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Preface 

Dallas County is home to 291 public and private 

schools, of which 251 are public schools and 40 are private 

schools. Out of all ofthese schools, which include elementary, 

middle and high schools, not one is dedicated the education of 

music. Therefore the need exists for a music school that will 

supplement the present educational curriculum, allowing 

students who show exceptional talents and those who wish to 

further their education in music to excel. A local citizen has 

donated funds to building a music school for the Dallas area. 

The school will specialize in classical music, both performance 

and composition. 

The design will be an exploration in the connection 

between music and architecture. Ray Lynch, who was born 

and raised in Texas, has composed a classical piece called 

"Ivory". Although he studied classical guitar in Spain with 

Eduardo Sainz de la Maza, his connection to Texas runs deep. 

In addition to growing up in Texas, he also studied music 

composition and theory at the University of Texas in Austin. 

Recently he has composed an album that marks his return to 

the classical structure and romantic content. Ray Lynch also 

has a unique philosophy about music in which he explains, 

iv 

"Music (and other forms of art) can assist in opening doors 

which are normally shut because of the dominance of our 

survival mechanisms. [The] mind filters out so much of our 

humanity. Great art, if we participate fully in it, gives us 

permission to feel and creates a space in which we can feel at a 

depth not ordinarily allowed. "1 

The following will further develop and explain the 

ideas behind the connection between music and architecture. 

For many centuries, researchers, architect and musician have 

explored the connection and translation from music to 

architecture. The design will be a further exploration and an 

extension those who have reached beyond what is perceived 

and seen, into what is felt by those who experience it. 

1 Bennet, Katheleen and Tong, Chris. "Ray Lynch: Questions and 
Answers." (2004): n. pag. Online. Internet. 2 Feb. 2004. Available: 
http://www .raylynch.com/questions _and_ answers/index.h tml 
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Abstract 

Thesis 

Underlying elements that run through both of these arts 

connects architecture and music. The design of the Dallas Classical 

Music School will use the classical music piece, "Ivory", to reveal 

the connection between the elements of architecture and the elements 

of classical music. 

Facility 

The facility will be a privately funded classical music school 

that will serve as a supplement to traditional education, serving ages 

3 years of age and older. 

xxii 

Scope of Project 

The facility will range between 75,000 and 100,000 sq. ft. 

The basic components of the building will include individual 

learning, group learning, performance, and administration. 

Context 

The site is located southeast of downtown Dallas, in an area 

called "South Side." The site is located adjacent to a main street, 

Lamar Street, linking it to downtown Dallas and to the Dallas Area 

Rapid Transit. 



SECTION II 
Theoretical Basis 
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Supporting Theory 
Musical composition is an art that has been in existence for 

thousands of years and continues to move and relate to the inner 

most consciousness of the human mind and body. The design of the 

privately funded classical music school will use a classical music 

score, "Ivory", by Ray Lynch, to reveal the relationship between the 

elements of architecture and the elements of classical music. 

Musical scores have a physical structure that can also be revealed in 

architecture. Music is material and sound experienced through time, 

where as architecture is material and light experienced through 

space. The relation as a mathematical equation will be discussed 

later, but the search for the unknown reveals the true connection. 

Finally all sound in its simplest form can be reduced to a 

mathematical equation and mathematically that equation can be an 

integral part of the architectural design. 

The Y -Condition 
In Pamphlet Architecture 16, Elizabeth Martin suggests that 

there is an element referred to as the y-condition, which bridges the 

connection between music and architecture. "A semi-tone is a 

transitional sound heard during articulation linking two phonemically 

contiguous sounds, like the y sound often heard between the i and the 

e of quiet. I [Elizabeth Martin] am suggesting that something similar 

occurs, a y-condition, in the middle position of music and 

2 

architecture when translating one to the other."1 They-condition is 

the defining exploration of the two forms in a comparative way, that 

allows for the translation for music to architecture. This connection 

is a design tool that allows the designer to take the original musical 

language and translated to an architectural language. "In their 

rudimentary media of expression, such as notes, meters, tones and 

lineS, colors and geometrical forms, the union is carried on by their 

respective systems of artistic and imaginative composition, design 

and execution."2 To further develop they-condition and the theory of 

the y-condition she develops an analyzation of minimal music and 

the connections that form relative to architecture. 

The first of these elements is traditional repetition, in which 

there is a focus on specific musical elements such as rhythm, 

melody, and harmony (See figure 1). The second in minimal 

repetition, which "creates a feeling of movement. The pulse pulls 

attention away from the details of the form to the overall process"3 

(See figure 2). Another development of music is related to object 

and space relationships, which relates to various densities and the 

ability to take a melody and stretch the length of play or shorten the 

. 
1 Martin, Elizabeth. Pamphlet Architecture 16. (New York: Princeton 
Architectural Press, 1994): 16. 
2 Martin, Elizabeth. Pamphlet Architecture 16. (New York: Princeton 
Architectural Press, 1994): 16. 
3 Martin, Elizabeth. Pamphlet Architecture 16. (New York: Princeton 
Architectural Press, 1994): 19. 



length by altering the time of the notes used (See figure 3). A fourth 

development process is layering, or creating layers based on the 

combination of different tempos, and rhythmic patterns, intertwining 

to create an overall musical piece (See figure 4). The final 

development process explored is phase shifting, which "focuses on 

repetitive cycles where the basic form is repeated and phase-shifted',.. 

(See figure 5). This particular process might be used "where a 

fixed part repeats the basic pattern throughout the piece while 

the second parts accelerate to take it out of phase. "5 

Further exploration of they-condition and the 

connection elements to translate music to architecture utilized 

graphical music. "In the graphically composed music drawing, 

[See figure 6] one square equals one eighth note, within a range 

of forty five notes and a pattern of duration; symbols were 

assigned to various modes of articulation and a simple set of 

rhythmic cells were created, connected by lines of chord 

member and successive notes at the same dynamic level to 

complete the structure. "6 Another exercise in the development of the 

y-condition included the design of a building in the same process as 

4 Martin, Elizabeth. Pamphlet Architecture 16. (New York: Princeton 
Architectural Press, 1994): 20. 
~Martin, Elizabeth. Pamphlet Architecture 16. (New York: Princeton 
Architectural Press, 1994): 20. 
6 Martin, Elizabeth. Pamphlet Architecture 16. (New York: Princeton 
Architectural Press, 1994): 21. 

the graphical process mention previously. Various symbols were 

assigned to various modes of articulation. These sets of symbols 

were then stretched and compressed based on a unit of time that 

related to the music used in the previous exploration process. Finally 

these symbols were "connected by lines of relationships with the 

same spatial quality to complete the structure [See figure 7]."10 

These two musical analyses and creation became the initial 

framework for the creation of the y-condition. 

Jan Hoogstand, whose work uses mathematical patterns of 

measurement analysis to develop proportional systems, exhibited 

another example of a y-condition. "The fa~ade uses the 

mathematical pattern of dimension analyses and the physically 

calculable behavior of light and its reflection, both of which aid in 

translating a subjective image into architecture. 7 The relationship 

between music and architecture related to mathematics will be 

discussed later, however it is important to recognize the use of 

spatial grammar as a y-condition in addition to the comparable 

systems described earlier in the graphical music representation. 

The Epicyclarium and the work of Jan Hoogstand are 

examples of the y-condition and the attempt to describe complex 

relationship between objects and events, space and purpose, time and 

7 Martin, Elizabeth. Pamphlet Architecture 16. (New York: Princeton 
Architectural Press, 1994): 24. 

3 



Figure 1: 
Traditional Repetition 

Figure 2: 
Minimal Repetition 
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Figure 3: 
Object-Space (Density Variations) 
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Layered Planes 
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distance, visual and aural, and movement and objects. "The process 

of exploration of the y- condition leads to a discovery that can only 

be seen against the backdrop of another discovery and"10 many more 

as well. 

Mathematics as theY-Condition 

"In music as well as architecture, form, rhythm, prop9rtion, and 

mathematics are of elementary importance. "8 As mention previously 

music is experience through time while architecture is experiepce 

through space and sometimes-even time. Since music is experience 

through time it is possible to mathematically analyze the music piece 

and develop portions not only based on the notes and patterns, which 

the notes follow but also the relationship in tone between various 

notes played. Pythagoras originally introduced the idea of tones 

being measured in space. He discovered that musical consonances 

were determined based on their relationship to the whole. By 

observing the consonance between two strings under the same 

conditions, he observed that if one strings were half the length of the 

original string the relationship between the consonances was one 

octave, known then as a diapason. Further more if the relationship 

from the original string to the other was two to three, the relationship 

1 Martin, Elizabeth. Pamphlet Architecture 16. (New York: Princeton 
Architectural Press, 1994): 57. 

8 

aurally was a fifth, known as a diapente. Finally if the relationship 

between the original string and the other was three to four, the 

consonance relationship was a fourth, known as a diatessaron. These 

observations and results became the bases for the Greek music 

system. The progression between the octave, fifth and fourth is 

expressed by 1:2:3:4. In addition the progression contains two other 

significant relationships that became important, which are the octave 

plus a fifth, 1 :2:3 and two octaves, 1:2:4. Later on, Plato theorized 

that cosmic order and harmony was· contained in certain numbers, 

represented in the squares and cubes of the double and triple 

proportion starting from unity. The geometrical progression that 

followed included 1, 2, 3, 4, 8, 9, and 27. The ratio found in the 

number were said to not only contain the inaudible music of the 

heavens and structure of the human soul, but in addition these ratios 

contain all musical consonances. These proportions became 

Francesco Giorgi's program for the S. Francesco Della Vigna. The 

following is an excerpt from Architectural Principles in the Age of 

Humanism, and illustrates how mathematical proportions were used 

in the design of the S. Francesco Della Vigna. 

"The 'cappella grande' at the far end of the nave, like the 

·head of the body, shall be nine paces long and six wide, so that its 



~1'•-4-n• • t:IIF • f 

" • ~ " •• 
.HU.UUJ..IJ~ J Jl 

• .. • 

F ,.., 
•·· 

-

.-. 

H· 

flUl 

[1111 - !., 

• 
' 

1-

41 m l I. I I I Ill l'llllllltlllfll II t •• I Uff I I I • . ... • .. .. • •• JU a .. ... Ol • • ~ . . • • c • • 
I I ~~ u J JJ ,, · ~ , ..• i.IJ.t. , .H VJ A1 HI 'j IIJ 01 II 

~ - ~ --~ 

~"" • - ..PJII. 
n. r-· - ~ ·- ·-
I 

• fliltf ~, .. ~ cJ¥11' u ~· d :d•.f • ·~uct u:c. \;itljO~ ., , t lUtlfit• f• 'l' 0·~~ ·•:&ft•a' u··!O, 

Figure 6: 
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length repeats the width of the nave and its width is related to that of 

the nave-in ratio of2:3, a diapente (fifth) in musical terms. At the 

same time the ratio of2:3 is also valid for the width to the length in 

the cappella itself. The choir behind the 'cappella grande' should 

repeat the measures of the 'cappella grande'- 6:9. The whole length 

of the church is therefore five times nine. He calls it a fivefold 

proportion or, in musical terms, a bisdiapason and diapente. The 

transept should be six paces wide, thus corresponding to the width of 

the 'cappella grande.' He suggests making the chapels at each side 

of the nave itself3:9, or musically 3:6:9, a diapason (3:6) and a 

diapente, 6:9. The relation of the width of the small chapels to that 

of the 'cappella grande' is 3:6, a diapason. And the relation of the 

width of the chapels of the transept to that of those of the nave 

should be 4:3, or a diatessaron."9 

All recommendations were carried out with only minor 

inconsistency involved with construction and the limits of the 

construction practice at the time. As previously mentioned, arts in 

general have an underlying currents of similarity and union. Three 

other men were consulted on Giorgi's design and all three approved. 

The three men consulted were a painter, an architect, and a humanist, 

which re-enforces the conclusion that the use of proportions in 

9 Wittkower, Rudolf. Architectural Principles in the Age of Humanism. 
(Great Britain: Academy Editions, 1998): 106. 

architect was not just architectural practice or a mathematicians 

obsession, yet it was something that unified all arts and sciences, and 

could be considered an underlying current of the art world. As 

mentioned previously mathematical proportions can be utilized as a 

y-condition between music and architecture, but may also be used as 

a y-condition between other arts and architecture. 

Leonardo Da Vinci once stated that music is the sister of 

painting, indicating the close relationship between music and 

painting. He continued that music and paintings both convey 

harmonies, music utilizes chords and paintings do so through 

proportions. The connection between the arts, mainly architecture 

and music is there, however the bridge from one to another varies 

depending on the means of translation. For example, if one were two 

translate a book from Latin to German, and later from German to . 

English, the translation will not be the same compared to a dire:ct 

translation from Latin to English. The overall idea will still be 

portrayed, yet the means of portrayal will differ depending on the 

method of translation. 

Another way to relate music and architecture through 

mathematics is by way of technology. To understand the use of 

technology we must first understand that an instrument produces 

sound, however the player manipulates the sound creating 

articulation. Yet by use of an oscilloscope we can retrieve a visual 
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representation of the music in analogue form. The oscilloscope 

translates the audio sound into a series of waves at varies levels of 

pitch. All sound in a visual form produced by the oscilloscope can 

be reduced to a mathematical equation based on sinusoidal waves. 

Based on various elements of the music including pitch, tempo, and 

repetitive rhythm, a graphical representation is produced with waves 

that have varying amplitude, period, and frequency. An example of 

simple harmonic motion in wave form is shown in Figure 1, the 

period is represented by the letter T, while the amplitude is represent 

by the letter A. Frequency is the inverse of the period and is 

represented by the mathematical notation and equation shown below. 

The information provided by the 

f= 1 IT 

oscilloscope can then be utilized in architecture for various 

proportions and even shapes. The Stretto House by Steven Holt 

develops from the concept of a mathematical equation and the search 

for the unknowns. As mentioned previously architecture is 

experience through material and light experience through space and 

music is material and sound experience through time. "In order to 

look further into transposition along other lines, we could think of 

architecture and music as unknowns and solve an equation for two 

unknowns. Where music has materiality in instrumentation and 

sound, architecture attempts an analogue in space and light. 

material x sound = material x light 
time space 

12 

The question would not simply be 'how to compare?' but what 

unmarked routes to investigate and what experiments to perform."10 

The Stretto House is discussed further in the case studies section on 

page 20. 

Music and Architecture 

There are many simple ways of relating architecture to music 

that are discussed in length under various titles. These are the 

various elements that are found in both yet are illustrated in different 

form. Most are obvious once the connection is established, yet other 

take time to unravel and discover. Four of the five relationships 

were mentioned previously in passing. 

The first is repetition, which includes two types of repetition. 

The first is traditional repetition, defmed by Elizabeth Martin as 

repetition that "focuses on musical components like rhythm, melody, 

and harmony. Pre.figured by underlying dramatized construction, 

symbolization of situations, limitation of actions. "11 In this case the 

repetition is used as a stabilizing musical structure that harmonizes 

as the music plays. Often this type of repetition will drift in and out 

10 Martin, Elizabeth. Pamphlet Architecture 16. (New York: Princeton 
Architectural Press, 1994): 56. 
11 Martin, Elizabeth. Pamphlet Architecture 16. (New York: Princeton 
Architectural Press, 1994): 19. 



based on the drama constructed within the musical score. Conflict 

arises often when the volume of the repetitive melody increase and 

resolves as the volume decreases. The second type of repetition is 

minimal repetition, which "creates a feeling of movement. The pulse 

pulls attention away from details of the form to the overall process. 

The piece of music is literally the process."14 In the previous 

traditional repetition, the process is developing the harmony that lies 

between the repetitive harmony and the base line, however in 

minimal repetition the repetitive melody is the process. The actual 

music is the way the melody relates to the same melody. The 

relation may be that one is playing at a faster tempo than the steady 

melody. The process here involves the way the two repetitive 

melodies counter each other and react to one another all in the same 

piece. 

The second type is object to space relationship, defined as 

the "sudden alterations of density. One modular figure is stretched 

and contracted over a constant pattern of sound material. "12 Often a 

piece of music will have an underlying chord sequence or melody 

that plays throughout the piece at a constant and steady manner. 

This sequence or melody forms the foundation for the harmonic 

melody to be built upon. It serves as a lifeline or driving force that 

keeps the music moving throughout the "story". The harmonic 

melody that is added to the foundation controls the object space 

12 Martin, Elizabeth. Pamphlet Architecture 16. (New York: Princeton 
Architectural Press, 1994): 19. 

rEXAS TECH LIBRARY 

relationship. For example, at the beginning of the piece by Ray 

Lynch, title "Ivory", the piano is the first instrument introduced. In 

the musical piece the piano plays a repetitive melody as a base line 

or foundation, the key changes slightly in various pieces, however 

the lifeline is formed by the consistency of the base melody. During 

the time when the only thing playing is this underlying base the 

relationship to further into the music may be considered the space .. 

As the flute enters the musical score and begins an additional melody 

the space is gone and an object is now occupy that space. As the 

flute drifts in and out of the piece a space and object relationship is 

formed based on the flute and the dimensional responsibilities it adds . 

to the musical piece. 

The flute melody in addition to the base line introduces the 

concept of layered planes. These layered planes "create layered 

textures or musical planes by meshing different tempos apd rhythmic 

patterns. [Layered planes] penetrate the inner essence of sound by 

bringing out the simplicity and complexity."13 Layered planes can be 

created in a variety of ways. The simpl~t form of layered planes is 

through the introduction of octaves, or other various ratios. The 

objective in this example is the melody in both keys is the same 

melody and the relationship between each note in both sequences is 

the same however, one is simply shift up or down the musical scale 

13 Martin, Elizabeth. Pamphlet Architecture 16. (New York: Princeton 
Architectural Press, 1994): 20. 
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to layer above or below the original. Another elementary example of 

layered planes related to music, is a musical round. For example, 

early in musical education the teacher will initially divide the class 

into two groups, and he or she will chose a simple song in which all 

the children involved are familiar with, such as "Row, Row, Row, 

Your Boat." Initially one group will begin singing the song, on the 

teachers command the second group will begin singing as well. The 

resuh is an example of a layering of melodies. The same example 

could be used to illustrate phase shifting, which will be discussed 

next. There are other ways to developing layered planes through the 

addition of counter melodies, additional instruments, and the use of 

various tempos. 

As mentioned above the next relationship is phase shifting. 

Phase shifting "focuses on repetitive cycles where the basic form is 

repeated and phase shifted. This is a device used where a fixed part 

repeats the basic pattern throughout the piece while the second parts 

accelerate to take it out of phase. "14 The most conceptual example of 

this idea is the musical round previously mentioned. Another 

example of this can be found in the musical score "Ivory". Once 

both instruments are introduced, the piano and the flute, the two start 

by echoing each other through a simple melody repeated throughout. 

The conversation continues back and forth, however as the conflict 

14 Martin, Elizabeth. Pamphlet Architecture 16. (New York: Princeton 
Architectural Press, 1994): 20. 

14 

arises, similar to a story, the two being to overlap. Once the 

overlapping begins, an example of phase shifting is illustrated. 

The final relationship is the idea that both architecture and 

music have a beginning and end. Since traditional music is read 

linearly so the idea that music has a beginning and an end is a simple 

concept. However relating this to architecture is more complex. 

When a composer begins his or her masterpiece they start at the 

beginning, the ftrst line, the composer does not compose the middle 

before the beginning. The composer to do so effectively must 

understand the direction, which the work will precede. "And one of 

the ftrst properties of life with which the architect almost 

automatically [influences] his work is that of direction."15 Unlike a 

musical score, which is experience in a linear fashion, beginning to 

end, architecture involves anything but linearity. Or does it? 

