in four sizes:
10x8 12x12, 18 x 8 and 24 x 12.

Humidity and Temperature Iindicator.
This combination humidity anc temper-
ature indicator from Abbeon Cal. Inc. is
a good item for the darkrocm. Then
again perhaps ignorance is dliss.



Air Quality

The quality of the air in the dark-
room directly affects both the qual-
ity of work done there and the
health and enjoyment of the pho-
tographer. Several aspects of the
darkroom air have to be considered.

Humidity

The ideal darkroom humidity is be-
tween 45 and 50 percent. In some
parts of the country this is easy to
maintain without controls, but
sometimes control is an absolute
necessity. Air that is too damp will
rust equipment and make it per-
form inaccurately; air that is too
dry will create static electricity
problems and increase problems
with dust. A dehumidifier can help
a damp room (a side benefit is that
the water run off from the de-
humidifier can be bottled and used
as distilled water for negative pro-
cessing). A room that is too dry can
be corrected with the addition of a
humidifier.

Temperature

The ideal darkroom temperature
is approximately 68°F, the temper-
ature at which most photographic
chemicals are used. If temperatures
vary considerably, time is spent
worrying about water baths, com-
fort, and the timing of the various
developmentai processes. To con-
trol the temperature you can in-
stall heaters or air conditioners.
Air conditioners are especially use-
ful because they will also filter and
dehumidify -he air as they are cool-
ing it. If you use an air conditioner
try to have the air flow from the
dry side to the wet side so that
steam and vapors rising from the
sink are not carried over to the dry
side. Be sure to buy an air condi-
tioner that can operate on fan only
so that the room can be ventilated
without being cooled.

114

Ventilation

The minimal controls required in a
darkroom concern air flow and
turnover. The air in the darkroom
must be changed every 6 to 8 min-
utes for comfort. To make this pos-
sible a fan and vents must be in-
stalled. The fan should always be
filtered and the air stream should
enter the darkroom from the dry
side. Outlet vents should be over
the sink on the wet side. This ar-
rangement increases the pressure
in the room so that unfiltered air
from outside does not carry dust
into the darkroom. The flow from
dry to wet side keeps the vapors
from the sink contained and the
outlets over the sink provide a way
for the air to be carried from the
room. All vents and fans should be
light-proof.

Dust

Dust must be kept out of the room,
or removed, if any dust seeps in.
The best device is an electrostatic
air cleaner to filter particles out of
the air.

Electrostatic Air Cleaner. climinating
Aust from the darkroom can be a full-
time job. if you don't get it out of the air
you have to get it off of the negatives. If
you aon't get it off of the negatives. you
have o sport the prints. If dust is ¢ Crob-
lem. you can install either ¢ wall mount-
ed or tabietop elecrtrostatic air clecner

How to Find the Size
Fan You Need

Air in the darkroom should be
changed every 6 to 8 minutes. To
determine the size fan needed
you have to know the number of
cubic feet in the room. Fan capa-
cities are rated in cfm (cubic feet
per minute). To determine the
cubic feet in your darkroom,
measure the room’s width, length,
and height. Multiply these di-
mensions to give you the total
cubic feet in the room. Divide
that figure by 6 to determine
how many cubic feet per minute
the fan must move if it is to change
the entire room every 6 minutes.
Example: if the room is 8’ wide,
10’ long, and 7" high: 8 x 10 = 80;
80 x 7 = 560 cubic feet. 560 di-
vided by 6 = 93 cubic feet per
minute. The fan should be ap-
proximately 100 cfm rated.

such as this Lapaire mecel from Leedal.
It works Dy charging dust oarmicles so
that they will adhere fo a collector with
an opposite charge. Beccuse the dust
buiids up on these collectcrs, you should
also consider their 2ase ¢f cleaning.
This mocel collects particies aown to .01
microns. he collecting screen 's washable.
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— Cross-Section Diagram of Kiln
R with Silicon Carbide and Stainless-Steel