"Buildings start from the soil on which they stand and rise upwards, 

not only in their original growth, but in their apparent static attitude 

when they are ftnished. Thus, independently of the lines of the 

building, which may lead the eye to travel horizontally rather than 

vertically, there is in the final conception reached and innate 

direction comparable to the flow of music in time, and that direction 

is upwards."18 The world's tallest building in the Taipei 101 (See 

· ftgure 14) in Taipei, Taiwan (1,667 feet) and in the Unites States the 

tallest building is the Sear Towers (See ftgure 13) in Chicago (1,450 

15 Walton, Alexander. Architecture and Music: A Study in Reciprocal 
Values. (Cambridge: W. Heffer & Sons LTD., 1934): 9. 



feet). Therefore it is apparent that one measure of a building is the 

height. Therefore the beginning and end of a building can be related 

to the beginning and end of music, not directly but indirectly. 

Figure 13: 
Sear Towers, Chicago, Illinois 

Figure 14: 
Taipei 101, Taipe~ Taiwan 
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Architectural Issues 

In Architectural Programming and Pre-design Manager, 

Robert Hershberger develops a list of 8 values (HECTTEAS), and 

the 8 values develops 32 issues, which any architectural programmer 

should consider before designing any project. A list of these 8 

values (shown in bold) and underlying 32 issues (followed by a brief 

description) are show below. 

Human Issues 

Functional-should accommodate intended activities 

Social-do people act as groups or individuals in the space 

Physical-should meet physical dimensions of occupants 

Physiological-should consider physiological issues that 

develop; i.e. loss of eye sight with increase age 

Psychological-considers human behavior 

Environmental Issues 

Site-physical characteristics of the site; i.e. topography 

Climate-meteorological elements and averages for the site 

Context-includes surrounding area off the site 

Resources-physical availability of various resources; i.e. water 

Waste-considers output products of the building 

Cultural Issues 

Historical-considers previous site work and historical context 

information off site 

16 

Institutional-standards and precedents based on facility type 

Political-codes and regulations that regulate development 

Legal-includes the councils and governing bodies that interpret 

the political values 

Technological Issues 

Materials-considers local material use or materials developed 

for acoustical uses 

Systems-mechanical, electrical, ventilation systems 

Processes-designing process and construction processes 

considered prior to initial phases and completion 

Temporal Issues 

Growth-future expansion 

Change-consider versatile accommodation where needed 

Permanence-considers the intended life of the building 

Economic Issues 

Finance-considers project fmancial feasibility 

Construction-basic construction budget and bids 

Operations-the cost of operating the facility once occupied 

Maintenance-the costs of the up keep on the building 

throughout the life cycle 

Energy-energy consumption and energy code regulations 

· Aesthetic Issues 

Form-includes regulation on building forms, heights, signage 

forms, and parking location 



Color-considers building color 

Space--location on site and area, which the structure consumes 

Meaning-image portrayed to public or relation to theory 

Safety Issues 

Structural-structural stability and strength to withstand dead 

and live loads 

Fire-fire safety and regulation implied 

Chemical-chemical threats to occupants or context chemical 

considerations 

Personal-personal threats on the site due to design issues 

Criminal-considers basic surveillance techniques and 

community view of criminal mischief 

To better understand the values and issues that concern the client 

these must be rank in order from the most important to the least 

important issues. This ranking is shown below, and the 6 highest 

ranked values will be further discussed following the list. 

1. Functional 18. Psychological 

2. Form 19. Physiological 

3. Political 20. Climate 

4. Legal 21. Resources 

5. Physical 22. Materials 

6. Institutional 22. Materials 

7. Finance 23. Processes 

8. Operations 24. Growth 

9. Maintenance 25. Change 

10. Energy 26. Permanence 

11. Construction 27. Color 

12. Space 28. Structural 

13. Meaning 29. Site 

14. Historical 30. Fire 

15. Site 31. Personal 

16. Context 32. Criminal 

17. Social 33. Systems 

34. Waste 

Function is the first architectural issue that makes the list. 

Through basic human behavior, one will not utilize a building, 

especially if the use is not mandatory by the government or other 

governing body, if the building does not accommodate the functional 

needs of the public. In an extreme example, a restroom can be 

placed in the context of a of grocery store, however if for some 

reason the bathroom does not meet requirements to make it 

functional, such as the list given below, people will go out of their 

way not to utilize the provided restrooms, especially if they have 

access to restrooms that are functional. 

-The stalls are not adequately sized to allow for usage. 

-The toilets do not flush. 

-The sinks do not have running water. 
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Therefore, if the facility does not function in providing people with 

music education, the facility will eventually fall prey to misuse or 

vacancy due to the lack of use. 

The second issue is form. Although the short description 

given described form as "regulations placed on building forms", the 

actual building form and the development of that form can be 

included in the general description of form as an architectural issue. 

The design of the building will be influence by the analogies drawn 

between the classical music piece, "Ivory" and architecture, therefore 

in revealing this analogy the form is very important to the overall 

design. Without attention to the form, the building does not meet the 

goal of creating architecture from music. 

The next two issues are political and legal issues. The issues 

will be discussed simultaneously due to the nature of each. Although 

Hershberger divides the two, their function is one in the same. 

Although codes and regulations are placed on various sites and 

districts, without the legal issues to interpret those codes and 

regulations, the understanding might be vague or incorrect. The 

result is a constant interaction between the political issues that relate 

to the site and those who interpret those issues into boundaries that 

help define the site. The reason these issues are rank so high is 

because in order to continue through each phase, city zoners and 

planners will require these codes and regulations to be met. 

Basically if the requirements aren't met, the legal team has the 
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ability to bring the design and development to a screeching halt. It is 

important to remember though, that an architect knows how to work 

with codes and zoning regulations to fmd a compromise or middle 

ground, without compromising the design. 

The fifth architectural issue is the physical issues. The 

building must be designed to meet the needs of the user and 

occupants, allowing them to experience the building or facility fully. 

The only way one can fully experience a building is through 

accessibility to all parts of the building. In a music school, the 

physical issue may include making doorknobs easy to open when 

carrying instruments and music. Often, the round knobs, which one 

grabs and turns, are hard to grasp with full hands, however lever 

knobs are much easier to use when the occupants hands are full. 

Another example of a physical issue may be designing doorways 

large enough in some rooms to accommodate the relocation of 

electronic keyboards or xylophones. Simple physical characteristics 

about the building that enable the building to function better and 

meet the versatile needs of the users. 

The sixth and final is institutional issues involved in a music 

school. Some of these issues might include other music school and 

the success and failures associated with various style of performance 

spaces and classroom or studio spaces. Much of the information is 

presented in this program in the form of case studies. The informed 

architectural programmer recognizes the benefits in learning for 



other design and the advantages and disadvantages associated with 

these. Often these institutional issues are conveyed through 

architectural precedents. 

Potential Design Responses 

Spatial Characteristics Analogous to Melodic Players 

The original piece by Ray Lynch features two instruments, 

the piano and a flute, engaging in a conversation. The piano begins 

the conversation, and the flute within a few measures responds, 

beginning the correspondence. Throughout the piece this back and 

forth conversation continues, at some points the conversation 

intertwines as they speak together, marking the climax of the piece, 

similar to a story. The piano develops an underlying chord and 

rhythmic variation that provides a driving force or a beat for the 

whole conversation to follow. The more dominant part is the piano, 

which is more intense and hard, while the flute seems to drop in and 

out with ease carrying a more light and airy sound. 

These two parts or layers coul potentially represent the 

private and semi private spaces, which include the practice/ teaching 

rooms and administration/faculty rooms, respectively. The various 

layers provided in the music relate to various layers of access and 

spatial quality. These private and semi public spaces have the 

potential to create horizontal layers that weave in an out of one 

another similar to the layers of the piano and flute, as the 

conversation continues. The driving force or beat for the 

conversation represent another layer, and by representation and 

description becomes a layer that links the entirety of the music as 

well as the design. represented by public spaces, including meeting 

and lounging areas, possibly a small food service area, corridors, and 

other public spaces. 

Another analogy is discovered in this exploration. Although 

the school is privately funded, without the exterior public there 

would be no one to experience the beauty of music outside of those 

who create it. In any type of art or business, there are the suppliers 

and those who demand the supply, and without one or the other, the 

relationship and art does not exist. Therefore just as the music has 

an underlying beat that serves as a driving force, so do the public 

spaces that connect the layered melodies, and in addition represents 

the exterior public that demands music. 

At the climax of the music the flute and piano play together 

in harmony. At this point all layers are in full motion and drive the 

"story" in unison. The potential analogy here is the performance 

space of a music school. The performance space is where all 

individuals involved come together. As mention previously the 

relation between those who supply the music and those who provide 

the music come together. Those who provide the music are the many 

study and faculty, who represent the private and semi private spaces, 

analogous to the flute and piano conversing in melody. The public, 
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analogous to the underlying beat that drives the musical composition 

that continues it rhythmic procession, represents those who demand 

the music. In the performance space education and discipline 

reaches it's climax as well, similar to the story analogy, the 

continuous practicing and learning build up and then the 

performance is played out, and the journey to perform comes to a 

conclusion. 

These layered relationships can be linked to many of the 

translational elements discussed earlier in the section Supporting 

Theory, sub section, the Y -Condition. By utilizing the idea of 

repetition, various spaces can be repeated in a rhythmic pattern that 

relates to the musical score and the traditional repetition used 

through the melodic expression of the flute and the piano. The idea 

of utilizing layered planes that form within a musical piece has been 

discussed previously through the separation of various levels of 

accessible spaces. Phase shifting is another quality that could be 

revealed through the shifting of spaces within the private and semi 

private spaces to allow various configurations and functional 

qualities. 

The horizontal relationship relates to the structural layout of 

the piece, however the vertical is analogous to the key of the music 

and the chord variations used throughout. 
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Spatial Quantity Analogous to Musical Ratios 

Throughout the piece of music various chord combinations 

and note variations are utilized to develop the melody, based on 

specific ratios developed by the Greeks. These ratios could reveal 

various connections between the spaces based on the layer of music, 

which the ratio is found. An example might be the use of a ratio in 

the melody repeated throughout the musical score, on the layer of the 

flute melody compared to the melody of the piano. In this example, 

we will say the flute is located the octave below the piano, giving the 

flute one-half the proportion musically to the piano. The flute 

melody as mentioned previously could relate to the private spaces 

located throughout the music school. However in addition to the 

spatial quality of the space being a private space, the relationship to 

the semi-private space represented by the piano could be analogous 

to the ratios relationship musically. Therefore for example purposes 

the semi-private spaces, represented by the piano and the higher 

octave, is twice the size of the private rooms. Or in other words, the 

private rooms are one-half the size of the semi-private, analogous to 

the flute being one-half the proportion musically to the piano. 

Spatially this makes sense as well, considering an instructors 

studio may require additional space, compared to the students 

. practice rooms. This additional space may be utilized for private 

lessons, in which two individuals or more may be occupying the 

space, or for storage of materials utilized in the educational process. 



However, the space function analogously to the musical piece in two 

ways and continues to develop the building further providing 

functional quality to the spaces provided. 

Intensity of Sound Analogous to Musical Intensity 

Earlier the discussion was proposed that architecture is light 

and material experienced in space and time, while music is sound 

and material experienced in time. Utilizing this analogy and the 

possibility of comparing a piece of music to a story, leads to another 

design response. Every musical score has a beginning, middle, and 

end, although the defining line between each of these is impossible 

to determine without help, it is possible to locate the climax of a 

score musically. In the particular piece, "Ivory", the climax is 

marked by the intensity of all the layers and parts coming together to 

converse and play at one time, with the intensity and volume found 

no where else in the piece. The location of this can be described as 

the climax musically of the piece. The beginning is marked by a 

back and forth "conversations" between the flute and the piano 

layers mentioned previously. The intensity builds as the climax 

approaches, and as the climax passes the conflict is resolved and the 

intensity diminishes. 

It is not unreasonable to consider that buildings, similar to 

music and stories, have a climax as well. The climax of a building 

can be described an experience in a variety of ways depending on the 

facility type. However, a music building is more climactic than 

most. Similar to a story and a musical score, the life of faculty and 

students in a music school can be described with a beginning middle 

and end. Unlike the musical score and the story they may be told 

only once, the students and faculty go through countless and repeated 

cycles of beginning, middles, and ends. 

For example tracing the process of performing. Most 

performers do not simply go on to stage without any practice or 

warm up; there is a process in which the performer engages before 

placing himself or herself in front of an audience, be it live or in a 

recording studio. Like the musical score and the story, practice is the 

beginning or the build up to the climax. Lesson and instruction can 

be considered part of that beginning process, therefore, studios, 

practice rooms, and educational learning spaces in a music building 

could be considered as the beginning of the structure or the 

foundation on which the story builds. Finally the climax is reached 

and the performance proceeds. Without a doubt, being a amateur 

performer myself, most musicians will consider the performance the 

climax of the story, for any learning process. Finally the end is 

reached as the curtain is drawn and the process completes, leading 

into the beginning of another. A similar process is staged for a 

composer, who develops music to be played and performed. The 

moment of recognition comes when a composer hears their work for 

the first time publicly. 
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Therefore similar to the musical climax of the music, 

"Ivory'\ and the analogy can be reveal through the performance 

spaces. The performance is the point where all the conflicts and 

practices come together and begin to play out in a resolution. The 

performance hall becomes the climax of the building. The design 

through light and material can reveal the climax, analogous to the 

climax of the music being reveal through sound and material. 

The final design and responses utilized and discovered will 

be discussed later in Section VI. 

Architectural Precedents that form the Theoretical Basis of the 

Design 

The theoretical analogy between architecture and music 

dates back to the origin of both. For decades architects and 

composer alike have searched for various connections between the 

two arts. Sir Joshua Reynolds explained "architecture applies itself, 

like music, directly to the imagination .... They have certain basic 

things in common - good proportion, conformity among mass 

movements, flowing melodic line, high and low points of interest, 

and a climactic focus of action which produces an emotional, as well 

as intellectual, impact."16 Many of those who have studied the 

relationship and analogies between architecture and music believe 

the greatest contribution the Greeks made to the development of 

16 Mitchell, Howard. "Music and Architecture in the Environment ofMan." 
American Institute of Architects Journal28 (1957): 139. 
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western music is the ratios system which all notes and tones are 

based off of. In 1895 H. Toler Booraem wrote an essay for 

Architectural Record outlining various analogies between 

architecture and music. 

One of the first analogies made by Booraem, is that although 

both have fixed principles of form and a common composition in 

each style, neither result happens by chance. Both forms are 

thoroughly though out and designed before the finish product is 

reached, and both have certain basic elements that are consider in the 

design/compositional phase. He states, "These principles are to a 

great extent counterparts of each other and derived from nearly 

identical physical, physiological and mathematicallaws."17 

It was mentioned earlier that architecture is experienced 

partially through light, while music is experienced partially through 

sound. Both light and sound travel through waves. Light waves 

move at a much higher rate, 192,500 miles a second, than sound 

waves, 1,090 feet a second (approx. 0.2 miles a second). The human 

eye, on average, can perceive one octave of light wave vibrations, 

where as the ear, on average perceives approximately nine octaves of 

sound wave vibrations but at a much lower rate in the same amount 

of time. Therefore, "the theory of wave motion links space and time 

together and demonstrates light and sound to be products of 

essentially that same energy, perceived by different organs according 

17 Booraem, H. Toler. "The Musical Ideals of Architecture." Architectural 
Record. 4 (1895): 284. 



to the intensity of that energy."18 Chaldin, a scientist, designed an 

experiment where sound was actually made visible. "A square piece 

of glass, supported at the middle by an upright rod, was covered 

uniformly with sand and a violin bow drawn across the middle of 

one edge, when the particles of sand, agitated by the vibrations, or by 

the little whirls of air set in motion by the vibrations of the glass, 

flew from the center of the plate and collected in heaps along the 

diagonal lines. As the stroke was varied the sand shaped itself into 

many geometric figures."21 In addition the properties of space and 

time are intertwined, without time matter has no life or measure of 

life. 

Another analogy which Booraem described was, 

"Architecture represents the pure art of design in space; music, that 

in time. The properties of such art are abstract, nor do they contain 

any definite beauty or human feeling in themselves. Yet they may 

become mirrors of the imagination."19 Unlike painting and 

sculptures, which are interpretations, created by the artist of real life, 

music and architecture are interpretations ofthe human imagination. 

The process of music composition is analogous to the design 

of architecture, in addition to the results being parallel. The 

musician begins with meters and tones in various melodies and 

18 Booraem, H. Toler. "The Musical Ideals of Architecture." Architectural 
Record. 4 (1895): 286. 
19 Booraem, H. Toler. "The Musical Ideals of Architecture." Architectural 
Record. 4 (1895): 287. 

harmonies according to established principles of time. The ballad is 

simple at first, single notes arranged in succession, however as the 

composing continues layers of pitches and additional notes are 

combined to produce a single sound. "Finally counterpoint 

combines and balances, as it were, different melodies upon harmonic 

principles. "20 

In a similar fashion the designers arranges his shapes and 

locates various objects utilizing established principles of proportion 

and order. The composition is composed of many lines each 

representing something unique but each "structural motive, 

intricately interwoven and balanced, as in a Gothic cathedral; and the 

expression of these forms varies from simplicity to complexity. "23 

The perception of music and architecture as similar as well, 

each can be seen as harmony or discord, whether it is visually or 

aurally. For example, in a row of column the viewer expects the 

columns to be similar in size and shape and equal distance apart 

unless there is some other regular system of grouping. The pattern 

repeats itself because the effect is more pleasing than if the columns 

were simply scattered about with no uniformity. In music, 

physiologically there is a distinction between consonance and 

dissonance. This comes from the distinction between sound and the 

various pitches, similar to the distinction between forms and space. 

20 Booraem, H. Toler. "The Musical Ideals of Architecture." Architectural 
Record. 4 (1895): 287. 
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"But with all the reiteration of such ideas, two 

distinct elements in proportion may be observed. In the first 

place, it is the seeking of geometric hannony; and secondly, 

it is a rhythmic melodic and hannonic sequence and 

combination of forms or notes, such as appeal to the 

aesthetic sense and eye and may be judged by them alone. 

It is much the same with music. For composition 

and execution with her depend, partly, upon the knowledge 

of and ability to use the scientific harmonies of sound, but, 

for the rest, upon her sublime and lovely power of speaking 

the pure, unfathomed language of the soul."21 

Whether an architect considers it or not, Booraem suggests 

that every design is a "pictorial study in monochrome."22 The reason 

for this suggestion is that whether it is daylight, moonlight, or 

artificial light, the colors, which make up that particular light are 

reflected in the color of the building. At sunrise, consider the glow 

that reaches through every aspect of a building and at sunset the 

orange that is shed on the various materials used in architecture. Just 

as architecture is suggested to be a study in a monochromatic color, 

music is the composition based on a particular key and chord 

21 Booraem, H. Toler. "The Musical Ideals of Architecture." Architectural 
Record. 4 (1895): 294. 
22 Booraem, H. Toler. "The Musical Ideals of Architecture." Architectural 
Record. 4 (1895): 296. 
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structures found within that key. Every part of the melody or 

hannony is a study and an expression of that particular key. 

In a counter to the study of light, we address the shadow 

which architecture forms. Music has a similar quality of intensity 

through volume. For example if the night did not exist we would 

have the same amount of light and same intensity of light at all 

times. The same is true in music; if it weren't for various intensities 

the result would be an unceasing volume of sound. However, the 

musician has the ability to very the sounds as he or she desires and 

sees fit, creating various intensities of sound, such as piano and forte. 

The architect, unfortunately does not have the ability to sculpt light, 

however, they do have the ability to create form and regulate the 

intensity of shadow through various architectural means, such as 

material, forms, and landscape. "Some parts may be given faint 

shadows, others strong, passing, gradually from high light to deep 

dark, or contrasting boldly, according to the wish- spacing light and 

shadow and grading them as the musician does with sound and 

silence. "23 

Since the beginning of both music and architecture, 

architects having attempted to design "architecture [as] frozen 

23 Booraem, H. Toler. "The Musical Ideals of Architecture." Architectural 
Record. 4 (1895): 297. 



music.''24 However, projects exist where the architecture is a 

translation of specific music, such as the Stretto House by Steven 

Roll and The Jewish Museum Berlin by Daniel Libeskind. Each of 

these are discussed and analyzed in the case studies. 

24 Russo, Roy. "World ofQuotes.com." (2004): n. pag. Online. Internet 
16. 2004. Available: htto://www.worldofguotes.com/author/Johann
Wolfgang-von-Goethe/l/ 
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Case Studies - Stretto House 

Basic Project Data 

• Building Type: Residential 

• Location: Dallas, Texas 

• Architect: Steven Holl 

• Engineering Consultants: Datum Engineering 

• Structural Consultants: Tom Hand of Clark Construction 

• General Contractor: Thomas S. Byrne Co. 

• Square Footage: 6000 ft2 

• Budget/ Cost: Not Available 

• Musical Inspiration: Music for Strings, Percussion, and 

Celeste 

• Composer: Bela Bartok 

Action Syntactic 

The building is an architectural representation of Bela 

Bartok's Music for Strings, Percussion and Celeste. The house is 

divided in the four sections representing the four movements (See 

figure 22). The particular piece has distinct heavy sections played by 

percussion, while the lighter sections are experience through strings. 

The building form is designed to express this heavy and light 

relationship through orthogonal masonry and curvilinear metal, 

respectively. The plan of the main house is orthogonal (See figure 
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15 and 16) while the elevations and section are curvilinear (See 

figure 17-19). The inversion of the subject in the first movement of 

the music inspired Steven Holl to invert the relationship in the guest

house. The golden section was used in the development of the 

musical piece and continually shows up throughout the house. (See 

figure 21) 

Structure 

The structure of the building is very simple concrete blocks 

and steel pipes that are placed only in locations where they are 

needed, however in plan they seem to spiral outwards. 

Mechanical 

Not Available 

Electrical 

Not Available 

Building Envelope-Skin 

The rough dove-gray concrete blocks are considerably out of 

place in this upper residential location, however the choice brings out 

the simplicity of design and helps emphasize the meaning beyond. 

The curvilinear roof is created by simple curvilinear metal pieces. 

Fitments 

Not Available 

Remarks 



Figure 15: 
First Floor Plan, Main House 

jl 
· II · , j 

" 

27 



Figure 16: 
Second Floor Plan, Main House 

Figure 17: 
East Elevation, Main House 
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Figure 18: 
West Elevation, Mam' H ouse 

Figure 19: 
Longitudinal Section, M . H am ouse 
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Figure 20: 
Exterior Photo, Main House 

Figure 21 : 
· Window With Golden Section, Main House 
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Figure 22: 
Isometric lllustrating Four Sections, Main House 
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Case Studies - The Jewish Museum Berlin 

Basic Project Data 

• Building Type: Museum 

• Location: Berlin, Germany 

• Architect: Daniel Libeskind 

• Square Footage: 161,460 ft2 

• Budget/ Cost:DM 77 million ($43 million 1999 rate of 

exchange) 

• Musical Inspiration: Opera: "Moses and Aaron" 

• Composer: Schonberg 

Action Syntactic 

The building is a deconstructed Star of David that represents 

the star worn by so many Jews in Berlin during the time of the 

Holocaust (See figure 24 and 25). The path of the star, marked in 

elevation, represents various points or stations in Berlin where Jews 

were living and the openings account for the densities in these area, 

which illustrate the effect the Jews had on the economic 

infrastructures of Berlin. There are three ideas, which influenced the 

development of the design. The first included the inability to 

understand the history of Berlin without understanding the effect 

Jews had on Berlin. The second was "the necessity to integrate 

physically and spiritually the meaning of the Holocaust into the 

consciousness and memory of the city ofBerlin."25 He utilized 

Schonberg's opera "Moses and Aaron", and attempted to "complete 

that opera architecturally."28 The third aspect was to ensure the 

acknowledgement of those who lost their lives during this time and 

the void left in many lives today from that particular time in history. 

Structure 

The windows became a huge obstacle (See figure 29 and 

30). "A totally original technical solution had to be found for the 

windows, involving new details, and technology transfer from the 

automobile industry. Over a thousand windows (only five being 

identical) posed a special problem. The acuteness of some angles 

accentuated the underlying requirements for an absolutely 

hermetically sealed window set closer to the inner skin of the 

building than the external surface. "26 

"This determination to incise the fenestration deep into the 

zinc clad walls provided ... another apparent paradox: structural 

members are made externally visible in gaps within the zinc 

2
' "The Jewish Museum Berlin: Between the Lines." (2004): n. page. 

Online. Internet 29 Jan. 2004, Available: www.daniel-
libeskind.com/projects/pro. html. . 
26 Spens, Michael. "Berlin Phoenix: Jewish Museum, Berlin Germany." 
Architectural Review 205 (1999): 44. 
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cladding. . .. The fenestration is located flush on the external and not 

the inner wall. "29 

Mechanical 

Not Available 

Electrical 

The lighting is tracked into predetermined lines that run 

through the project, which were developed in the design phase and 

not added for light fixtures. 

Building Envelope-Skin 

The exterior is wrapped in zinc cladding, which will 

eventually dull to a blue gray. The zinc cladding used is utilized in 

much of Berlin due to it economical fabrication (See figure 33). 

Fitments 

"The interior of the Jewish Museum are black, white and 

gray; the floor is terrazzo; the walls and ceiling are emulsion on 

plaster."27 The interior is mostly shades of gray, where as the 

windows offer views to extravagantly colored garden, leaving a 

feeling of bondage in the person viewing what is outside. 

Remarks 

27 Patterson, Richard. "The void that is subject: Libeskind's Jewish 
Museum, Berlin." Architectural Design 70 (2000): 71. 
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Figure 23: 

WIS Museum Site Plan Je . h 
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Figure 25: 
Lower Floor Plan, Jewish Museum 
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Figure 26: . 
Section Through Circulation Linking Galleries, JeWISh 
Museum 

Figure 27: . 
Cross Section of Museum and Holocaust Tower, JeWISh 
Museum 
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Figure 28: 
. Section Through Gallery Space, Jewish Museum 



Figure 29: Figure 30: 
Wall Details, Jewish Museum Wall Details, Jewish Museum 
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Figure 31: Figure 32: 
Interior Photo, Jewish Museum Interior Photo, Jewish Museum 
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Figure 33: 
Exterior Photo, Jewish Museum 
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SECTION III 
Facility Program Description 
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Epistemology of Facility Type 
Funk and Wagnalls New Encyclopedia, defmes education as 

"the process by which a person learn facts and skills and develops 

abilities and attitudes. More specifically, education denotes the 

methods by which society hands down from one generation to the 

next, its knowledge, culture, and values. The individual being 

educated develops physically, mentally, emotionally, morally, and 

socially."28 Countless studies have proved that better and fuller 

development in these areas occurs when a child is introduced and 

educated in music. The greatest advantage demonstrated is better 

understanding of mathematics, which considering the basis of the 

Greek musical structure resulted through the use of various ratios 

and proportion. 

"The oldest systems of education in history had two 

characteristics in common: they taught religion and they promoted 

the traditions of the people. In ancient Egypt the temple schools 

taught not only religion but also the principles of writing, the 

sciences, mathematics, and architecture. Similarly in India, priests 

carried much of the education on. India was the fountainhead of the 

Buddhist doctrines that were taught in its institutions to Chinese 

scholars; they in, in turn, spread the teachings of the Indian 

philosopher Gautuma Buddha to the various countries of the Far 

28 Hendelson, William H. and Morse, Joseph Laffan. Funk and Wagnalls 
New Enclyclopedia. (New York: Funk & Wagnalls, Inc., 1972): 320. 
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East. Education in ancient China stressed philosophy, poetry, and 

religion, in accord with the teachings of the Chinese philosophers 

Confucius, Loa-Tzu, and other great thinkers." 1 

"The educational systems in the countries of the Western 

world were based upon the religious traditions of the Jews, both in 

the original form and the version modified by Christianity. A second 

tradition was derived from education in the ancient Greece, where 

Socrates, Plato, Aristotle, and !socrates were the influential thinkers 

on education. The Greek aim was to prepare intellectually well 

round young people to take leading roles in the activities of the state 

and of society. In later centuries, Greek concepts served as bases for 

liberal arts, the teaching of various branches of philosophy, the 

cultivation of the aesthetic ideal, and promotion of gymnastic 

training. 

Following the Hellenistic period, Greek influences on 

education were transmitted primarily through such thinkers as the 

writer Plutarch, who urged the education of parents as the first 

essential step in the education of children. 

Roman education, after an initial period of intense loyalty to 

the old religious and cultural traditions, approved the appointment of 

·Greek as teachers of Roman youth both at Rome and at Athens. For 

the Romans the teaching of rhetoric and oratory were important. 

According to the Spanish born Roman educator, Quintillian who 



lived in the 151 century A.D., the proper training of the orator was to 

be organized around the study of languages, literature, philosophy, 

and the sciences, with particular attention to the development of 

character. Roman education transmitted to the Western world the 

Latin language and those languages directly derived from it, the 

Romance languages, as well as classical literature, engineering, law, 

and the administration and organization of government. "29 The 

history of education is a critical development that is linked to the 

history of a school building. The idea of a school building was 

developed from the basic need to house those who were being 

educated. If there existed no education to be learned or taught, the 

idea of a school building might have never come to pass. However 

the history of the school building is a bit different, because for 

centuries the pass of knowledge from one generation to another 

occurred with in the confmes of temples, synagogues, and often 

times in work places in the form of apprenticeships. However, 

"Under the terms of the 1872 Public School Act, the provincial 

government agreed to pay for the costs of erecting and furnishing 

schoolhouses in all authorized school districts. Twelve years later, 

school districts were divided into two categories-- Rural and City. 

City school districts were subsequently required to assume a portion 

of capital costs, and by the turn of the century the city school boards 

were responsible for the entire cost of school construction. 

29 Hendelson, William H. and Morse, Joseph Laffan. Funk and Wagnalls 
New Enclyclopedia. (New York: Funk & Wagnalls, Inc., 1972): 320. 

Meanwhile, rural school districts continued to depend on the 

government to pay the costs of erecting and equipping schoolhouses. 

Many common schools, however, fell into a third category. 

Designated "assisted schools", they accommodated fewer than 20 

pupils each, and were usually located in remote areas. Although the 

salaries of teachers in assisted schools were paid by the Education 

Department, the local residents were responsible for building and 

equipping the schools. These were the one-room schools described in 

the Putman-Weir Survey in 1925: 

Some have ideal surroundings, but the school 

buildings themselves are primitive and very small. 

Many are built of logs. Some are not larger than 1 5 

by 18 feet with a ceiling just above your head. Some 

have attractive grounds, some have bare and 

unattractive yards, and some are built on rocks ... 

Some of these buildings are tidy and clean inside 

and some sadly in need of paint, whitewash, and 

soap. 

Many rural and municipal schools were also simple, one

room buildings. But in most cases they were better-designed, better

built, and better-equipped than assisted schools. 
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From 1881 onwards, most of the rural schools in B.C. were 

built according to plans supplied by the provincial Department of 

Lands and Works (known after 1908 as the Department of Public 

Works). Unti11920, in fact, school construction was outside the 

control of the Education Department, and for many years afterward 

the Public Works Department continued to be closely involved with 

capital projects undertaken for the public school system. The Public 

Works Department also approved the plans and supervised the 

construction of many schools in large municipal and city school 

districts. "30 

Faci1ity Synthesis 

Mission Statement 

Create an environment that enhances the ability to develop a 

deeper understanding of classical music while remaining focused on 

revealing the analogy between music and architecture through the 

physical design. 

30 "The Homeroom." (2004):n. pag. Online. Internet 10 March 2004. 
Available: 
http://www.mala.bc.ca/homeroom/Content/Topics/Places/Bldgs.htm 
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Goals and Objectives 

Goal: The acoustical quality of the various rooms should be such 

that one can practice and rehearse without distraction or interference 

due to sound quality. 

• Spaces which lack critical sound masking issues should be 

placed between other that do, therefore reducing the 

possibility of sound transfer through buffer zones. 

• Even with an excellent design, sound waves will still 

escape a room any way possible, and the doorway becomes 

an easy escape when open. To reduce this interference 

designers suggest staggering the door openings to make it 

more difficult for sounds waves to exit one room and easily 

enter another. 



Staggered door spacings 

Figure 35 
Conceptual Diagram, Illustrating Staggered Doorways 

Critical 
space 

Figure 34 

1111111::::1111111 

1111111::::1111111 

1111111::::1111111 

Conceptual Diagram, Illustrating Buffer Zone 

Critical 
space 
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• To reduce the presence of standing sound waves within a practice 

room or a studio, no-parallel walls should be incorporate to distribute 

the sound better. 

Figure 36 
Conceptual Diagram, Non-parallel Walls 

High ceilings diffuse sound 
Figure 37 
Conceptual Diagram, High Ceilings 
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• To maximize sound diffusion in the larger ensemble and 

band rehearsal rooms, high ceilings, 18 to 30 feet should be utilized. 



• In addition to the ventilation system being a low velocity 

system to reduce the noise produce from a high velocity system, the 

supply and return ducts should run within the corridor. All vents 

should be equipped with sound-absorbing filters and linings to 

reduce sounds waves between critical areas 

------r- ----------

Sound 
absorbing 

Figure 38 
Conceptual Diagram, Ventilation System 

• To ensure sound does not travel between the walls and 

flooring of adjacent practice rooms and studios, basic sound 

diffusion system should be installed. The systems include a full 

height masonry wall between critical rooms, a floated concrete slab 

and resilient isolators in the ceiling structure. 

Figure 39 Floated concrete floors 

Conceptual Diagram, Sound Diffusion 
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• Mechanical equipment should be located away from the 

building to isolate the noise produced. However in some cases the 

distance may not be available, in this instance it is important that 

acoustical wall soundproofing is developed as well as a floated slab 

for the mechanical system base. 

Critical Space 

Mechanical system remotely located by use of buffer zones 

Figure 40 
Conceptual Diagram, Mechanical Systems 
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• Spaces that have similar sound qualities and similar sound 

volumes should be located to one another to reduce interference with 

other functional aspects of the school. This separation can be 

developed through various wings or levels vertically. 

Critical sound spaces on same level 

Figure 41 
Conceptual Diagram, Uses and Proximity 



Goal: The music school should be a unique environment, 

which promotes music, and the experience music induces. To fully 

involve oneself in the music is to experience the music at the highest 

possible quality. Therefore, the performance spaces should be 

design to experience any music played to the fullest quality possible, 

and allowing for minor adjustments to be made throughout the space 

to encourage the experience. 

• The performance space should have the ability to sound 

acoustically the same whether the crowd is small or large through the 

use of a plexiglass board, which refleets the sound waves towards the 

occupants and not empty seats as well as acoustically upholstered 

seating which absorbs sound for maximum quality. 

• To increase the adjustability of the performance space, 

acoustical techniques and adjustable materials should be utilized to 

vary the reverberation time depending on the performance. Some of 

the acoustical techniques that might be utilized are curtains, banners, 

risers, shutters, and plexiglass panels. 

Figure 42 
Conceptual Diagram, Versatile Performance Space 

Heavy velour rurtalns 

Portable choir shell ---

~~-------------

Sound diffusing--
and absorbing panels 

Figure 43 
Conceptual Diagram, Acoustical Treatments 
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• To reduce future cost of expansion it is important to 

consider the possibility of future expansion in the initial construction 

cost. Many rooms should be equipped with additional outlets and 

multimedia connections, to provide readily available expansion. 
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for present use and future expansion 

Figure 44 
Conceptual Diagram, Future Expansion 
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• Although the performance space will be utilized mainly 

for musical performance, it is possible that a organization or the City 

of Dallas, may decide to utilize the space. Another possibility is the 

need for a large lecture space; therefore the concert hall should be 

equipped with multiple functional capabilities, to provide maximum 

usage. 

~Stagehouse for drama 

Ill 

Retractable screen 
t---r~=fo.:.:.....r fi.:..:;lm festivals 

Extra storage for 
misc. equipment and 

._ drama props 

Orchestra pit 
for drama and 
musicals 

Figure 45 

Ill 

Recording 
equipment 

\. 
~ 

Conceptual Diagram, Multifunctional Concert Hall 



Goal: Later the context of the site will be discussed, but it is 

important to address a certain aspect of the context at this point. The 

South Dallas area has a reputation for being a high crime district. 

Many people do not visit the area and will not consider moving to 

the area for this reason, even though the current crime rates are 

decreasing at a constant rate as more and more people rediscover this 

section of Dallas. However an important goal that should be 

addressed is the safety of the school and designing the school 

through natural surveillance techniques. 
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Low barriers provide 
clear line of sight 

Figure 46 
Conceptual Diagram, Security and Safety 

• Paths inside an outside of the school should be well lit 

with minimal obstruction along the walk. Incorporate natural 

surveillance ideas such as trees with high canopies to allow visual 

connection beyond tree line, low clean landscape that increases 

visibility within and beyond landscape, and the reduce of blind 

corners. 
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\ 
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Minimal \ 
obstructions 
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• Another aspect of natural surveillance is grouping various 

rooms and studios around a central public space. The concept is that 

even though a guard or security officer is not assigned to the area 

that enough people are naturally watching the area, through 

utilization. 

aearview 
of entrance 

T~~ 

Figure 47 

Offices clustered 
around central 
shared space 

Conceptual Diagram, Natural Surveillance 
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• Entrances should be equipped with electronic devices that 

monitor faculty, students and guests who enter the building after 

hours. To ensure accessibility of the building to students at all times, 

electronic card access maybe utilized similar to the dorms on the 

Texas Tech Campus. 

Surveillance -----~•• 
cameras 
at entry 

10 card access------1• 

Figure 48 
.Conceptual Diagram, Entrance and Exit Security 



• Another problem spot for many building is the loading and 

unloading docks. Often there are not sufficient lights to illuminate 

the area to make it safe. However, it important to maintain a well lit 

area, as well as, restricted access to the area through gates. 

Gated access 

Ughting along drive--a 

Figure 49 
Conceptual Diagram, Loading and Unloading Security 

Visibility 
to street 
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Facility Organization and Layout 

The most important aspect of the overall layout of the 

building will be the acoustics and how the acoustics are handle 

throughout the building and between critical sound areas and if and 

when they affect one another. "The acoustical environment of a 

given space is determine by (a) the intensity and character of all 

sounds existing in that space, and (b) the way in which sounds are 

prolonged and spread within the space. A satisfactory environment 

for a given space can be specified only in terms of the functions 

which that space is to serve."31 Acoustics in any music building is a 

critical characteristic and design detail that must be designed 

simultaneously as the building is being design. The simplicity of 

adding acoustical elements after the building design phase is 

complete is the reason many music school and music facilities fail to 

meet the needs of the user. The acoustical qualities are not 

simplicity design elements however, they also include engineering 

and construction elements that help isolate sound or allow sound 

transmission. Therefore acoustical qualities of every room and the 

building as a whole will need to be analyzed and developed with 

every design solution. 