A Air bein: ed
5,:,,,:: o Heat Exchanger and Heat-Retaining Hood

8
F Flue gases exiting
G

Gas for energy
/

SC Silicon cartide heat
exchange’ siabs Hood-Roof

F O >
Stainless Steel 8 o I
B
A
Skirting — 1 {— Skirting
Flames
enter kiln
from each :
back corner. /
que gases F ’
exit under Elame Kiln door
the floor. E
L] F Floor level
T = F
i l]1llLlJlllTI|I_— i
\Anr I = e 9 Air /
~1 N\ NN

50

Alternative designs: the top drawings show a 10-air-slot design made from 100
6x6-inch silicon carbide tiles fitted into the brick rear wall of the kiln. The bottom
drawing shows an angled-tile design with the kiln placed inside a sheet-mmetal
hood with removable skirts. In both kilns, the rear cover is 4 inches of refractory
fiber and the top portion of the exchanger is 26-gauge stainless steel.

CERAMICS MONTHLY

er—located on the cool end of a pipe
aimed at the flame. If it doesn’t see
flame, it shuts everything down.

Apilot “candles” the kiln overnight

to dry the ware before turning on the
blowers and the main gas supply.
Once the kiln is firing on the main
flame, the pilot is turned off and its
air port closed. The UV sensor moni-
tors the main flame.
Overfoing  Witha standard kiln, over-
firing isn't a problem. My children
and [ went fishing at Emma Lake one
dav. The fish started to bite and 1
totally forgot the kiln was due to be
turned off. It fired an extra four hours.
There were a few runny glazes, but
the kiln wasn'tdamaged. The bluegills
weren 't bad either.

A good heat exchanger in the
chimnev closes the holes in the top
and bottom of the kiln. Twenty extra
minutes overfires the kiln, and four
extra hours could cause a meltdown.

As “absent-minded potter” protec-
tion, I installed a Dawson Kiln Sitter
near the bottom of the kiln. To avoid
the nuisance of early shutoff, [ trigger
the kiln sitter with a cone rated slighty
hotter than I plan to fire.
Environmental Responsibility  Lately,
many people are once again buyving
gas-guzzling cars, and potters mayv be
losing some of their interest in envi-
ronmental responsibility as well.

Electric firing is among the least
cefficient and most polluting. Only
about 35% of the power used at the
generating plant ends up at the Kiln.
Generator and transmission inef-
ficiencies account for 65%. Since
1958, vearly sulfur dioxide emissions
have more than doubled, and power
plants burning fossil fuels conuib-
uted a major portion.

I'm hoping my expericnces with
fuel efficiency will give other potters
some ideas and perhaps inspire ideal-
ism. We need to work together to
create the new “hillclimbing " kilns to
close the holes of waste.

The author Marvin Bartel (Goshen,
Indiana) has bhull or served as design
consultant for morve than a dozen kilns
during the past 20 years. While he holds a
U.S. patent on the heat exchanger system
described in this article, he encourages its
use in kilns bwilt by individual potters for
studio production.
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The Office Planning Module

The space allocations in the facilities program are
usually based on a consistent space module. The
module is derived from analysis of needs, compat-
ibility with manufacturers’ standards, and an ex-
isting dule if a headquarters building is being
expanded. The modular approach is most applica-
ble to offices, so the office module will control the
planning of the building.

The greatest advantage of modular planning is
the flexibility that can be attained. The basic mod-
ule is extended to the structural grid and to ceil-
ing and underfloor systems, thus making for
ready change or interchange of space. There is a
minor penalty in overall space in modular plan-
ning versus exact sizing of individual spaces.
However, considering a headquarters’ vulnerabil-

ity to change, the benefits outweigh the disad-
vantages.

The 5’ x 5 office-pl. ing dule is ly
used, and it is the basis for sizing most partitions,
work stations, ceiling and underfloor systems.
The schedule below shows applications of the 5
x 5 module to typical office sizes and compari-
sons to the offices based on 4' x 4’ and 6' x 6’
modules.

It may be seen that a 5’ x 5’ grid, using a con-
sigtent depth of 15 for the larger offices, affords
a good range of sizes and requires minimum per-
imeter for average-size spaces. Considerations in
selecting and applying a module include the fol-
lowing measures:

It is usually necessary to depart from the module
at corridors and core spaces in which case a “half
module” should be used.