3 1 Best, Clarence J. Music Rooms and Equipment. (Chicago: Music 
Educators National Conference, 1949): 28. 
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In the book Music Rooms and Equipment, Clarence J. Best outlines 

six of the most common errors made in music building designs. 

These six errors are listed below. 

1. "Ordinary classrooms assigned for music serve without 

consideration of the special requirements necessary for 

successful music teaching. 

2. Ordinary classrooms remodeled for use as music rooms 

without regard for convenience, interference with other 

classes, acoustics, or health. 

3. Expensively constructed music rooms, which cannot be used 

because of some factor, which was overlooked at the time 

the building was constructed. 

Some examples are: 

a. Inadequate structural insulation, permitting 

transmission of sound to other classrooms. 

b. Common air (or heat) duct, connecting music 

room(s) with other classrooms, thus transmitting 

sounds through the building. 

c. Very hard walls and ceilings, resulting in 

undesirably long reverberation. 



4. Widely separated locations for music classrooms, music 

library, practice rooms, instrument storage rooms, and 

auditorium stage. 

5. Auditorium designed with due regard for beauty, but entirely 

lacking in serviceability from the standpoint of acoustics, 

instrument storage, and storage space for music and music 

equipment. 

6. Gymnasiums planned also to serve as music rooms, in which 

no acoustical treatment was used and no thought given to 

conflicts in scheduling or to storing of musical equipment."32 

Careful acoustical planning includes analysis of the size, shape, 

construction and material utilized in every space. 

Other overall considerations involved are locating music 

classrooms in paces where sound is isolated from reaching other 

adjacent classroom, as discussed previously. Any performing 

and practicing spaces, where more than one person will be 

playing, should be design to facilitate multiple task performed 

simultaneously, such as music notation, words, and the lea~ of 

the conductor. Also for students who utilize school instruments 

and those who furnish their own, storage that is safe and secure 

should be provided that accommodates the awkward instrument 

dimensions for better storage. These storage spaces should 

32 Best, Clarence J. Music Rooms and Equipment. (Chicago: Music 
Educators National Conference, 1949): 7. 

generally be located with a close proximity to playing areas for 

ease of movement, which will be discussed. Sheet music should 

also be easily accessible through steel filing cabinets. 

A music rehearsal room should be located within a fairly 

close proximity to the performance area to allow for minor 

tuning and warming up prior to a performance. In addition all 

performance and rehearsal spaces should be well ventilated. 

Eyestrain should be minimized by the reduction of glare within 

the space, however uniform illumination should be present for 

adequate viewing of sheet music and the conductor. 

Personal space is an important factor in any situation where 

a student or faculty member is stationary for a period of time. 

Therefore it has been suggested that 260 cubic feet be calculated 

for each musician. In addition 18 square feet of floor space 

should be allocated for each person in an 

orchestra, and 15 square feet of floor space for a choral member.33 

Key Issues 

There are many things that should be considered when 

developing the design for the music school. Some of these key 

issues are sound control and quality, circulation and movement, 

function, and the environment. 

33 Best, Clarence J. Music Rooms and Equipment. (Chicago: Music 
Educators National Conference, 1949). 
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Sound quality and sound control is the most important issue 

in a music school. The design must incorporate elements that 

isolated sound within a particular boundary to reduce the interference 

with other critical areas of sound. To do this masonry walls that run 

from floor to ceiling can be utilized to reduce the transmission of 

sound waves from one space to another. In addition a floated 

concrete slab, resilient ceiling hangars and sound proofing insulation 

can be utilized to absorb sound transmission. Finally isolation can 

be achieved by simply placing spaces such as storage and restrooms 

between critical sound spaces to absorb the transmission of sound 

waves. 

Circulation and movement is another key issue. Many 

students, faculty, and administration will utilize the building, and the 

path various occupants will. If the path a faculty member must take 

to reach a classroom is inefficient and time consuming, that faculty 

member becomes less efficient. In addition major circulation path 

must be designed to handle the high traffic volume, including wider 

path and less obstructions. 

Function is also a valid concern. The building must be 

functional. The design must be developed to perform as needed for 

the activities that will follow. Practice rooms must be designed to 

enable a student or faculty member to practice, otherwise the space 

becomes excess and abandon. Therefore the space becomes a waster 

60 

of money and effort. Every space within the design must be 

designed to function to its fullest capacity. 

Finally the environment, which is developed, must 

encourage learning. The design should be a means to develop a 

better understanding of music and the act of learning. The issue of 

environment involves elements such as lighting intensities and 

availability and ventilation capacity and efficiency. A positive 

environment is created when elements such as lighting, ventilation, 

and space are taken for granted because the designer succeeded in 

addressing the environment that would develop, and created an 

environment where the act of learning is the focus. 

Facility Systems Analysis 

Activity: Entering and Exiting 

Description: 

Participants: 

Related Spaces: 

. Design 

the physical activity of arriving at the 

building and then leaving the building 

all occupants in and outside of the building 

participate 

main entrance lobby, any emergency and 

fire exits, and any site entrance and exits 

(sidewalks) 

Requirements: The main entrance to the building should be clearly 

marked from the exterior. If people are unsure of the location of the 



entrance they are less likely to visit the school and discover what the 

building holds. The entrance should welcome faculty, students; and 

guest. Once the occupant has entered the building, maps and signs 

marking location and directions should be readily available for easy 

access and maneuverability through the building. The act of exiting 

the building is often overlooked, however it is important to 

recognize, when a faculty, student, or guest leave the building, the . 

exit is the last opportunity to make a final impression. 

Activity: 

Description: 

Participants: 

Related Spaces: 

Design 

Discussing 

the process of carrying on a conversation 

all occupants in and outside of the building 

participate 

conference room, teaching studio, 

administrative office, practice rooms, entry 

and exit 

Requirements: A discussion can entail many forms, including 

formal discussions in class prompt by the instructor, semi formal 

discussions between faculty when brainstorming about the 

curriculum, and informal discussions between student and faculty on 

the contextual surroundings. In any case without discussion ideas 

would never be share or verbalized. Discussion is an important 

aspect of growth and maturity, definitely something that should 

occur in an educational facility. However the type of discussion that 

will take place in various locations should be considered. For 

example, a private discussion between a student and faculty on 

difficulty with reading may be a very private discussion. 

Activity: 

Description: 

Participants: 

Related Spaces: 

Design 

Learning and Teaching 

the fundamental exchange of wisdom 

teachers, students, and administrative staff 

conference room, lecture hall, performance 

hall, classroom, ensemble room, and faculty 

studio 

Requirements: The fundamental requirement of any school is the 

ability to teach students.something new and the ability of the 

students to learn. Without this exchange school would not exist. 

The design requirements for teaching vary depending on the type of 

lesson, the length of the lesson, and the style of the teacher. It is 

important to maintain versatility in any classroom utilized by more 

than one teacher. During the activity of learning or teaching 

distractions should be minimized through proper sound management. 

The goal of the design is to develop an environment that functionally 

works for all those who use the space, allows maximum flexibility, 

and yet maintains the focus of the design. Lighting is an important 
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aspect of the classroom that should be discussed. Various levels of 

light have been recommended based on various task. 

Activity: 

Description: 

Participants: 

Related Spaces: 

Design 

Listening 

physical activity of utilizing the senses to 

engage in music 

all occupants in and outside of the building 

participate 

conference room, lecture hall, performance 

hall, classroom, ensemble room, and faculty 

studio 

Requirements: Listening can be experience in more than one way, 

and to effectively reach an audience it is important to consider all the 

ways in which people listen. A person who has difficulty hearing 

may listen to music by only hearing the beat, while someone who 

lacks all hearing may listen by feeling the beat. In music education, 

listening is a critical aspect of a complete education. To play and 

experience you must fully engage and listen to music. Designated 

listening areas should be set aside for focused listening, such as the 

library and possibly a small recording studio. All listening spaces 

should provide outlets, CD capability, tape capability, headphones, 

computers and recorders. Listening spaces should include 

comfortable furniture that allows the focus to remain on music. 

62 

Activity: 

Description: 

Participants: 

Related Spaces: 

Design 

Practicing/ Rehearsing 

continually repeating the process of playing 

music or composing music 

students and faculty 

practice rooms, faculty studios, rehearsal 

studios, and ensemble classrooms 

Requirements: Practicing in music education is fundamental to the 

development of any musician. It is through practice that a musician 

understands the notes and elements of music for the ftrst time. This 

critical development should occur in spaces conducive to the 

advancement of musical education, free from distractions and outside 

influence. The outside influence and adjacent interaction can be 

reduce by utilizing resilient isolators in the ceiling structure, floated 

concrete foundations, full height masonry walls, and sound ftlters 

· placed on all supply and return vents. A fmal characteristic of a 

practice rooms is the design of non-parallel walls to reduce standing 

waves and further diffuse the sound. 



Activity: 

Description: 

Participants: 

Related Spaces: 

Design 

Private Lessons 

one on one lesson with a faculty or student 

and a more in experience student 

faculty and students 

conference room, teaching studio, 

administrative office, and practice rooms 

Requirements: Private lesson are often the difference between a 

mediocre musician and a brilliant musician. Private lesson allow 

student one on one time with and instructor to further develop their 

skills. By setting up a private lesson the student ensures the full 

attention of the instructor. Private lesson last between 30 minutes to 

one hour and focus on technique and sound quality, among problems 

spots in music. Private lessons usually cost more than traditional 

classroom teaching, however the premium price usually pays off. 

Private lesson require some sort of privacy, which might be more 

possible with sound masking located directly above the doorway to 

reduce exterior noise. 

Activity: 

Description: 

Participants: 

Related Spaces: 

Performing 

public or semi public display of talents 

faculty and students 

concert hall, recital and solo hall, and 

various classrooms 

Design 

Requirements: The performance it where the climax of the building 

occurs. It is important to remember that this is the time in which the 

musicians perform for the public and the way they present 

themselves to the public is intensely important. Many different types 

of performances will likely take place and therefore the versatility of 

a space is imperative. A versatile space allows the school to save 

money rented or leasing a space that has a more desirable acoustical 

effect. The elements that allow the performance space to be tuned to 

the performance include acoustical panels and plexiglass panels 

above the performance. In addition the ability to raise and lower the 

orchestra pit and the use of balconies are other ways to ensure a 

versatile performance space. 

Activity: 

Description: 

Participants: 

Related Spaces: 

Design 

Recording 

developing a playback of music performed 

students and faculty 

conference room, teaching studio, practice 

rooms, performance spaces, and ensemble 

rehearsal spaces 

Requirements: A recording studio or room involves a long list of 

design requirements and considerations. Most importantly it involve 

sound control. If the room is not adequately furnished and designed 
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to absorbed music and reflect only portion, standing waves will 

occur and the recording will pick up more than just the immediate 

music. In addition, the physical equipment and a technician who 

understand the equipment, is important to take full advantage of an 

opportunity. For a musician to critique his own work often times it 

is imperative for him or her to record their work, so that they can 

concentrate on the listening experience only and not the playing as 

well. In addition the school teaches children and young adults the 

skills of composing. Without the ability to record the music, the 

public may never experience it. 

Activity: 

Description: 

Participants: 

Related Spaces: 

Design 

Relaxing 

the ability and process of just taking time off 

all occupants in and outside of the building 

participate 

anywhere on the site 

Requirements: School is a place to learn and further your education, 

however it is important to take a step back every now and then and 

stop to "smell the roses." Relaxing can be done practically 

anywhere, however it is important to provide spaces that are 

conducive to relaxing. Student and faculty lounges are design to 

allow students and faculty a chance to relax. These spaces can 

encourage interaction through the use of low level incandescent day 
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lighting, indirect day lighting, views of the surrounding context and 

comfortable furniture. The lounges will be discussed further later, 

however relaxation is an important part of any human development, 

the body is capable of giving only so much. 

Activity: 

Description: 

Participants: 

Related Spaces: 

Design 

Servicing Equipment 

repair and tuning equipment 

technicians 

technician studio, faculty studio, and 

practice rooms 

Requirements: Maintenance and up keep is a continuing 

consideration in any building, however in a music school this 

responsibility takes on a different meaning. In order to maintain 

musical quality within the building it is important to include a place 

for instruments to be serviced and repaired. The music school will 

hire experienced technicians to repair and maintain the instrument 

and service equipment to ensure proper tone quality and note 

distinction. It is important to provide alternate path to various 

locations for technicians to use in the instance that repair work needs 

to be done to reduce interference with daily routines within the 

school. It is also critical to provide these skilled technicians 

additional storage space for the instrument, which are waiting to be 

repair and the tools the technician will utilizes in the repairing 



process. This may often mean repairing large items from remote 

locations; therefore extra wide doors may be necessary for 

accessibility. 

Activity: 

Description: 

Participants: 

Related Spaces: 

Design 

Studying 

other activities, which are repeated or 

analyzed, not related to the physical playing 

of the instrument 

all occupants in and outside of the building 

participate 

lounge areas, classrooms, faculty studios, 

surrounding exterior context 

Requirements: Studying is the student's or faculty's opportunity to 

grasp a deeper understanding of a particular subject or field. The 

techniques for studying are a versatile as human nature. Some 

students prefer background noise and others need complete silence. 

Either way studying is an important growth phase. Some study areas 

can be integrated with the lounges, while more serious studying .may 

be completed in the library. It is important in these areas to provide 

the student or faculty with all the resources they might need. In 

study areas floor or wall outlets should be located frequently and 

adequately spaced for use with laptop and any task lighting that 

might not be fixed on the wall or from above. In addition Internet 

connections should be located with outlets. 

Activity/ Spatial Analysis (Private) 

Space: Administrative Offices 

Description: Music School Director's Office (1) 

Administrative Specialist (1) 

Music Education Office (2) 

Music Services: concert management (2) 

Additional Administrative Facilities (2) 

Total Area: 200 sq. ft x 8 spaces= 1600 sq. ft. 

#Of Users: 1 per office 

Design Requirements: The administrative office should be located 

in close proximity to one another, to encourage interaction between · 

all parties. A school success and failure can depend on the faculty's 

willingness and ability to work together as a team to build and 

improve on the educational qualities of the school. The 

administrative offices should be located close to the main entrance of 

the school to provide visitors with instant access. These offices 

should be provided with extra storage to ensure a clean, organized, 

and presentable appearance to student, faculty, guests and 

prospective student and parents. The administrative officials 

utilizing these offices will be spending a majority of their days 
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within the spaces, therefore indirect day lighting provides a 

comfortable work environment. 

The administrative offices should be located within close 

proximity to a conference room. In addition these spaces should be 

easily accessible to students and teaching faculty who may not be 

familiar with the building layout. These particular office spaces are 

considered to be more administrative, rather than teaching and do not 

require additional space for studios or an individual studio adjacent 

to each, however a small storage/ library incorporated into close 

proximity of the offices might be beneficial. 34 

Entry! Pub l:ic 
Space 

Figure 50 
Conceptual Diagram, Administrative Office 
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34 Geerdes, Harold P. Planning and Eauioping Educational Music 
Facilities. (Reston, Virginia: Music Educators National Conference, 1975): 
22. 



Space: Conference Room 
Description: Administrative Office Proximity (2) 

Additional Teaching Faculty (1) 

Total Area: 300 sq. ft x 3 spaces = 900 sq. ft. 

# OfUsers: 4-20 

Design Requirements: The conference rooms will host many 

various activities, including but not limited to faculty planning 

meetings, prospective student and parent meeting, administrative and 

investors meeting, and various multimedia productions. Each 

conference room should provide adequate outlet availability for 

multimedia equipment and the use of laptops for various occupants. 

The space should be large enough to accommodate for a large table 

and twenty chairs. Since the room may be used for multimedia 

presentations and conferences, indirect natural light is important to 

reduce the glare. However, if indirect light is not available, consider 

overhead lighting through the use of skylights and horizontal blinds, 

electronically controlled, to vary the light intensity. If possible these 

room should incorporate exterior views, yet still maintain privacy 

through window and landscape treatment. 

The conference spaces utilized by the administrative staff 

should be located within close proximity to the offices and 

secretarial staff. The spaces should also be easily accessible to 

visitors, although availability of the space may be limited to certain 

hours during the day. The conference room should be equipped with 

multimedia machine readily available and easily utilized for 

convenience. 

Figure 51 
Conceptual Diagram, Conference Rooms 
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Space: Faculty Office/ Studio 
Description: Teaching Faculty Studio and Office Space (35) 

Percussion Studio (2); 

Piano Studio (4) 

Harp Studio (1) 

General Studio (26) 

Repair Technicians 

Piano Technician (1) 

General Technician ( 1) 

Total Area: 250 sq. ft x 35 spaces= 8,750 sq. ft. 

# OfUsers: 1-4 

Design Requirements: The faculty's office and studios should be 

located within relatively close proximity to the administr 

ative offices, to promote a teamwork environment. The studios 

should include enough space for an upright piano, three or four 

chairs, two to four stands, a desk, chair, and filing cabinet. 

Throughout the day students will be meeting with instructors for 

private lessons. Due to the adjacency of multiple studios, sound 

isolation is important, therefore full height masonry walls, and 

floated concrete floors, with Resilient isolators located within the 

ceiling structure are recommended (See figure 52). Often times 

faculty may audition or test individuals in the studio, therefore sound 

masking located outside the doorway, in the public space, may be 

considered to reduce sound that escapes through the doorway. To 
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ensure optimum performance these sound masking devices would be 

electronically controlled by each faculty through the use of a remote 

switch located within the office. In any rehearsal, practice, or studio 

room standing waves create a problem, however to counter act this 

walls should not be placed parallel to one another, instead one or two 

of the walls should be located at a obtuse or acute angle (See figure 

53). 

Some studios and offices should be equipped with oversized 

doors to accommodate for the transfer of large instruments from 

storage to practice. The studios should be located within groups 

along main corridors and public access to provide maximum 

accessibility to students. A majority of the faculty will be spending a 

large amount of the day within the confines of their studio; therefore 

it would be beneficial to incorporate an exterior view and the 

availability of natural daylight. Some of the more instrument 

specific studios, such as the harp, percussion, and piano may require 

ddi • l . t 3S a tiona space requtremen s. 

35 Geerdes, Harold P. Planning and Equipping Educational Music 
Facilities. (Reston, Virginia: Music Educators National Conference, 1975): 
16. 
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Figure 52 
Acoustical Design Recommendations 
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Figure 53 
Acoustical Design Recommendations 
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Space: Practice Rooms ( 40) 

Description: General Multipurpose Practice Rooms (20) 

General Practice Rooms with Pianos (12) 

Percussion Practice Room (2) 

Organ Practice Room (2) 

Piano Practice Room ( 4) 

Total Area: 100 sq. ft x 40 spaces= 4,000 sq. ft. 

# OfUsers: 1-4 

Design Requirements: As mentioned earlier sound quality in the 

musical environment is critical and there are many design aspects 

that should be utilized to minimize sound transmission from one 

practice room to another. The first few were mentioned earlier, 

including full height masonry walls, a floated concrete foundation, 

resilient isolators in the ceiling structure, and finally non-parallel 

walls. An exterior view is an advantage to allow natural light and 

the ability to enjoy the view while practicing, however consideration 

must be made to ensure that the window does not create a sound 

problem, by allowing sound waves to escape. Students will be 

spending a lot oftime in these rooms and it is the designer's goal to 

make these rooms as conducive to practicing music as possible, 

without compromising the design. Every room should be provided 

with two electrical boxes within the floor structure for electronic 

instruments, task lighting, and other electronic devices. Throughout 

the facility a low velocity air system should be installed, however to 

better facilitate sound wave in the practice rooms sound filters 

should be provided on all vents. 

The practice rooms should be located away from 

administrative offices to ensure that sound transfer does not 

disturbed the administrative faculty, however the should be located 

near band and orchestra rooms to allow ease of movement and 

transition for playing. In addition practice rooms should be located 

in close proximity to instrument storage, to reduce the hassle and 

strain placed on students with larger instruments. It is important to 

maintain the sound quality of the practice rooms located adjacent to 

instrument storage. A small student library might be an advantage 

when placed near practice rooms to allow students easy access to a 

variety of music. It will also be an advantage to locate some practice 

rooms, not adjacent to faculty, but in close proximity for easy access 

when problems or questions arise. 

Sound proofing windows into a corridor are advantages for 

supervision. These rooms can also double as additional listening 

rooms when required. Additional equipment should include music 

racks, small table, music lamps, chairs, clocks, and a counter for 

instruments and books.36 

36 Geerdes, Harold P. Plannin& and Eguippina Educational Music 
Facilities. (Reston, Virginia: Music Educators National Conference, 1975): 
17. 

71 



ExteJior VWYI & 
N aiural Da.ylicllt 

Exte:rior View & 
N aiural Dayligllt 

Ex1eriar VWYI & 
N amal Daylight 

Ex1e:riar View & 
N a.tural Da.ylicht 

Chiara, Joseph De and Crosbie, Michael J. Timesavers Standards for 
Building Types. (New York: McGraw-Hill, 2001 ): 417. 
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Space: Lounges 

Description: Student Lounges (2) 

Faculty Lounges (1) 

Total Area: 

#Of Users: 

700 sq. ft x 3 spaces = 2,100 sq. ft. 

10-20 

Design Requirements: With any given educational experience, 

every student and faculty, need a chance to step by from the daily 

work schedule to relax a bit. Two of these lounges will be provided 

mainly to students, however the advantages to faculty occasionally 

occupying some of the space at times, interacting with students, are 

definitely welcome. The student lounges should be provided at end 

nodes to circulation paths and should be located away from, but not 

hidden, from main circulation paths. The design goal is to give the 

students a chance to relax and interact without the hustle and bustle 

of the lessons and curriculum. However, if the lounges are to well 

hidden, students will not know they exist and the space will go 

unused. The student lounges should include comfortable lounging 

furniture, tables and chairs for studying, vending machine, water 

fountains and public telephones. Both lounging area should display a 

bulletin board of sorts to advertise up coming events and 

opportunities. It may also be beneficial to provide outlets for 

computers and if available Internet access outlets. 

The faculty lounge should be located near the administrative 

offices, but within easy access of the teaching faculty as well. This 

lounge should also include comfortable lounging furniture, tables 

and chairs for various purposes, vending machine, possibly a small 

kitchenette, and a water fountain. The faculty lounge should be 

treated with the same design considerations as the student lounges. 

Both should include plenty of natural daylight and if possible 

provide views of the surrounding context. 37 

Space: Restrooms 

Description: Men (3) 

Women (3) 

Total Area: 200 sq. ft x 6 spaces= 1,200 sq. ft. 

# OfUsers: 7 

Design Requirements: Each restroom should include an area fro 

washing and drying hands, a baby changing table, a toilet and urinal, 

where appropriate based on the gender. The restrooms should be 

located of main circulation paths for easy access. All restroom 

utilities should conform in height and size requirement to meet the 

needs of those with disabilities. Restrooms can be used in various 

locations to serve as acoustical barriers between various practice and 

37 Geerdes, Harold P. Planning and Equipping Educational Music 
Facilities. (Reston, Virginia: Music Educators National Conference, 1975): 
40. 
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performance spaces. No restrooms should be located adjacent to the 

main performance hall or recital and solo hall for acoustical and 

aesthetics reasons. Natural ventilation should be provided in all 

restrooms by means of at least one opera table window. The men's 

restrooms will consist of three urinals, two traditional stalls and one 

handicap stall suitable designed with a five foot turning radius. The 

women's restrooms will be similarly equipped with six traditional 

stall and one handicap stall that meet ADA requirements as well. 

The restrooms should be placed evenly through the facility and all 

restrooms will be handicap accessibility. The restrooms closest to 

the main performance halls should be equipped with telephones and 

water fountains located immediately outside. All restrooms interiors 

should be considered for functionality and adequacy, however 

special attention should be placed on the presentational quality of the 

restrooms nearest to the main performance halls, these will be 

utilized, not only by the students and faculty, but also by guest and 

visitors from the public venue. 
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Space: Stage Managers Desk 

Description: Space made available to communicate with 

performers and technicians 

Total Area: 

#OfUsers: 

Concert Hall (1) 

RecitaV Solo Hall ( 1) 

150 sq. ft x 2 spaces = 300 sq. ft. 

1-2 

Design Requirements: The stage manager desk is developed to aid 

in the creation of a performance. Typically performers enter a stage 

from the audience's left and the stage's right, therefore the stage 

manager desk should be located in the same area. The desk should 

be equipped with controls for panic lighting, orchestra pit, stage lift, 

curtains, wall curtains for reverberation tuning, and other mechanical 

and instrument mechanisms. The stage manager is in charge of 

synchronizing cues of sound and lighting with the performers. The 

space should accommodate adequate technological connections, a 

desk, telephone, and intercom. This space can also be utilized as an 

announcer's booth.38 

38 Geerdes, Harold P. Planning and Eguipping Educational Music 
Facilities. (Reston, Virginia: Music Educators National Conference, 1975): 
40. 
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Figure 58 
Conceptual Diagram, Stage Manager's Desk 
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Activity/ Spatial Analysis (Public) 

Space: Concert Hall 

Description: the concert hall will be the location of large 

ensembles of performers 

Total Area: 7,000 sq. ft x 1 space= 7,000 sq. ft. 

#Of Users: 500-1,000 

Design Requirements: The concert hall, as mentioned earlier is the 

climax of the building. When comparing music and architecture, the 

performance is analogous to the climax of the music where are parts 

are in full movement. The performance hall is the one place where 

weeks, months, and sometimes years culminate into a single 

performance for the public. However, it is also the time when the 

public is confronted with talent and understanding beyond what they 

normally see. Therefore, the design of the concert is critical to the 

success of any performance. The concert hall walls will be lined 

with acoustical material curtains that can be raised and lower, 

through motorized rods, to reduce or increase reverberation time 

depending on the musical performance. A plexiglass board should 

also be installed above the orchestra pit to evenly distribute the 

sound wave throughout the space. In addition this panel of 

plexiglass will also be motorized, to allow for adjustment of the 

angle depending on the size of the crowd. Although the concert hall 
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should be an integral part of the music school it is important to 

maintain security during public performances. For this reason, a 

buffer zone or entry space should be provided to create a minor 

separation from the rest of the building to ensure security. 

Figure 59 
Conceptual Diagram, Concert Hall 

Seating should be continental seating (See figure 62), 

unbroken audience aisles, which allows creates the best views of 

performers and musicians. This style minimizes the number of rows 

and maximizes the space between each row by placing more seats in 

a single row. Exit doors will be provided every 5 rows and every 

twenty-five feet along the side. For safety precautions side lighting 

along the floor path should be utilized. In addition sound-absorbing 

material should be used for the carpet and seats to reduce excess 

reverberation and standing waves. 



An open stage is preferred for multi use performance halls. 

Although the school is privately funded and the concert hall does 

belong to the school, occasionally Dallas may borrow the stage for 

performances other than music, such as ballet or drama. Catwalks 

will be provided about the stage for access lighting and additional 

light maintenance. The stage should adequately accommodate 10 to 

100 musicians at eighteen square feet each. "Pine tongue and groove 

lumber flooring with plywood sub flooring on resilient pads"39 works 

well with instrument acoustics and should be stained a dark color to 

minimize the glare from overhead lighting. Storage spaces should be 

provided for any and all theatrical and performance equipment. 

Figure 60 
Plan Seat Dimensions 

39 Lopez, Leo. A Music Academy on the River: Channeling Layers in 
Architecture. (Indiana: Heckman Bindery, Inc. 2001): 51. 

T 

T 

Figure 61 
Elevations View Seating Dimensions 
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The orchestra pit should provide at minimum 1 5 square feet 

per person, for a total of 700 square feet. The pit should be 8 feet or 

less below the stage level, so the conductors can see both .the 

musician and the performers. "The upstage wall of the 

pit should be acoustically treated with sound absorbing material to 

minimize sound reflection, since instrumental sound tends to 

overwhelm voices on stage." When performances do not require an 

orchestra the stage arm can be lift to increase the stage area. 

The location of the loading dock should be within a close 

proximity to the concert hall to accommodate any traveling 

musicians. This reduces the distance musicians must transfer any 
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instruments. Instrument storage and music libraries can be utilized 

to buffer any adjacencies to the auditorium. 

In addition the concert hall will be available to the public for 

additional performances by visiting performers. The availability of 

the space to the City of Dallas as a public venue will help create 

additional funds for the school, as well as create additional publicity 

informing the public of its existence. 40 

12 TO 17 SEATS MAX. 114 S~TS TV~ MAJC.. I 

SEE I..OCAL. CODE 

MOCII .. II.CI CONTINCNTAI.. 01' HVe._ICI-· TO .0 KATe 

CONTt"':'ENTAI.. SEATING 

SEEN ,.ROM REPRESENTATION 0,. SEATING PLAN 

Figure 62 
Example of Continental Seating 

40 Geerdes, Harold P. Planning and Equipping Educational Music 
Facilities. (Reston, Virginia: Music Educators National Conference, 1975): 
33. 
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Space: Classroom/ Large Ensemble 
Description: these rooms provide space for large ensemble to 

practice together as well as providing for classroom 

for music theory or the like 

Total Area: 300 sq. 'ft x 10 space = 3,000 sq. ft. 

# OfUsers: 16-25 

Design Requirements: The large classroom should be versatile 

enough to allow for large ensemble practice, yet also be capable of 

servicing a small lecture class. The acoustical qualities 

figure 63). These spaces should also be equipped with large storage 

cabinets that can be locked for rolling instrument storage units 

discussed later.41 

and ability to absorb sound should be considered to accommodate for ~--_ _:~~-l. 

all varieties of music. Various levels of ensemble and classroom 

curriculum should be located near similar levels of curriculum to 

accommodate organized storage. These classrooms should be 

located close to a storage room, which will contain archival 

documents, music library, and any other documents that may be 

utilized for teaching. By locating levels of curriculum together the 

storage facility can reflect the level being taught and can archive 

previous texts and music utilized by previous and present instructors, 

minimizing the need for duplication and multiple copies, which ·in 

tum require more storage space. In addition these classroom should 

be located with close proximity to the instructors, to minimize travel 

time. The close proximity with instructor's studio will also 

encourage student/ faculty relations, by making it easier for student 

to locate faculty associated with specific curriculum levels (See 

Figure 63 
Conceptual Diagram, Classroom/ Ensemble 

41 Geerdes, Harold P. Planning and Eguipping Educational Music 
Facilities. (Reston, Virginia: Music Educators National Conference, 1975): 
47. 
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Space: Library 

Description: 

Total Area: 

#Of Users: 

compilation of music, books and listening media 

1,000 sq. ft x 1 space= 1,000 sq. ft. 

5-20 

Design Requirements: The library will contain not only books, but 

will also contain sound recordings in compact disc and tape format 

and sheet music. The sheet music will be contained in vertical files 

designed for such a purpose, similar to many music stores, which sell 

sheet music. The library will also require a study area with amenities 

required for various types of studying such as floor outlets, for 

recorders, listening devices, and computers, and internet outlets for 

accessibility. Tables and chairs should be provided in the study area, 

with suitable task lighting. Lounge furniture and indoor landscaping 

should also be located within the library to soften the institutional 

feel and provide comfortable spaces for reading. A work counter, 

adjustable shelves on walls, bookcase, cabinet for records, 

computers, and a sound system for public addresses are additional 

furnishings that should be considered. 

The library should be acoustically sound providing the 

occupants with a quiet environment, free from exterior and adjacent 

sound waves. The interior of the library should also be acoustically 

free of standing waves, by absorbing the sound created through 

materials and space design. Indirect day lighting should be provided 
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in the library, however glare issues should be considered and 

eliminated when possible. 42 

Space: Listening Rooms 

Description: 

Total Area: 

# OfUsers: 

available for private listening of music 

75 sq. ft x 5 space= 375 sq. ft. 

1-4 

Design Requirements: The listening rooms should be acoustically 

sound as well, blocking any exterior sound waves from entering and 

absorbing sound waves produced within the room. These rooms 

should provide adequate outlet access for listening devices if these 

devices are not provided already. The rooms should be equipped 

with a comfortable chair and a desk or table surface for notation. 

The entrance doors should include a window to allow the exterior 

public to see if the room is occupied or not, to reduce the possibility 

of interference. 13 

42 Best, Clarence J. Music Rooms and Equipment. (Chicago: Music 
Educators National Conference, 1949): 23. 



I I I I I I I I I I 
N,l"'ll -,NI~ IJIOS s liS ..,, ~N~ 7/~ 7 ;II .Lf 

""""" -~ tiJ ~ 
GC{J."" ~ 

~ ! " "" ... ~ ...... .. """ 

~-
a a 

""',.. ... ~ 

¥ 

n~ 
.... 

• ,_ 
~ 

i 
)C ~ 

~ ' -~ -"' , 
~- l\t 

~ 

~,¥ <~N'J. llflf s ;,sa tl~ _,NI 71:1. .,,g J.S 

I I I I I 

Figure 66 
Example Layout ofMusic Library 
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Figure 67 Figure 68 
Steel Filing Cabinets for Music Storage Distributing Racks for Music 
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Space: Recital and Lecture Hall 
Description: additional space for informal recitals and educational 

lectures 

Total Area: 3,500 sq. ft x 1 space= 3,500 sq. ft. 

#Of Users: 300 

Design Requirements: The recital and lecture hall will be designed 

to function as two spaces combined into one. As a recital hall the 

space will function as a performance venue for smaller ensembles, 

solos and choir performances by students, faculty and visiting 

musical groups. Acoustical curtains and sound reinforcement will 

need to be considered to allow the hall to be adjusted depending on 

the desired use for each performance. "A reverberation time of 1.5 

to 2 seconds is ideal for music performances, while speech and 

drama require 1 second. "43 The design requirements related to 

seating and the physical characteristics of the space are similar to the 

concert hall, however an orchestra pit will not be present. The recital 

hall will be a more personal and intimate space; therefore the design 

should reflect this. In addition this space will also be available to the 

City of Dallas and surrounding communities for public performances 

to help generate additional funds. 

This space will also serve as a lecture hall for students when 

not being utilized for performances. Therefore the space should be 

43 Lopez, Leo. A Music Academy on the River: Channeling Layers in 
Architecture. (Indiana: Heckman Bindery, Inc. 2001): 57. 

furnished with seats equipped with foldaway desktop that are easily 

accessible for note taking in class, and storable when performances 

are being held. The space should also provide a drop down screen 

for projector presentation and additional storage for lecture and 

media material. 

The space should be located near the concert hall to provide 

a public entry space for the public, which accesses both, reducing the 

need for a additional entrance. 44 

Figure 69 
Conceptual Diagram, Recital and Solo Hall 

44 McCue, Edward and Talaske, Richard H. Acoustical Design ofMusic 
Education Facilities. (New York: Acoustical Society of America, 1990): 
34. 
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Figure 70 
Example Classroom and Rehearsal Room 
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Space: Rehearsal Hall (Band and Choir) 

Description: rehearsal halls developed for large ensemble 

rehearsal 

Total Area: 2,000 sq. ft x I space= 2,000 sq. ft. (band) 

I,200 sq. ft x I space= I,200 sq. Ft. (choir) 

#Of Users: IO-IOO (band) 

10-50 (choir) 

Design Requirements: 

Although it is possible that the school will not include choir 

classes in the instrumental curriculum, it is important to provide the 

space for both future expansion and for visiting performance groups 

to rehearse. In addition the choir rehearsal hall can double as an 

additional, smaller band rehearsal hall with the construction of 

acoustical banners and sound reinforcement. The band rehearsal hall 

and the choir rehearsal hall design requirements are very similar. 

Both should include ample circulation space around the perimeter, 

approximately six feet, for the movement of large instrument, 

including a piano, percussion instruments, and large string 

instruments as well as storage cabinets that can be locked for rolling 

instrument storage units discussed later. The storage and movement 

capability of these will be discussed later. These rehearsal rooms 

will be the loudest rooms in the building therefore sound isolation is 

critical. Ceiling heights should be approximately 20 feet for the 

band and 15 feet for the choir rehearsal halls. McCue and Talaske 

suggested approximately 300 cubic feet per instrumental musician 

and 260 cubic feet per singer, for volumetric sound control. Similar 

to the practice rooms, non-parallel walls should be utilized to 

minimize stagnant sounds waves. Tiers are often used (See figure 

72), allowing for the generation of adequate volume without stepping 

the roof up. This design also allows for easy eye contact between the 

conductor and all musicians or singers. The ceiling should be 50% 

sound reflective and 50% sound absorbent, so that one section of the 

room can hear the other yet reducing excessive sound waves. If 

possible the rooms should be designed for natural day lighting, with 

special attention to glare, and the capability of natural ventilation. 

The doors to both spaces should include at least one set of double 

doors, excluding a center support, or including a removable center 

support, for ease ofmovement of large instruments. 

The choir room should be equipped with risers if the room 

designed is not tier to allow each singer a sufficient view of the 

conductor. In addition the room should include movable seats, for 

use when lectures are presented and to provide a small classroom 

environment, a conductor's platform, sound system, storage for 

recorded music, sheet music, and instruments, piano, television 

monitor or projector with screen, and a clock. The room should also 

have provision for music recording and reproduction, and proper live 

and recorder connection that may serve to broadcast public addresses 
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to the school, such as a school song or the National Anthem. The 

room should also include a chalkboard or dry-erase board with music 

ruling on a portion of the board. In addition a bulletin board for 

upcoming events and schedules are also recommended. 

In the band rehearsal hall, a tier design should be utilized if 

possible to allow for adequate music volume and sufficient line of 

site between musicians and the conductor. In addition furniture and 

equipment should include movable seats, movable music stands 

adequate for various size music scores, conductor's platform, 

television monitor or projector with screen, small sink, counters for 

books with music slots below or vertical storage for musical scores, 

portable risers if the hall is not tiered, and a clock. The room should 

also have provision for music recording and reproduction, and proper 

live and recorder connection that may serve to broadcast public 

addresses to the school. If possible the space should include a small 

music facility adjacent for smaller recording, mixing, and editing 

capabilities. Acoustical banners might also be utilized in the band 

space to adjust the space for string orchestras, band style ensembles, 

or wind orchestras. Figures 71,73 through figure 74 are examples of 

various layouts and spatial adjacencies utilized for music suites.45 

45 McCue, Edward and Talaske, Richard H. Acoustical Design of Music 
Education Facilities. (New York: Acoustical Society of America, 1990): 
36. 
Geerdes, Harold P. Planning and Equipping Educational Music Facilities. 
(Reston, Virginia: Music Educators National Conference, 1975): 47. 
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Example Layout and Adjacency, Music Suite 
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Figure 72 
Photo Illustrating Tiers 
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Figure 74 
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Activity/ Spatial Analysis (Service) 
Space: Coat Check 
Description: room designed for the formal events that will take 

place at the performance halls 

Total Area: 300 sq. ft x 1 space= 300 sq. ft. 