Commercial
OFFICES, GENERAL

Planning

The Type D offices are the smallest that should be
considered for rooms with full-height partitions.
Placing them on the perimeter necessitates
breaks in aisles, or wasted space, unless the of-
fices occupy a full end or side of a floor.

The types of offices on the perimeter should be
kept to a minimum number; avoid, if possible,
creating a variety of sizes using half-modules.

Different grades of offices can be created by vary-
ing the furniture and furnishings within spaces of
similar size.

Staying on the module is most important for
spaces with full-height partitions. Working posi-
tions in regular office areas should be planned in
general conformance with the grid, but some lati-
tude is possible in a flexible underfloor system.

5x5 4 x4 6x6

Square Square Square .
Type DxW feet Perimeter DxW feet Perimeter DxW feet Perimeter
A 15 x 25 375 25 16 x 24 384 24 18 x 18 324 18
B 15 x 15 225 15 16 x 16 256 18 x 12 216 12
C 15 x 10 150 10 16 x 12 192 12 12 x 12 144 12
D 10 x 10 100 10 128 96 - - -




THEATER DESIGN CRITERIA
anning of seating areas in places of assembly
The : involve the following considerations:
ZFICIENCY: The floor area efficiency in square
1. EF per seat is a function of the row spacing, the
mt,gg chair width, and the space allocatlop per
:;:: for aisles. See following pages for further discus-
sion of these factors.
gfficiency (F) = seat factor + aisle factor

W T
fseat) = —— + — x ——
Bk T T T v

W. = average seat width (in.) -
Wi 1“= row to row spacing (tread) “".'} )
| = average aisle width {in.) (42 in. width
is typical) )

Savg = average number of seats in a row per
single aisle: 8 or fewer—inefficient
layout; 14 to 16—maximum efficiency
(multiple aisle seating); 18 to 50 and
more—continental seating.

- CAPACITY AND AUDIENCE AREA: Audience
s . C T
area = capacity x efficiency.
35-75 Classrcom

75-150 Lecture room, experimental
theater
150-300 Large lzrture room, small
theater

300-750 Averag: rama tl.eater in
aducational setting
750-1500  Srnall coramercial theater,
repertory theater, recital hall
1500-2000  Medium 'srge theater, large
rommercizl theater
2000-2000  Average civic theater, concert
tall, multiple use hall
3000-62000  Very large auditorium
Over 6000 € acial assembly facilities
3 PLATORMING AREA {not including adjacent
<. sort ares) (sq f):

MINIMUM AVERAGE MAXIMUM
. o

Leziutes 150 240 500
g ngie
z3her)
b 350 450 700
~nghtciub
Lag umate 250 550 1000
drama
~ce 700 950 1200
Lsicals, 300 1200 1300
folk ooera
€ ymohone 1500 2000 2500
concerts
Soera 1000 2500 4000
Pameant 2000 3500 5000

4 CRIENTATION OR SEATED SPECTATOR: Head
. s1zain 5 minimized by orienting chairs or rows of
:Rairs so that spectators face the centar of action of
e performing area,
~NGLE CF VISIGN OF SPECTATOR: The human
ege mas 3 perigheral spread of vision of about 130°,
This angle of view from chairs in the front rows will
defire the outer limits of the maximum sized
performing area,

wn

6 ANGLE OF ENCOUNTER: The angle of encounter
s defired by the 130° peripheral spread of vision of
3 sing'e performer standing at the "point of com-
mand.” Patrons seated outside the spread of this
2ngle will not have simultaneous eye contact with
cerformer. Natural sound communication will also
. 2=ataricrate for these patrons,

P

FOINT OF
CONMMAND

GISTANCE BETWEEN PERFORMANCE AND

LAST ROW OF SPECTATORS: Achievement of

vsuzl ead sound communication is enhanced by

minimizing this distance while satisfying the pre-
ding parameters.

© o r Friex:Frink and Bauchat: Architects; Philadelphia, Pennzylvania

SCREEN PROJECTION

+ The minimum distance batween the first row and the
screen (Dg) is determined by the maximum allow-
able angle between the sightline from the first row 1o
the top of the screen and the perpendicular to the
screen at that point. A maximum angie of 30 to 35°
is recommended.