#Of Users: 1-2 

Design Requirements: The coat check area will be a space reserved 

for the storage of jackets and wraps during public performances. 

The location should be an adequate distance from exits to ensure that 

a line or grouping near the space will not interfere with the entrance 

and exit of the auditorium~ making it difficult to proceed in or out~ 

nor should it interfere with the ticket booth, which in turn may result 

in a line or grouping as well. The space should be equipped with 

storage space for paper wor~ tags, and small hanging bags, to store 

gloves and scarves, that promote organization of the space, as well as 

a counter for the transfer of items. The space should be furnished 

with a set of racks for hanging apparel and small cubby spaces for 

additional items such as hats.46 

46 Geerdes, Harold P. Planning and Equipping Educational Music 
Facilities. (Reston, Virginia: Music Educators National Conference 1975)· 
40. ' . 

Space: Instrument Repair Room 

Description: space design to give the technician a place to repair 

instruments including larger instruments 

Total Area: 250 sq. ft x 1 space = 250 sq. ft. 

#Of Users: 1-2 

Design Requirements: The area should be design to be secure and 

include natural surveillance to ensure adequate storage of 

instruments daily and overnight. The space should be equipped with 

at least one set of double doors~ six foot wide, excluding a center 

support pole or including a removable support pole, for the transfer 

of large items, such as an upright piano. The space should also 

include a counter space for repairing instruments and adequate 

drawer and hanging storage for tools needed to complete repairs. 

The space will also serve as a primary location for 

purchasing and receiving small accessories such as, additional pads, 

reeds, strings, and cleaning essentials for student and faculty. To 

develop a more organized and maintainable space a counter for the 

exchange of services should be provided with secure storage for cash 

and monetary units collected, as well as easily accessible and 

maintain drawers and shelves for the accessories provided. Spaces 

should also be provided for additional moving racks, to store larger 

string instruments. An office space equipped .with a computer, 

telephone and Internet connection capabilities will also be beneficial 

91 



for administrative duties, such as reordering accessories and tracking 

service repairs. In addition the service area will provide students 

with assigned lockers and locker combinations. The school will 

provide locks, which have adjustable combination, for all lockers. 

The repair area should be located in close proximity to 

instrument storage and rehearsal hall. The space can serve as a 

buffer zone for the rehearsal hall, which requires more sound 

isolation than more private spaces, such as practice rooms.47 

Space: Instrument Storage 

Description: provide student with a location to store their 

instrument to reduce the hassle 

Total Area: 300 sq. ft x 2 space = 600 sq. ft. 

#Of Users: 60 per space 

Design Requirements: The instrument storage should be located 

near rehearsal hall and in close proximity to practice rooms, with 

easy access to performances space through 6-foot wide corridors and 

hallways. Storage lockers (See figure 76) to accommodate the 

musical instruments should be utilized to provide security to students 

who are unable to carry their instruments home or those who prefer 

to leave their instruments at the school. The storage lockers will be 

purchased from manufacturers who cater to music school schools 

,., Best, Clarence J. Music Rooms and Equipment. (Chicago: Music 
Educators National Conference, 1949): 25 . 
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and the awkward locker dimensions needed to store various 

instruments (See figures 77-79 for standard instrument dimensions). 

In addition rehearsal halls and ensemble rooms will be 

equipped with large storage cabinets that can be locked for large 

rolling equipment storage similar to the style shown in figure 75. 

This type of storage allow for instrument such as cello and other 

large stringed instruments to easily be moved and transferred without 

the risk of damaging the instrument. In addition these large cabinets 

will be utilized for percussion equipment such as timpani drum or a 

drum set. In addition these rooms should also include drawers or 

cubbyholes with these spaces for smaller percussion items, such as 

triangles and tambourine (See figure 80). 

Any aisle located within instrument storage should be at 

least 6 feet wide to accommodate for traffic and larger instruments. 

Many instruments are sensitive to extreme temperature variances 

therefore all storage areas should be climate .controlled all hours of 

the day. In addition to climate instruments are also extremely 

sensitive to humidity, which can cause woodwind pads to 

disintegrate or stick. This sensitivity to climate and humidity may 

requires the storage facilities to be well ventilated to ensure proper 

humidity balance and may require a separate air-conditioning 

systems to ensure proper climate maintenance.48 

48 Best, Clarence J. Music Rooms and Equipment. (Chicago: Music 
Educators National Conference, 1949): 58. 



Figure 75 
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Figure 76 
Example Storage, Roller Unit 

Figure 77 
Instrument Dimensions 
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Figure 80 
Example of Cabinets Designed for Percussion Storage 
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Space: Recording Studio 
Description: design for composer and performers to record 

performances for critique and to reproduce for the 

public 

Total Area: 500 sq. ft x 1 space = 500 sq. ft. 

# OfUsers: 2-6 

Design Requirements: The recording studio, if possible should 

double as a sound control booth for the auditorium. The space 

should be located at the back of the auditorium, with a slanted, 

double pane viewing window of the auditorium on one side. If 

possible the other side should have the same double paned viewing 

window of a small performance space for recording solo and single 

performances (approximately 500 sq. ft. in size). The space should 

be connected to all classrooms, ensemble rooms, administrative 

conference rooms, select administrative offices, and faculty office 

and studios, through conduits supplying visual feed and audio feed. 

The space should provide adequate electrical outlets for current and 

future equipment, as well as some additional space for future 

expansion. Acoustically the space should be dead to allow for 

precise monitoring of sound quality and clarity, therefore the space 

should be highly insulated and be equipped with diffusion panels on 

the ceiling and walls. 49 

Figure 81 

Recording 
Booth 

~ 
Concert 
Hall 

Conceptual Diagram, Recording Booth 

49 Geerdes, Harold P. Planning and Equipping Educational Music 
Facilities. (Reston, Virginia: Music Educators National Conference, 1975): 
60. 
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Space: Janitorial 

Description: space provided for the janitorial staff to store 

equipment 

Total Area: 80 sq. ft x 2 space= 160 sq. ft. 

# OfUsers: 1-3 

Design Requirements: The janitorial space will provide the 

janitorial staff with a place to clean, prepare and store any equipment 

that is used. A large sink, preferably a floor sink, with running water 

should be provided, as well as a floor drain, to rinse mops and 

buckets. Safety and security of this area is important since some 

hazardous chemicals may be store in this space. The entrance to the 

space should be located off main corridors to conceal it from curious 

occupants, however it should be centrally located within the building 

to allow easier access while the staff is utilizing the equipment and 

the space. The janitorial space does not require an exterior view and 

should be located in area where a buffer zone, between spaces where 

sound isolation is critical, is needed. The space should be well lit 

with artificial light. 
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Figure 82 

Sound Isolation 
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Conceptual Diagram, Janitorial Space 



Space: Ticket Booth 

Description: 

Total Area: 

#Of Users: 

space provided for the selling and distribution of 

tickets for performances 

150 sq. ft x 2 space = 300 sq. ft. 

1-3 

Design Requirements: The ticket booth will be a main feature for 

those wishing to purchase tickets to any performance and the path of 

travel from transportation, to the ticket booth, and further to the 

auditorium must be considered. It is important that the location of 

the ticket booth be maintain away from other areas which may 

develop lines or groupings of people. Two ticket booths have been 

designated for the project, which can include an interior and exterior 

booth, or a single booth on either side of the entrance space should 

be well lit within the ticket booth, as well as outside the space for 

security. The exterior space also needs to be covered to protect those 

wishing to purchase tickets out of weather elements. The glass 

window should be protective glass for security. In addition the space 

should be furnished with a counter with adequate storage space for 

paper work, as well as counter space for a computer and small 

printer. 

Space: Light and Sound Booth 

Description: 

Total Area: 

# OfUsers: 

space provided for the controlling of the light during 

performances 

400 sq. ft x 2 space= 800 sq. ft. 

1-3 

Design Requirements: The lighting booth should be located near 

the rear of each performance space, therefore the lighting director is 

able to see how the changes made affect the performance. In 

addition the occupants of the space will be taking cues and signals 

from the stage manager and a line of sight between the two locations 

is an advantage. However it is also important that the space be 

equipped with a stage switchboard, intercom, telepho~e, monitor, 

and operable windows between the booth and the auditorium. In 

addition a dimmer switch should be part of the installation of the 

lighting booth. Furnishing of the space should include, chairs o~ 

stools for occupants, a light switchboard, counter for any notes or a 

small computer .. There should also be some additional space for 

future expansion. 
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Space: Loading and Unloading Docks 

Description: space delegated for receiving and loading 

merchandise, equipment, instrument and other large 

deliveries 

Total Area: 

#Of Users: 

500 sq. ft x 1 space = 500 sq. ft. 

1-5 

Design Requirements: The loading dock should be located away 

from main entrances to preserve the aesthetic qualities of the 

building. A separate vehicular entrance should be provided for large 

vehicles to reduce the interaction with daily traffic. A loading dock 

should be provided at proper height from ground level to 

accommodate trucks for easy loading and unloading. A ramp should 

also be provided for the loading and unloading of smaller vehicles. 

A small overhang should be provided to accommodate the loading 

dock in inclement weather. At least 250 feet of receiving space 

should be provided with additional space for temporary storage. The 

load doors should be approximately 8 feet wide and 8-10 feet tall, 

preferably garage style to accommodate various height trucks. The 

loading and unloading docks should be located within a close 

proximity to the perfonnance and rehearsal spaces. In addition the 
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path to these spaces should be accessible to large items, therefore 

they should be a minimum of 6 feet wide. 50 

Space: Mechanical and Electrical Room 

Description: space provided to centrally locate all the "brains" of 

the electrical and mechanical systems 

Total Area: 1,000 sq. ft x 1 space= 1,000 sq. ft. 

# OfUsers: 1-5 

Design Requirements: The ducts that bring heat in and out of a 

space can also transmit sounds waves from one space to another. 

Therefore all ducts should be acoustically lined and diffusers should 

be implement on return grilles to provide maximum acoustical 

isolation. The mechanical room should be located away from any 

critical sound areas to reduce excessive sound waves. The 

mechanical motor that will be utilized to run any generators put in 

place, as well as the ventilation system should be floated above the 

slab to reduce sound vibrations with the foundation. 

'
0 Geerdes, Harold P. Planning and Equipping Educational Music 

Facilities. (Reston, Virginia: Music Educators National Conference, 1975): 
40. 



Architectural Precedents Based on Facility Type 

Case Studies- Hamburg School of Music 

Basic Project Data 

• Building Type: Education 

• Location: Hamburg, Germany 

• Architect: Enric Miralles 

• Engineering Consultants: 

• Other Consultants: 

• Square Footage: 1600 m2 = 17223 ft2 

• Budget/ Cost: 

• Occupant Information: approx. 7000 students ages 4 to 25 

• Major spaces/ Spatial Groupings: 

Syntactic 

Public - cafe, auditorium, and administration 

Private - classrooms, practice rooms, and studios 

The building curves and bends within the site, as it nestles 

itself in within the trees (See figure 83). The concept stems from 

Louis Kahn who once said "A school is when children congregate 

around a tree."51 The design utilized the existing trees and wraps 

around them forming an inner courtyard with the building around it. 

51 2000. Enric Miralles Benedetta Tagliabue 1996-2000. Croquis, n. 100-
101: 19-20. 

The elevation of the building reveals a relation to a piano keyboard 

with the strips of vertical color. In the plan, the auditorium wing 

forms the curve of a grand piano (See figure 84 and 85). The plan is 

designed to gradually transition from the public spaces, the cafe, 

administration offices and auditorium space to a more introverted 

and concentrated private spaces, classrooms and practice rooms. 

Structure 

Throughout the structure no two spaces have the same 

dimension, and nothing is repeated. Inside the trees that drive the 

design become steel columns echoing the verticality of tree trunks 

(See figure 86). The vertical movement consists of a series of ramps 

and staircases leading from the public entrance to the hall on the first 

floor (See figure 87). This link allows for ceremonious entrances for 

guest and creates a backdrop for public addresses (See figure 88 and 

89). For acoustical reasons the classrooms are located on separate 

floors than the administration. The structure is meant to express the 

energy and youth of children and music. 

Mechanical 

Not Available 

Electrical 

Not Available 

Building Envelope-Skin 

Originally the envelope of the building consisted of a lot of 

transparency, but due to budget concerns color was introduced as a 
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material. The resulting envelope resembles patchwork, of glass 

windows at a child's eye level, color brickwork, and color plaster 

(See figure 87). The entire envelope allows a variety of changing 

and transforming light to 

enter through vertical walls and horizontal and sloped roof decks. In 

addition to the physical envelope a free standing curved concrete 

wall and mature chestnuts shield the building and occupants 

acoustically an visually from a busy street that runs tangent to the 

site. 

Fitments 

Not Available 

Remarks 

The name Hamburg Counterpointe stem from the concept of 

a Counterpointe rhythm of natural versus man made elements and 

related to both the classical and modem musical forms. The building 

is an example of Enric Miralles and Benedetta Tagliabue's design 

methology, which includes discovering the essence of a sense of 

place. 
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first floor plan 

Figure 84: 
First Floor Plan, Hamburg School of Music 
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second floor plan 

Figure 85 : 
Second Floor Plan, Hamburg School of Music 
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Figure 86: 
Main Entrance, Hamburg School of Music 
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Figure 87: 
Longitudinal Section, Hamburg School of Music 
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Figure 88: 
Auditorium Circulation Connection, Hamburg School of Music 

Figure 89: 
Auditorium Circulation Connection, Hamburg School of Music 
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Case Studies- Shepherd School of Music 

Basic Project Data 

• Building Type: Education 

• Location: Houston, Texas (Rice University) 

• Architect: Ricardo Bofill of Taller de Arquitectura 

• Acoustical Consultant: Kirkegaard & Associates 

• Construction Consultant/ General Contractor: Miner

Dederick Construction 

• Square Footage: 470ft wide by 240ft deep; 110000 sq ft 

• Budget/ Cost: $17.5 million (majority spent on acoustical 

control) 

• Occupant Information: College Students and F acuity 

• Major spaces/ Spatial Groupings: 

Private- 30 teaching studios, 55 student 

practice rooms, and administrative offices 

Public - Four-performance halls 

Action Syntactic 

The Dean of Rice University Shepherd School of music 

relates the life of a musician to the life of a monk. Both spend long 

hours in solitary search of spiritual harmony, the monk does so 

through prayer and the musician does so through practice. The 
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design of the building emulates this relationship as the musician 

progress through the building from the practice rooms to the 

performance hall, compared to the monk who progress from the 

cloister to the cathedral. Ricardo Bofill attempt to create a design 

that reveal the Dean's idea that the classical attitude provided the 

best possible suitable background for renewal and the search for the 

first principle of art. The building is divided into four sections by the 

axial "streets" which cut through the center (See figure 90 and 91). 

Each quarter consists of both large and small spaces throughout. The 

design also features two interior courtyards, which separate the 

private east side from the public west side. However throughout the 

design the architect took a secondary role to that of Lawrence 

Kierkegaard, who designed the acoustical control of the music 

school. 

Structure 

In the initial stages of the design the Dean made it 

very clear that no compromising should be done to create 

multipurpose performance halls. Each of the four performance halls 

were designed and tuned for specific types of music and musical 

performances. The first and largest is the Stude Concert Hall, which 

seats approximately 1,000 to 1,200 (See figure 92). The design 

features a 2.2 second reverberation time and can be adjusted slightly 

with vertically retracting fabric banners. The wall consists of 



repeating columnar order similar to the exterior, which diffuses the 

sound evenly throughout the hall. In addition, there is a reflecting 

panel over the orchestra and the front part of the stage can be 

lowered into a pit. 

The next performance venue is the Duncan Recital Hall, 

which seats approximately 236 to 250 people (See figure 93). The 

recital hall is design for chamber music and solo performances. The 

reverberation time is 1.8 seconds and can be reduced to 1.4 seconds 

with wall banners. The third is an Opera Rehearsal studio. Finally 

the Organ Recital Studio, which seats 200, is presently lacking 

furnished instruments and is unused. 

The building structure consists of a steel frame, which 

prevents sound transmission throughout the building. Neoprene 

connectors separate the nine structural compartments. The east 

fa~ade utilizes a large curved wall, which results in irregular shaped 

rooms (See figure 90 and 91 ). This irregular shape prevents the 

effects of standing waves common in many rectangular rooms. 

Mechanical 

The mechanical equipment slabs are floated above the 

structural slab to reduce noise from vibrations and a low velocity air 

conditioning system is in place to reduce noise from the air 

movement. In addition a 7inch thick concrete roof deck deflects 

noise from outside the building structure. 

Electrical 

Not Available 

Building Envelope--Skin 

The existing buildings on campus are burned orange tones 

and gray limestone. Originally the designed called for precast 

concrete panels on the exterior. Instead the precast monolithic stone 

was substituted with a warm toned precast concrete to blend better 

with the rest of campus (See figure 94). 

Fitments 

The interior is donned with African Sapele--Wood paneling 

and excerpts of gray painting with large expanses of gypsum board 

and concrete blocks. The windows and doors are suburban style 

metal door and frames. 
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Figure 90: 
First Floor Plan 
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SECOND FLOOR 

Figure 91: 
Second Floor Plan 
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Figure 92: 
Stude Concert Hall Figure 93: 

Duncan Recital Hall 
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Figure 94: 
West Fa9ade 
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SECTION IV 
Space Summary 
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Programmed Private #of Users Net Usable Sq. #of Spaces Total Net Usable 
Space Ft. 

Administrative 1 200 8 1,600 

Conference Room 4-20 300 3 900 

Faculty Office/ Studio 1-4 250 35 8,750 

Individual Practice Room 1-4 100 40 4,000 

Student Lounge Area 10-20 700 3 2,100 

Restroom 7 200 6 1,200 

Stage Manager's Desk 1-2 150 2 300 
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Programmed Public Space #of Users Net Usable Sq. #of Spaces Total Net Usable 
Ft. 

Concert Hall 500-1,000 7,000 1 7,000 

Classrooms/ Large Ensemble 
16-25 300 10 3,000 Practice 

Public Entry Space 50-600 3,500 1 3,500 

Additional Entry Space 20-40 1,500 1 3,500 

Library 5-20 1,000 1 1,000 

Listening Rooms 1-4 75 5 375 

Solo/ Recital/ Lecture Hall 300 3,500 1 3,500 

Rehearsal Hall (Band) 10-100 2,000 1 2,000 

Rehearsal Hall (Choir) 10-50 1,200 1 1,200 
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Programmed Service 
#of Users 

Net Usable Sq. #of Spaces Total Net Usable 
Space Ft. 