The maximum distance between the screen and the
most distant viewer (MDV) should not exceed eight
times the height of the screen image. An MDV two
to three times the screen width is preferred.

Screen width (W) is determined by the use of the
appropriate aspect ratio between the screen image
width and height.

Curvature of screens may reduce the amount of
apparent distortion for a larger audience area. Curva-
ture of larger screens may help to keep the whaole of
the image in focus and may provide a more uniform
distribution of luminance.

ZERO ENCIRCLEMENT
(FROSCENIUM STAGE, PICTURE
FRAME STAGE, END STAGE)

+ The argle of audicnce spread in front of a masking
frame is determined by the maximum size of the
corner cutoff from a rectangularly shaped parform-
ing area 1%:at can be tolerated by seats at the side.

» Audience may not fill angle of ancounter from point
of command.

« Audience fzrthest from performing area.

« Large range in choice of size of serforming area.

« Pravisions for a large amount of scenic wall surfaces
without macking sightlines.

+ Herizontal movemnent of scenery typically made in
beth perpendicularly and parzliel to centerline.

« Pessibility of short differences in arrival time be-
tween direct and reflected sound at the spectator.
This may be beneficial to music performances.

90° TO 120° ENCIRCLEMENT
(PICTORIAL OPEN STAGE, WIDE FAN.
HYEBRID, THRUST STAGE)

+ Audience spread defined and limited by angle of
encounter from point of command.

Performing area shape trapezoidal, rhombic, or
circular.

Audience closer to performing area than with zero
encirclement.

Picture frame less dominant.

Range in choice of size of performing area.

Provision for an amount of scenic wall surfaces pos-
sible without obscuring the performing area.
Horizontal movement of scenery is possible in direc-
tions at 45° to and parallel to centerline.

Shape of seating area places maximum number of
seats within the directional limits of the sound of the
unaided voice, beneficial for spesch perfarmance.

180° TO 270° ENCIRCLEMENT

(GREEK THEATER, PENINSULAR,.

THREE-SIDED, THRUST STAGE.

3/4 ARENA STAGE, ELIZABETHAN

STAGE)

+ Audience spread well beyond angle of encounter
from point of command in order to bring audiance
closer to performing area.

« Simultaneous eye contact between performer and all
spectators not possible.

» Minimum range of choice in size of performing area.

s Provision of a small amount of scenic wall surfaces
possible without masking sightlines.

» Horizontal movement of scenery is possible only
paraliel 1o centerline.

s Large encirclement by audience usually demands
actor vomitory entrance through or under audience.

360° ENCIRCLEMENT (ARENA

STAGE, THEATER IN THE ROUND,

ISLAND STAGE,. CENTER STAGE)

« Performer always seen from rear by some spactators.

« Simultaneous eye contact between performer and all
spectators not possible.

« Audience closast to performance.

» No range of choice in size of performing area.

+ No scenic wall surfaces possible without obscuring
the view of the performing area.

« Horizontal movement of scenery not readily possible.

+ Encirclement by audience demands actor vomitory
entrance through audience area.

-

- -

-

EQuUAL ANGLES Y
30° TO &5°

SCREEN PROJECTION

POINT OF
COMMAND
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STAGE

Stage dimensions and volumetric relationships
have a fundamental effect in establishing the
geometries of the House. This section will build
on discussion of the House to help determine
what makes one Stage configuration different
from another.

The physical characteristics of the Stage are
functions of its intended use. Seven performance
types pertinent to Frontal Stage criteria will be
looked at briefly to see where they differ.

A. General Considerations

Variations among Stage forms have two levels of
impact on Room design—Vision parameters (loca-
tion of audience) and Hearing parameters (loca-
tion of boundary surfaces).

1. VisionParameters These are related to the dimen-
sions of performing (acting) area:

® Width/depth/shape of acting area.

® Height of proscenium (if any).

= Elevation and/or rake of stage.

® Location of acting area relative to
proscenium.

2. Hearing Parameters These are related to bounda-
ries of the Stage enclosure:

@ Size/shape of enclosing shell (if any).

® Nature of coupled volumes (if any).

- Ab;orptive properties of enclosure.

® Location of sound source relative to
enclosure.

The corresponding functional elements depend
on the use for which the Stage is designed. A few
categorical terms will be of help in comparative
treatments of stage types. Performing (acting)
area is the portion of stage space meant to be
seen. The stage enclosure defines a volume con-
tiguous with the stage space. communicating
with the house. Together, these constitute the
bare minimum Open Stage. The stage floor may
be stepped or sloped (“raked”). If a wall divides
the stage space from the house the opening in it
is the proscenium and the volume behind it is
stagehouse.

For Music, an enclosure within the stagehouse is
a shell, its overhead extension into the house a
forestage canopy. If a portion of the remaining
stagehouse volume communicates with the
house, it is said to be coupled.

For Drama, scene space surrounds the acting
space, and is surrounded by working space within
the stagehouse—around, above or below. An open
stage can have scene and working space, but
scenic material may not be withdrawn vertically
unless there is a proscenium wall and flyloft—i.e.,
a stagehouse—separable from the audience
house by a fire curtain closure. Below stage work-
ing space (trap room) must also be separated from
the house except through the proscenium. An or-
chestra pit communicates with the house in front
of the proscenium and fire curtain.

B. Functional Requirements

The following are desirable Stage characteristics
for various performance *ypes. Discussion here
stresses key functions and design rationale.

1. Legitimate Drama The medium includes speech,
action and scenic context. The human figure is
extremely important; scenic illusion refers to this
for dimensional scale. Dominant movement
across the acting area, entering left and right,
makes other entries special events. Drama usu-
ally works through sustained continuity over a

series of unfolding, developing events and situa-
tions: the ability to control changes in context.
pace, center of attention and atmospheric tone is
essential.

Performance Space Acting area is approximately
35w x 20'd (40’ x 25’ usual maximum). This
defines the downstage zone of most action:
however, the full stage depth is utilized. It has
a level floor that can be built upon, normally
30-36" above front row of house. Traps are rec-
ommended in key acting area.

Enclosure A stagehouse is recommended, with a
proscenium portal 35° w x 26’ (can be larger).
Stagehouse configuration is related to scene
handling methods; flyloft is recommended
strongly.

Scens/Working Space Wrap-around scene space is
required for flats, drops, wagons. Allow ample
horizontal working space for the largest set
piece plus actors’ passage, waiting areas, tech-
nicians’ workspace, counterweights and pin-
rail, curtain space and switchgear. Use inside
clearances and keep the plan shape compact
and rectangular. Overhead working space must
accept the longest flown piece plus borders plus
gridiron and line space plus manhigh passage
above grid. Understage working space should
be at least eight feet clear height. If any portion
of working space is omitted by design, stage
level allocation should be increased 50%.

2. Dance The medium consists of action with
music and some scenic context. Large move-
ments of dancers in two directions (to-fro, side-
side) physically occupy a region 15 feet above the
floor. Dancers’ entry from scene space on all sides
is important. Scenery is often minimal, but not
stage lighting. Although recorded music can be
used, a dance facility should provide for a live or-
chestra. A dance concert usually consists of a se-
ries of separate pieces or events with rest periods
between during which the stage is reset and the
audience must be otherwise occupied. The techni-
cal qualities that help sustain continuity during
performance should be versatile and sophis-
ticated, especially lighting controls. Also, music is
to be heard on stage distinctly.

Performance Space Acting area is typically 50'w
< 40'd, although 40’ width will accommodate
modern dance and small troupes. Higher sight-
lines (lower stage in steeper house) improve per-
ception of deep movements. Construction of a
resilient dance floor is essential, e.g. on built-up
crisscrossed sleepers with neoprene cushions
between. Sponge mats are not springy enough,
and injuries can result. Often, a removable lino-
leum, vinyl or hardboard surface is put down,
with seams taped.

Enclosure A high proscenium is needed in large
Rooms for clear view of the dancers’ space, or
no proscenium at all in intimate Rooms. Stage-
house requirements relate to scenery compo-
nents.