Coat Check 1-2 300 1 300 

Instrument Repair Room 1-2 250 1 250 

Instrument Storage 60 300 2 600 

Recording Studio 2-6 500 1 500 

Janitorial 1-3 80 2 160 

Ticket Booth 1-3 150 2 300 

Light and Sound Booth 1-3 400 2 800 

Loading/ Unloading Dock 1-5 500 1 500 

Mechanical/ Electrical Room 1 ~5 1,000 1 1,000 
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Net Usable Sq. Ft. 
Total Net Usable Sq. Gross Square Footage 

Ft. Factor= 1.2 Factor= 1.3 

Private Space 1900 18,850 22620 24,505 

Public Space 20,075 25,075 30090 32,598 

Service Space 3480 4,410 5292 5,733 

Total Programmed 58002 62,836 
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SECTIONV 
Contextual Description 
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Overview of Project Location and Site 
The proposed location of the design project is located in 

South Dallas, near the Cedars Dallas Rapid Transit Station. The area 

is currently in the process of urban redevelopment. The City of 

Dallas hopes to bring revitalization to the area and create another arts 

district. The site is directly connected to downtown Dallas via 

Lamar Street, which runs northeast and southwest. The site is also 

located in close proximity to major highways, such as Interstate 67 

and Interstate 35. The borders of the site include Lamar Street to the 

southwest, Dart to the northeast, Belleview Street to the southeast 

and Powhattan Street to the northwest. 

The physical address of the site is 913 Belleview, Dallas, 

Texas 75215. The current owner ofthe property is South Side Plaza 

LP. The land was valued at $491,490 during 2003, with 

improvements totally $155,970, therefore the certified value of the 

land for 2003 is $647,460. The site is zoned a commercial lot under 

state code and is not assigned under any zoning ordinance through 

Dallas county. The site is 163,829 square feet, which is 

approximately 3. 76 acres. Currently the site is being used for 

additional parking. The jurisdictions over the site are Dallas (city}, 

Dallas (county), Dallas lSD (school}, Dallas County Community 
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College (College}, and Parkland Hospital (Hospital). 52 The City of 

Dallas Planning Department maintains the codes applied for zoning, 

planning, building, and other areas which affect a project, online 

through the City of Dallas website, 

htq>://www.amlegal.com/nxt/gateway.dll?f=templates&fn=default.ht 

m&vid=alp:dallas tx. 

Figure 95: 
Site in Relation to Downtown Dallas 

52 Dallas City Hall.com. "Residential Account Detail." (2004): n.pag. 
Online. Internet 27 Mar. 2004. Available: 
http://www .dallascad.org! AcctDetaiiRes.aspx?ID=OOOOO 109336000000. 



Figure 96 
Site Location 

Epistemology of Contexts 

The area, commonly referred to as "South Side" or "The Cedars", 

began in the 1870's as a modest traditional neighborhood. "The 

Cedars", so named for the Oak and Red Cedar Trees that once 

populated the site, quickly developed into a prominent and elegant 

neighborhood filled with grand Victorian manors. The location was 

ideal for the development of a prominent community, and for a time 

was home to Dallas's wealthiest residence. Adding to the 

neighborhoods appeal, a streetcar was implemented and ran from 

"The Cedars" to downtown. The area was home too much of 

Dallas's Jewish population at the time, including the entrepreneurs 

Alex and Philip Sanger, wh~ were founders of the Sanger Brothers 

department store chain. However, due to an increase in population 

around 1890, many apartment structures were built on the outskirts 

of the area to house the increasing population demand, which ended 

the isolation the area once embraced. Also due to insufficient 

zoning, commercial and industrial development was built, many next 

to the Victorian manors that once dominated the area. As industry 

and commercial moved into the site, the residence that made it one of 

the wealthiest neighborhoods moved out. By 1920, the commercial 

district was losing momentum and the industry was taking over. In 

1932, the Trinity River levees were completed, and bars and 

dancehalls populated the area, creating havens for the working class 

to unwind. By 1980 the industrial expansion came to an end and the 
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empty lots outnumbered the buildings. The area became a refuge for 

the homeless and transient population, and after a while the few 

remaining business closed their doors to the public as well. 

However, there are many developers who have rediscovered the area 

and have taken on the burden of bringing life back to this forgotten 

community. The Sears Catalog Distribution Center, now South Side 

On Lamar, is one of many projects utilizing old buildings to 

rediscover and reuse the past. Many developers are turning old 

warehouses into lofts space for artists who are finding the "South 

Side" area to be a unique and rewarding place to live. 

Contextual Synthesis 

Goal: The site will emphasize the use of public transportation, due to 

parking constraint within the context of the site. 

• Develop safe pedestrian enhanced access from DART 

Station located across Belleview (See figure 97). 

• Develop safe pedestrian enhanced access from convention 

center parking (See figure 98). 
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Figure 97 
Dart (Red) Proximity to Site (Blue) 



Figure 98 
Convention Center (Red) Proximity to Site (Blue) 

Goal: The site will provide exterior landscaping that encourages 

enhanced public amenities provided and maintain by the owner to 

maximize the lot coverage available. 

Goal: The site will include a landscaping emphasis near the main 

public entrance of the facility to encourage use of this entry by the 

public, similar to the landscaping provided at the entrance of the 

mM Building (See figure 99). 

Figure 99 
IBM Building Main Entrance 
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Goal: The site and landscaping will be developed with 

characteristics that emphasize and enhance the ability for natural 

surveillance. 53 

• Maintain high tree canopy and low shrubs to provide 

visibility 

• Ensure lighting that emphasizes surveillance by 

illuminating buildings and pedestrian paths 

• Locate entrances along main roads to increase natural 

surveillance ability 

• Provide direct paths with minimum obstruction and 

permeable comers 

• Any barriers such as fences and walls should be permeable, 

allowing user to see before entering 

Site Analysis 

Economic Context 

According to the 2000 Census report54 ·1 00% of the 

population over the age of 16 is employed. Of that 58.2% is in the 

labor force while the remaining 41.8% is not. The majority of the 

53"Development Control Plan: Crime Prevention Through Environmental 
Design." (2004): n.pag. Online. Internet 03 April2004 (12:30) Available: 
http://www.canterbwv.nsw.gov.aulbuildingldco/dcp29.htm#bl .l 
54 "Economic Characteristics Census 2000." (2004): n.pag. Online. 
Internet 16 Feb. 2004. Available: 
http://census.dfwinfo.com/sf3/dp3.aso?ptX=2492510&ptY=6966957&buffe 
r= l&Geo=Radius&dfwmaps=on. 
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work force, 55.5%, is employed in management and professional 

related occupations. Sales and office occupations employ 22.3%, 

while the remainder of workers, are spread over a variety of various 

fields. Private wage and salary workers command the majority class 

ofworkers, 87.9%. 

In 1999, 4.5% of the total households made less than 

$10,000 dollars that year. The majority of the households incomes, 

50.5%, make $49,999 a year or less. The median household income 

is $54,211 and the average household income is $71,287. Therefore, 

since the median is less than the average, therefore those who earn 

more than the median, make a considerable amount more. 

Unfortunately the further the income varies from the median the 

larger the gap between household incomes. The average per capita 

income for 2000 was $33,539. 

In the 2000 Census results 6.3% of the households were 

living in poverty status. Of the 6.3%, 2.89% are families with a 

female householder and no husband present. Unfortunately the 

information shows that although the average household income is 

low, there is a possibility that the difference between the higher 

income and lower incomes is large. 

Within a 1-mile radius of the site there is approximately 

1,048 housing units, and 91.3% of those units are occupied. Of the 

occupied housing only 4.9% own there home, while 95.1% rent. A 



majority of the households, 77 .8%, are none family households and 

only 22.2% are family households. 55 

Cultural and Social Context 

The ancestry of those who reported, is mainly German, 

9.1 %, however 8.5% are of Irish ancestry. Even though the ancestry 

is spread among many lines of people, 88.9% were born in the 

United States and are native to the USA, and only 0.4% of the 

citizens are foreign born. Out of the total population the majority of 

people claim their race as white, 55.3%, or African American, 

29.9%. The sexual make up is 58% males and 42% females. The 

majority of the males are age 25 to 45. The majority of the females 

are age 25 to 34. 

The education levels are interesting and dangerously low. 

Based on the total population 21.7% of the population did not 

continue their education beyond the 9th grade. Approximately the 

same percent, 20.4% are high school graduates or the equivalent with 

no further training. However 41.3%, even those this is considerably 

below half of the population, have received some form of a college 

55 "Economic Characteristics Census 2000." (2004): n.pag. Online. 
Internet 16 Feb. 2004. Available: 
http:/ /census.dfwinfo.com/st3/ dp3 .asp ?ptX =249251 O&ptY =696695 7 &buffe 
r= 1 &Geo=Radius&dfwmaps=on 

degree, whether it is an associate, bachelors, graduate, or 

professional degree. 56 57 

Built Context 

As mentioned previously the area in is the process of 

undergoing major urban redevelopment. The anchors of the site 

include the ffiM building, which is located directly across Belleview 

Street (See figure 100), along the DART tracks, and the South Side 

Grill, located on the northeast comer of the intersection of Belleview 

Street and Lamar Street. Both of these buildings were located within 

the site before the urban redevelopment began. The first addition to 

the neighborhood was South Side on Lamar located southwest of the 

intersection of Belleview Street and Lamar Street. The building was 

previously the Catalog and Merchandise distribution center for Sear 

and Roebuck Company. In 1993, the Center was closed down. The 

building has since been renovated and turned into loft spaces. The 

building has become a major asset to the site and a means to prove 

that urban redevelopment is possible. Another recent addition to the 

site has been the relocation of the Dallas Police Headquarters. The 

56 "Social Characteristics Census 2000." (2004): n.pag. Online. Internet 16 
Feb. 2004. Available: 
http:/ /census.dfwinfo.com/st3/dp2.asp?ptX =249251 O&pt Y =696695 7 & buffe 
r=1&Geo=Radius&dfwmaps=on · 
57 ''Housing Profile Census 2000." (2004): n.pag. Online. Internet 16 Feb. 
2004. Available: . 
http:/ /census.dfwinfo.com/st3/ dp4 .asp?ptX =249251 O&ptY =69669 57 &buffe 
r= 1 &Geo=Radius&dfwmaps=on 
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new headquarter is located also across Belleview Street, on the 

southeast comer of Belleview Street and Lamar Street. The 

relocation has help bring stability and a sense of safety to the area, 

which was something lacking previous to the relocation. The 

development of the DART to the area has also increased outsider's 

awareness of the redevelopment and is continually bridging the gap 

between the site and it's surroundings. The final piece to the puzzle, 

so far, has been the renovation to an old warehouse to house a 

nightclub called Gilley's, which features live music every night of 

the week. 

Physical Context 

The following maps provide physical information on the site 

including the location of the site in relation to surrounding access 

DallaS 
Gilley'S 

through 117 illustrate the site in blue and the direction of the 

photograph by a red arrow. 

roads and highways (See figure 101 and 102). As previously 
Scd'ISide 

mentioned the site is currently a parking lot, shown in the 2001 aerial Grill 

photo, figure 100. Although Belleview Street is in poor condition 

the remainder of the street located around the site are in good 

condition (See figure 104). The topography of the site is illustrated in 

figure 102. Finally water utilities are available in the area for future 

development 

(See figure 1 07). In all maps and diagrams the site is located at the 

center of the illustration, similar to the location in figure 1 02. 

Figures 107 through 118 are view around the site; figures 115 
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Figure 100: 
Location of Surrounding Built Context 

IBM 
Buldlng 



7 
I 

I 

. --~~-----·-···· ··----- -------- -~·~~ 

Figure 101 
Street Map Surrounding Site 
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Figure 102 
Street Map with Site Indicated in Blue 
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Figure 103 
2001 Aerial Photo of Site 
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Figure 104 
Road Condition Surrounding the Site 
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Figure 105 -- ·· " · · -·· · ·· · · ···· ·-- · · - . 

Topography for the Site 

137 



8 
3 

v 

0 I 

Figure 106 
Water Lines and Water Facilities 
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Figure 107 
View of Site Along Belleview, East (left) to West (right) 

Figure 108 
View of Site (Continue from Figure 107) Along Belleview, East (left) to West (right) 
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Figure 109 
View of Site (Continue from Figure 108) Along Belleview, East (left) to West (right) 

Figure llO 
View of Site (Continue from Figure 109) Along Belleview, East (left) to West (right) 

140 



Figure Ill 
View of Site Along Lamar, North (left) to South (right) 

. .. 

Figure 112 
View of Site Along Lamar (Continue from Figure Ill), North (left) to South (right) 
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Figure 113 
View of Site Along Lamar (Continue from Figure 112), North (left) to South (right) 

Figure 114 
View of Site from Southwest of Intersection 
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Figure 115 
View Looking East Down Belleview 

Figure 116 
View Looking North Up Lamar 
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Figure 117 
View East of Site Towards DART Station 

Figure 118 
View of Comer of Site Along Powhattan Near DART Tracks 
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Meteorological Context 
The information presented in this section is an overall view 

of the annual weather data, based on a month-by-month comparison. 

The average weather temperature for the Dallas area ranges 

from approximately 45 degrees Fahrenheit in January to 

approximately 87 degrees in July. Annually the Dallas area receives 

the majority of the rainfall for the year in May, which averages 

around 5.5 inches, however snowfall in the area is very rare an 

occurs mainly in January or February reaching on average 1 inch per 

month. The average wind speed throughout the year ranges between 

8.9 mph, in August, to 12.6 mph in April. See Table 1 and 2 for a 

tabular display of the results on the following page. 

Another aspect of the meteorological data is the wind speed 

and direction. Figure 116 illustrates the wind direction and intensity 

annually utilizing a wind rose. As evident the majority of the wind 

comes from mainly the north and the south. To better understand the 

diagrams it is important to remember that 1-knot is equivalent to 

1.15 mph. Utilizing this information and the diagram, annually the 

majority of the wind comes from the south at 11-16 knots, which is 

12.5 mph to 18.5 mph. For a month-by-month breakdown See 

Appendix A, pages 15-17. 

Another important meteorological aspect of the context is 

the angle of the sun throughout the year. In a school this could be 

important when designing rooms that require indirect sunlight, as 

oppose to rooms that require direct or no sunlight at all. Sun angles 

can also be utilized when determining the amount of glare that may 

result in a space. Finally sun angles, in turn, create shadows, the 

angle of the sun determines the direction and length of the shadow, 

which can become an important feature in an architectural design. 

The sun angles for the Dallas area are illustrated graphically in figure 

120, utilizing the latitude and longitude coordinate for Dallas. 

Currently the area is under urban redevelopment. This 

includes the addition of South Side Grill, South Side on Lamar, 

Dallas Police Headquarters, and Dallas Gilley's. The area is 

continuing growing ~ the city is urging the new comers to the site 

to resist tearing down older building, but instead to reuse the current 

empty warehouses that existing in the context surrounding the site. 

South Side on Lamar, which was originally the Sears 

Distribution Center, has now been renovated into spacious loft style 

apartments. The ground level houses a laundry facility, a cafe, a 

video rental shop, a flower shop, a small convenience store, and· 

artist studios. The developer took a huge risk with the development 

of South Side on Lamar. Many of the artists, who utilize the studios 

located on the first floor, live in the lofts with a subsidized rent The 

developer and investors of South Side on Lamar are dedicated to 

bringing a sense of community to the area and give subsidies to artist 

who actively participate in activities that develop a stronger 

community. For photos of South Side on Lamar see figures 121 

through 123. 
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I II Jan Feb Mar II Apr May II Jun II Jul Aug Sep Oct II Nov Dec I 
jAverage temp. eF) 45.5 50.6 58.5 II 66.0 74.1 II 81.9 II 86.2 85.8 78.6 68.1 II 56.1 47.7 I 
jHigh temperature eF) 55.2 60.8 68.9 II 76.4 83.7 II 91.5 II 96.0 95.7 88.4 78.5 II 65.9 57.3 I 
jLow temperature eF) 35.8 40.5 48.0 II 55.6 64.5 II 72.3 II 76.3 75.9 68.7 57.7 II 46.4 38.2 I 
!Precipitation (in) 2.0 2.4 3.1 II 3.5 5.4 II 3.9 II 2.4 2.2 2.7 4.6 II 2.7 2.6 I 

Table 1 
Average Meteorological Data for the Dallas Area 

I Jan Feb Mar Apr May Jun Jul II Aug II Sep I Oct Nov Dec 

joays with precip. 7 7 8 8 9 7 5 II 5 II 6 6 6 7 

IWind speed (mph) 11.0 11.7 12.6 12.4 11.1 10.6 9.8 II 8.9 II 9.3 9.7 10.7 10.8 

!Morning humidity (%) 79 78 79 I 81 86 85 79 78 II 82 82 I 81 80 

!Afternoon humidity(%) 63 61 59 II 59 I 63 59 53 53 59 58 II 61 63 

!sunshine(%) 52 54 58 II 61 II 57 67 75 73 67 63 57 52 

!nays clear of clouds 10 10 10 II 9 II 8 11 15 I 15 13 II 14 12 11 

jPartly cloudy days 6 6 8 II 8 II 10 12 10 II 10 9 II 7 6 I 6 

jctoudy days 16 13 14 II 13 II 13 8 6 II 6 II 9 II 10 12 II 14 

jsnowfall (in) 1.1 1.0 0.2 II 0.0 II 0.0 0.0 I 0.0 II 0.0 II 0.0 II 0.0 0.1 II 0.2 

Table 2 
Average Meteorological Data for the Dallas Area 

146 



Figure 119 
Annual Wind Rose Diagram, Dallas, Texas 
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Figure 120 
SOLAR AZ IMUTH (Degrees) 

Sun Angles for Dallas, Texas 

148 



The Dallas Police Headquarters has been a recent addition to 

the site as well. The Police Headquarters was relocated here to help 

the community develop a sense of stability and to r~orce the 

sense of safety. The area has had a history of being a criminal hot 

spot, which was a result of many of the transient population flocking 

to this area. The Police Headquarters also includes a small 

displaying, telling the history of the Dallas Police Headquarters, 

which makes it and interesting place to visit for guests to the area. 

For photos of the Dallas Police Headquarters see figures 124 and 

125. 

The South Side Grill is a small cafe located on the comer of 

the site. The small building can get lost in the giants that surround it, 

but it offers a unique atmosphere to any visitors wishing to take a 

chance. The grill's uniqueness adds intrigue to the area, as if it is a 

secret that is waiting to be explored. For photos of South Side Grill 

see figure 126. 

The most recent addition has been Dallas Gilley's, which is a 

nightclub that offers a distinguished list of performers almost every 

night of the week. The developers invested in an old building and 

remodeled it to fit the occasion. So far the opening and operation of 

Gilley's has been a success bringing many to the area who might 

have never broken past the reputation the area once lived up to. 

Other businesses and opportunities are following suit. Poor 

David's Pub will be opening across the street from South Side Grill 

soon. The addition of a music school to the area, will only re

enforce the area's commit to not only the arts but the community as 

well. There is also a sense of permanence with the stability of 

businesses that have weather the storm of the past, including ffiM 

(See figure 127) and a distribution center located behind South Side 

on Lamar (See figure 

129). 

Figure 121 
South Side on Lamar, Northeast Side 
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Figure 122 Figure 123 
South Side on Lamar, Northwest Side South Side on Lamar 
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Figure 124 Figure 125 
Dallas Police Headquarters Dallas Police Headquarters, Main Entrance 
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Figure 126 
South Side Grill, West Side 

Figure 127 
IBM Building 
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Figure 128 
Construction Company 

Figure 129 
Distribution Center, Behind South Side on Lamar 
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Figure 130 
Empty Warehouses 

Figure 131 
Future Home of Poor David's Pub 
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Parking Requirements 

Located online are the Dallas Zone Ordinances including 

parking regulations and requirements. The following tables outline 

the calculations made regarding required parking. In general the 

parking provided is shared parking, which requires hours of 

for the school and public performances to be separate and established 

prior to development. The required area calculation for both parking 

and landscaping is 90,521 square feet. 