Scene/Working Space Scene space at each side is
usually devoted to entry legs and tabs for the
depth of the stage. A cyclorama or backdrop is
frequently used. Uni ded cro P ]
is very important, preferably wide enough for
costumed dancers to pass each other without
disturbing drapery, etc. Wing space must ac-

d bled dancers. An orchestra
pit is very desirable, for 20-50 musicians.

3. Music-Drama Speech, music, action and scenic
components are all incorporated in this form of

Cultur:
MUSIC AND DRAMA CENTER

Stag

presentation, sometimes called light opera or mu
sical comedy. It is similar to straight drama inits
storyline continuity. which demands directoria
skill in successfully alternating speech, song anc
dance. and also relies heavily on stagecraft and
technical support. The musical component is a
key feature of transitions, requiring expert con-
trol. A relatively large cast and crew are typical
with up to 50 people on stage at once and quanti-
ties of scenery to manage. Coordinating all this
activity is 8 major problem requiring, besides ex-
tensive preparations, an excellent communica-
tions system during performance.

Performance Space Although principal attention
is generally focused downstage, background
“chorus” activity and the ability to have “cross
talk” at the same time makes a wide, deep act-
ing area desirable, about 60’ x 45’ deep. For a
given production, this can be masked down. The
floor should be danceable, although it needn’t
be very sophisticated in construction; the abil-
ity to build on and anchor to it is as important.
Traps and pit-type cyclorama are desirable.

Enclosure A 30'-35" high proscenium arch is rec-
ommended, along with flyloft stagehouse.
Stagehouse proportions recngnize that wing-
space is as important as loft space.

Scene/Working Space Wrap-around scene space
must accept a large variety of rather elaborate
scenery. The dimension of this zone must allow
for structural support of stand-up sets with re-
cesses and overhangs, often in combination
with flown portions. Wagon sets are very useful
as well, but require substantial working space
in addition to that for cast assembly, other prop-
erties and technicians. Symmetrical working
space is advised, to simplify maneuvering dur-
ing scene changes. Since live music is essential,
provide an orchestra pit for 15-30 musicians.

4. Orchestral Music First identify the kind of or-
chestra for which the facility is primarily in-
tended. Both its size and instrumental composi-
tion have a part in determining its characteristic
sound, intensity, the literature emphasized, and
requirements of physical arrangement. This sug-
gests a Room designed for its “most likely” users
nevertheless involves tolerances for variations.
M ts ist of a series of uninter-
rupted performance periods of varying length. In
the intervals instrumental components may be
changed, reorganized and returned while the au-
dience, immobilized during performance, re-
freshes itself. The sometimes subtle alterations
must be carefully prearranged in a rehearsal situ-
ation as similar to concert conditions as possible.

Parformance Space Orchestra set-ups are usually
as compact as practicable, in order to hear each
other, see each other, and share sheet music.
Stage area averages 16-20 square feet per
musician and proscenium widths range from
55-80 feet. For various groups, this amounts to:

8 Ensemble or band, 30-50 musicians,
800-900 s.f.

® Medium orchestra, 50-80 musicians,
1200-1500 s.f.

® Medium orchestra and chorus, 50-100
voices, 1800-2300 s.f.

® Symphony orchestra, 80-125 musicians,
2000-2400 s.f.

® Symphony and large chorus of 100-200
voices, 2800-3500 s.f.
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SMALL MUSEUMS

ORGANIZATION OF SPACE
’ EYE

The next step in the planning of a museum is LEVEL: man: 5'4}"; woman: 4'113"

the working relationship between these various
functions. The planning of o good museum must
reflect the most efficient manner in which the vari-
ous tasks are carried out individually and in rela-
tionship to each other, without one adversely of-
fecting the other. A major consideration in this
planning is the matter of future expansion and
construction in several stages.

The diagram (Fig. 1) illustrates the most effi-
cient working arrangement,

To illustrate the manner in which a good small
museum may be planned on the basis of the or-
ganizational diagram, three basic plans are pre-
sented as examples, ranging from the smallest
possible at 1960 sq ft, up to 3823 sq ft, and
therefore representing three different capital ex-
penditures and operating costs. All plans incorpo-
rate provisions for future expansion and construc-
tion in several stages as o basic principle.

It should be further noted that the museum
plons shown are based upon collections compris-
ing smaller types of specimens and artifacts.
Large equipment, vehicles, and farm machinery
would require considerably more space although
the basic functions outlined earlier would still ap-
ply. The following is @ summary of some main

N

6’3"

2'4"

80DY 351
HEIGHT

man: 5'9%"  30°
woman: 5'33"

[ ’ 2
J'ca/e g n e

Bl

+ AVERAGE 6 YR. OLD

Fig. 4 Measurements of adult and six-year-old visitors in relation to cases.

adult museum visitor observes an area only a
little over 1 ft above his own eye level to 3 ft
below it at an average viewing distance of 24—
48 in (Fig. 5). Arranging objects and labels

features. -
B above and below these limits places a strain on
Basic Plan 1 % seldom-used muscles and pro:uce;achi:g bsacks,
; . “\ tired feet, burning eyes, and stiff necks. Some
This plan (Fig. 2) shows the absolutely minimum . N qILTOe Iorege o:iecz szch as totem poles or dino-
sizes of SF::’“.’"'ebqu"ef Lor':n'e::‘ec:;Ye ;""""“"m B . saurs, will inevitably soar above these viewing
::l::lum'bo ;”'40 er"O : ) ': e ':F::Ybﬂ‘."z“ TR \\ limits, and, in this event, the visitor must be per-
! Yy abou percenior the area of‘theibulld: F g mitted space to back far enough away from the
ing. i it wi i
object to comprehend it without becoming a case
Future expansion of the existing collection stor- for| an orthopzdic specialist (Fig. 6). =
age room can take place as the collections grow, The flow of visitors is like the flow of water
while ::'e ex.mmg d'SPk"Y ;°°F"“ also Cd"; .be "‘; in a stream. If the cases are arranged w.ith gently
"Ie‘”,e n size ;"h'e?‘:;: ¢ ”";”: ";'?" °d -1 curving lines to take advontoge' of this pattern
alec ure}:oom oft the lobby can also be achieve . of movement (Fig. 7b), visitors will find the room
so that the educational functions of fhe_ museum N more attractive and can progress easily with the
B i i omgleticn o2 ol g B o i eens o et
. : i stoggered (Fig. 7d which produces a certain
ture of the original plan. The number of perimeter mystery and a desire on the part of the visitor

display cases shown would be ample to maintain
and ensure changing displays.

Bosic Plan 2

This (Fig. 3) is an expansion of Plan 1, with allow-
ance for further expansion of the display, collec-
tion, and educational functions in the future. The
number of perimeter cases shown would be ample
for the story theme and changing exhibits while
the center of the room may have larger items,
photographic panels or special feature displays.
The display room is 33 percent of gross.

GALLERY DESIGN*

The average American museum visitor (Fig. 4),
if a man, is about 5 ft 9% in tall, and his eye
level is 5 ft 4% in; the average woman is about
5 ft 3% in tall, and her eye level is 4 ft 11%
in. Thus, the mean adult eye-level height is about
5 ft 2% in. With little eye movement, people
usually see and recognize with ease things that
are within an approximately elliptical cone of vi-
sion, with the apex of the cone at the eye-level
height. Studies have shown that, in general, the

* Reprinted with permission from Technical Leaflet
#52, ‘Gallery and Case Exhibit Design, by Arminta Neal,
Copyright 1969 by the American Association for State

ond Local History, 1400 8 i
et ry. 8th Avenue South, Nashville,

Fig. 5 Difficulties encountered in viewing details
more than 3 ft below or 1 ft above one’s eye level.

to peek around corners to see what is next. It
is not always necessary to have a wide opening
into a hall. Cases that are arranged to narrow
the entrance a bit (Fig. 7d), so that the hall
inside then opens out, provide a certain amount
of interest.

/@
le——— 10'4"

Fig. 6 Viewing distance should increase with greater size of object.
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