Table 3 

Private School Parking Requirements- Sec 51A 4.204-17 

_(Qtilized average of25 students in average classroom) 

Classrooms 

Classrooms/ Large 
Ensemble Practice 

Individual Practice 
Rooms 

Rehearsal Hall 
'Band) 

Rehearsal Hall 
Choir) 

Recording Studio 

#Of Spaces Total 
#Users Provided Stalls _per S_i!_ace Stalls 

16-25 10 9.5 95 

1-4 40 1.5 60 

10-100 1 38 38 

10-50 1 19 19 

2-6 1 3.5 3.5 

Total 215.5 

Reduction w/ Enhanced Public Amenities (20%)1 172.4 
Sec SIP 317.111 d-5-B 

Parking Requirement Based on Private School Use 
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Table 4 

Administration and Faculty Parking based on Office Use- Sec 51A 4.204-5 

Space 

Administrative Offices 

Conference Room 

Faculty Office/ Studio 

(I stall_Qer 333 square feet offloor area) 

#Of Spaces Total Net Square Total 
Square Footage Provided Foob!ge Stalls 

200 8 1600 4.8 

300 3 900 2.7 

250 3S 87SO 26.3 

Total 33.8 

Reduction w/ Enhanced Public Amenities (20%)1 27.0 
Sec SIP 317.111 d-S-B 

Parking Requirement Based on Administrative Use 

Space 

Stage Manager1s 
Desk 

Concert Hall 

Solo/ Recital/ 
Lecture Hall 

Light and Sound 
Booth 

Table 5 

Theatre Parking Requirements - Sec 51A 4.204-30 

(I stall per 28 square feet of seating area) 

#Of Spaces Total Net Square Total 
Square Footage Provided Footage Stalls 

ISO 2 300 10.7 

7000 I 7000 2SO.O 

3SOO 1 3SOO 12S.O 

400 2 800 28.6 

Total 414.3 

Reduction w/ Enhanced Public Amenities (20%)1 331.4 
Sec SIP 317.111 d-S-B 

Parking Requirement Based on Theatre Use 



Handicap Provisions - Sec SlA 4.305-e 

Total Spaces Provided Without Special Parking Approval 

Total Spaces Provided Without Special Parking Approval (20% reduction) 

Percentage 
Handicap Stalls 

Parkin2 Spaces Provided Required 

530.9 1.00% 

Common Aisle Adjacent Clear Total Handicap 
Stall Width (ft) Between Two Space for Single Area Using Layout 

Stalls (ft) Stall (ft) Below (sq ft) 

9 8 5 2288 
Table 6 
Handicap Parking Requirement Based on Total Required 

9'-0" 9'-0" 

Figure 132 
Handicap Parking Layout, Provided Parking Will be Mirrored Across Red Section Mark 

663.6 

530.9 
Total 

Handicap 
Stalls 

Provided 

5 
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Special Shared Parking Provision - Sec 51A.323 

(5) For shared parking, a study of parking demand and accwnulation during all days and hours of 
operation for all uses sharing parking. 

School Hours of Operation (Private School) 

Performance Hall Hours of Operation (Public Performances) 

Performance Operation Parkine Reauired (20% reduction) 

Private School and 
Offices 199.4 

Performance Space 331.4 

Table 7 
Shared Parking Provision and Comparison 

8:00am-5:30pm 

7:00pm-12:00m 

p erformance Space will 

~ 
p 
s 

overn the required number of 
arking stalls based on special 
hared parking approval. 



Table 8 

Square Footage Parking Requirement- Sec 51A 4.301-d 

Standard Parking Spaces Provided with 20% Reduction 

Parking Bay Width Parking Angle 

9'-011 90 

Standard Bay dimension set forth by the city of Dallas incorporated two 
parking spaces, therefore each square footage calculation accounts for two 
parking stalls 

Standard Sq Ft - Two Stalls = 522 Sq ft 

Total # of Stalls # Standard Stalls Standard Stall Total Parking 

Provided in Sq Ft Area (Sq Ft) Standard Area (Sq 
Calculation Ft) 

331 2 522 86502.9 

Required Square Footage for Parking 

331 

Two Rows/ Two Way 

58'-011 
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t 
58'- o" 

t 22'- 0" ~ 14'- 0" ~ 22'-0* 

i i 

I ~ 
Figure 133 
Dimensional Analysis and lllustration of Provided Parking Stalls Utilizing Dallas Zone Ordinance Dimensions 

Square Footage Landscaping Required- Sec 51P 317.111-5-C 

C) A parking lot may not contain more than 60,000 square feet of paved area uninterrupted by a row of cluster of trees 

Landscaping Area Provided = 

Table 9 

86,503 sq ft > 60,000 sq ft, therefore landscaping is required 

Landscaping Percentage to be Provided == 

1730.1 Sqft 

Required Square Footage for Landscaping 

Conclusion 

Total Parking Lot Area Including Landscapin2 Treatment 

· 90520.9 Sq ft 
Table 10 
Total Area Required for Parking and Landscaping 

2.0% 



Analysis of Relevant Contexts 
The following design requirements and concept diagrams are 

in direct response to The Dallas City Code and the Planned 

Development for PD317, also known as the Cedars Area Special 

Purpose District. The site is located on Dallas Zoning Map K-7 (See 

figure 133 and 13S)s8
, within PD317, and sub district 3A (See figure 

135), which has been designated "Transit-oriented High Density 

Mixed Use." The purpose of this area is to "encourage development 

that supports day and night-time activity, use of mass transit, 

increased pedestrian and bicycle use, and more efficient use of 

parking spaces. "s9 This specific district permits institutional and 

community service uses, including private schools. 

Design Requirement: Yard, Lot, and Space Regulations 

No minimum front, side and rear yard is required, however if 

a side and rear yard are provided, the minimum set back is 10 feet. 

Since the structure will not provide residential uses the maximum 

floor area ratio is 4.0 and the maximum structure height is 90 feet. 

'
8 Dallas City Hall.com "Zoning Map Location Grid." (2004): n.pag. 

Online. Internet 02 April2004 (18:26). . . 
A vai1ab1e:http://www.dal1ascityhall.com///dallas/eng/zorungmaps/zomng m 
a~s grid.html . 
5 The Dallas City Code. "Sec.51P-317.ll (d-1)." (2004): n.pag. Onhne. 
Internet 02 Apri12004 (18:26). Available: . 
http://www.amlegal.com/nxt/gateway.dll?f=templates&fn=default.htm&vid 
=alp:dallas tx 

"A lot in this sub district with frontage on Lamar Street or Belleview 

Street is permitted 100 percent lot coverage if the owner of the lot 

provides and maintain enhanced pedestrian amenities,'o60 (see figure 

136) which will be discussed in a moment. If enhanced pedestrian 

amenities are not provided and maintained the maximum lot 

coverage is 80 percent (see figure 13 7). The lot coverage includes 

above ground parking structures, but does not include surface 

parking lots and underground structures. 61 

Design Requirement: Off Street Parking and Loading 

The regulations permit a 20 percent reduction in parking 

requirements if the owner of the lot provides and maintains enhanced 

pedestrian amenities along the area connecting the parking lot to the 

DART light rail station, which is located across Belleview. In 

addition remote parking may be located within a maximum wa~g 

distance of 1,300 feet from the structure if enhanced pedestrian 

amenities are locate along the path between the remote parking 

60 The Dallas City Code. "Sec.51P-317.ll (d-4-F)." (2004): n.pag. Online. 
Internet 02 April2004 (18:26). 
Available:http://www.amlegal.com/nxt/gateway.dll?f=templates&fn=defaul 
t.htm&vid=alp:dallas tx . 
61 The Dallas City Code. "Sec.SIP-317.11 (d-4)." (2004): n.pag. Online. 
Internet 02 April 2004 (18:26). . 
Available:http://www.amlegal.com/nxt/gateway.dll?f=templates&fn=defaul 
t.htm&vid=alp:dallas tx 
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Figure 134 
Dallas Zoning Map, Zone K-7 
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Figure 135 
Dallas Zone K-7, Site Corners Highlighted in Red, Portion of Figure 129 
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Figure 136 

10'-o' 

tl 

Lot Space Available 
100% 

Pedemian Amenities Space 

Lamar Street 

Belleview 
Street 

Concept Diagram, Lot Coverage Available With Provided and Maintained Pedestrian Amenities 

facility and the structure. In addition to parking lot 

requirements the following considerations must be made on the 

site, parking lots, garbage storage, and off street loading should be 

screened with landscaping and permanent screening structures. 

Garbage storage and off street loading should also be an important 

security concern during times when constant monitoring is 
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unavailable. A parking lot should maintain no more than 60,000 

square feet of paved area uninterrupted by a cluster or row oftrees.62 

62 The Dallas City Code. "Sec.51P~317. 11 (d~7)." (2004): n.pag. Online. 
Internet 02 April2004 (18:26). 
Available:http://\VV'i\\'.amlcgal.com/nxt/gatcwav.dll?f=tcmplalcs&fn=dcfaul 
l. htm&vid=alp:dallas tx 
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Figure 137 

Lot Space Available 
800/o 

Lamar Street 

7'-rl' 

Space Not A vail able for 
Building Use Due To 
80% Lot Use Restriction 

Belleview 
Street 

Concept Diagram, Lot Coverage Available Without Provided 
and Maintained Pedestrian Amenities 

Design Requirement: Nonpenneable Coverage 

As mentioned before a lot with frontage along Lamar Street or 

Belleview Street may maintain 1 00 percent lot coverage, and in 

addition may retain 1 00 percent nonpermeable coverage, if the 

owner provides and maintains enhanced pedestrian amenities along 

the frontage of the lot. If the owner chooses to not provide and 

maintain these amenities and maximum nonpermeable coverage of 

90 percent must be maintain. In addition all lots with frontage on 

Lamar Street and Belleview Street must maintain a sidewalk 

minimum unobstructed sidewalk width along these streets of seven 

and one-half feet. 63 

Design Requirement: Enhanced Pedestrian Amenities 

Enhanced pedestrian amenities are designed to the 

development of a higher standard of improvements in the pedestrian 

area aimed at increasing the attractiveness and improvement the 

pedestrian experience along the street. To provide and maintain the 

amenities, the owner must enter into an agreement with the City of 

Dallas agreeing to continue maintenance after construction is 

complete. Pedestrian amenities include the following (see figure 

138): 

• One street tree at least every 25 feet of frontage in the pedestrian 

amenities area 

• Sidewalk with a minimum width of 10 feet in the pedestrian . 

amenities area 

• One street lamp a minimum of every 50 feet of frontage in the 

pedestrian amenities area 

• A minimum of 5 bicycle parking spaces per every 1 00 feet of 

frontage in the pedestrian amenities area 

63 The Dallas City Code. "Sec.SIP-317.11 (d-7)." (2004): n.pag. Online. 
Internet 02 April 2004 (18:26). 
A vailable:http://www.amlegal.com/nxt/gateway.dll?f=templates&fn=defaul 
t.htm&vid=alp:dallas tx 
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• At least one pedestrian bench every 100 feet of frontage in the 

pedestrian amenities area 

• At least one trash can every 100 feet of frontage in the pedestrian 

amenities area 

The following amenities are optional amenities considered to further 

enhance the pedestrian area: 

• Canopies and awnings 

• Flagpoles 

• Public art 

• Tree or shrub planters 

• Water fountains 

• Newspaper racks 

The enhanced amenities area must not extend more than 30 feet from 

the curb and must be accessible to the public at all times. The 

amenities must be placed in a location that does not impede the 

movement of pedestrians who are not utilizing the amenities. In 

addition all amenities must be placed clear of visibility triangles 

located at street comers.64 

Design Requirement: Building Construction Codes 

64 The Dallas City Code. "Sec.51P-317.112.1." (2004): n.pag. Online. 
Internet 02 April2004 (18:26). 
Available: http :1/vn\ w .amlcga I. com/n xt/ gateway. dll ?f =tcmplatcs&fn=dcfaul 
t.htm&vid=alp:dallas tx 
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The final regulations placed on all building within the Dallas 

area are the construction codes. To pass inspection you must comply 

with the following building codes provided by the City ofDallas.65 

Construction Code: 1997 Uniform Building Code with Dallas 

Amendments (discussed previously) 

Mechanical Code: 1991 Uniform Mechanical Code 

Plumbing Code: 1991 Uniform Plumbing Code 

Electrical Code: 1999 National Electrical Code 

Fire Code: 1997 Uniform Fire Code 

Energy Code: 2000 International Energy Code with 2001 

Amendments 

Residential Code: 2000 International Residential Code 

For a copy of amendments and additional Dallas City Code 

information see Appendix D. 

65 The Dallas City Code. "Building Construction Codes." (2004): n.pag. 
Online. Internet 02 April2004 (18:26). Available: 
http://www.dallasci tvhal l.com/dal las/cng/html/construction codcs.html 
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Architectural Precedents Based on Context 

Case Studies- Nasher Sculpture Center 

Basic Project Data 
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• Building Type: Art Museum 

• Location: Dallas, Texas 

• Architect Renzo Piano 

• Engineering Consultants: Acup (structural and mep) 

Half! Associates (civil) 

Datum Engineering 

(structural) 

Atjol Associates (mep) 

• Other Consultants: Beck Architecture, Interloop AID 

• Landscape Architect: Peter Walker 

• Square Footage: 55,000 sq ft (2 .4 acres) 

• Budget/ Cost: $70 million 

• Occupant Information: 

• Major spaces/ Spatial Groupings: 5 Vaulted Bays (three 

housing art, one housing a restaurant and museum shops, one 

housing administration) 

Action Syntactic 

The concept derived from the idea of an archeological find, 

creating a ruin in the middle of downtown Dallas. The garden is 

excavated a little below street level to re-enforce the idea of an 

archeological dig and to stimulate the desire for discovery. The look 

is clean and simple, nothing is left but the simplicity and art, and 

even the pumps and electrical boxes are concealed within the granite 

benches. The architects and client hoped to create a peaceful retreat 

from the overwhelming city. The north fa~e forms an exterior 

arcade that opens into small terraces, which step down into the 

garden. A berm will be developed to visually and acoustically 

insulate the area from an adjacent freeway (See figure 139). 

Three of the five vaulted bays contain art, one contains a 

restaurant and gift shop, and the fifth contains a library and 

additional gallery space (See figures 140 and 141). The fifth, 

housing additional gallery space, is located on the lower level and is 

reserved for light sensitive works. The five vaults are 32 feet wide 

and 500 feet long. The north and south elevations, consists of 

transparent material, creating an unobstructed view from the street, 

through the building, and across the garden. The proportions and 



rhythms utilized within the gallery spaces were used to relate to the 

scale of human interaction with sculptures. 

The garden landscape includes native live oaks that are 

anticipated to eventually develop canopies over all the walkways. In 

addition cedar elms located within the garden will eventually reach 

heights of 60 to 70 feet tall, screening the edges of the garden yet 

allowing low winter rays to embrace the site. 

Structure 

The frame of the building is completely comprised of steel, 

which was prefabricated in Italy. The cavities within the steel frame 

provide the minimum space needed for HV AC plenums and roof 

drainage systems. 

Mechanical 

Not Available 

Electrical/ Lighting System 

The client requested the architect develop a unique and 

innovative way to allow indirect light into the spaces. The indirect 

light was critical to accommodate maximum viewing and 

experiencing potential. The system developed allows for the highest 

levels of northern light while blocking all direct sunlight. The· 

concept developed was a thin glass curved membrane, which 

allowed for the admittance of natural light. Cast-aluminum 

sunscreens cut into 4 foot by 6-inch lengths, containing 

approximately 500,000 oval scopes resting on the glass roof, was the 

innovation Nasher was seeking (See figure 146). When looking up 

from the gallery space, one direction frames the sky, while the other 

is a textured metal surface. The ovals are orientated north to allow 

the soft northern daylight, while omitting direct sunlight. Delicate 

steel cables suspend the bowed glazing above the gallery and walls. 

Building Envelope-Skin 

The exterior of the building is travertine stone quarried in 

Tuscany. The exterior has been treated with a water jet process to 

enhance the rich surface texture (See figure 145). 

Fitments 

The interior is travertine as well, however the stone has been 

treated to create a more polished and bleached look for the 

exposition of art. The floors are white oak and in addition to the 

silver aluminum, the entire color range is formed. No bright colors 

are utilized to ensure that the art sculptures are what draws the 

attention (See figure 146). 

Remarks 

Not Available 
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Figure 139 
Aerial Photo, Nasher Sculpture Garden 
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Figure 140 
Ground Level, Floor Plan 

1. Main entry hall 

2. Artgallery 

a Cafe 
4. Multipurpose 

5. Giftshop 

8. Boardroom 

7. Offices 
8. Coats 

9. Classroom 
20. Auditorium 

11. General storage 

12. Art storage 

13. Conservation 
!A. Workshop 

15. Kitchen 
28. Loading 

17. Truck lift 
18. Secondary entrance 

19. Mechanical 
20. Staging 
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Figure 14l_. 
Lower Level, . 
Floor Plan · 
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Figure 142 
Site Section, Through Amphitheatre 

Figure 143 
Site Section, Through Gallery 

Figure 144 
Section, Refer to Section Mark Figure 138 
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Figure 145 
Exterior Photo 
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Figure 146 
Interior Photo 
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Case Studies- Meyerson Symphony Center 

Basic Project Data 

• Building Type: Symphony Center, Perfonning Arts 

• Location: Dallas, Texas 

• Architect: I.M. Pei ofPei Cobb Freed & Partners 

• Acoustical Consultant: Russell Johnson of Artec 

• Engineering Consultants: William J. Faschan of Leslie E. 

Robertson Associates 

• Programming Consultant: Laurie Shulman 

• Precedence: Grosser Musi.kvereinsaal in Vienna 

Symphony Hall in Boston 

Concertgebouw in Amsterdam 

Carnegie Hall in New York 

• Square Footage: 55,000 sq ft (3 acre site) 

• Budget/ Cost: Initially $49.5 million, Final Costs $81.5 

million 

Action Syntactic 

The initial criteria for the design included excellence bass 

response, brilliance in the high frequencies, good blend and mixture 

of sound, and stage acoustics that allowed musician and perfonners 

to hear one another. The acoustical design was the most critical 

element. The goal was to "create an environment for music that was 
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aesthetically pleasing and as acoustically perfect as we can make 

it. ,,66 The design goals within the hall included the conservation of as 

much sound as possible, controlling the reflection of sound waves for 

unifonn distribution and reverberation, and the omittance of outside 

nOise. 

The "shoebox" designed, measuring 94 feet long, 85 feet 

high and 84 feet wide, was prefer over the traditional fan shape (see 

figure 147 through 150). The parallel sidewalls conserve sound 

energy, and the high seating allowed for maximum seating 

capabilities, four tiers, without risking the loss of intimacy between 

the perfonners and the audience. Balconies and soffits reflect sound 

down on to the main floor, in addition, the limited size of the hall 

including, 1,800 seats in the auditorium and 266 on a choral terrace, 

help to minimize sound dissipation. The canopies, which help reflect 

sound, will be discussed further under "fitments". 

The public spaces surrounding the hall were utilized to 

create a sense of movement, through the use of light and 

transparency (see figure 151 and 152). The idea created was the 

sense of a box surrounded by a lens, by combining the orthogonal 

geometry of the hall with rotational geometry forming the public 

spaces. The glass is supported by walls of Indiana Limestone and by 

one of three curved beans, made of steel and enclosed in concrete. 

66 Moore, Barry. "Symphonic Setting- The Meyerson Symphony Center: 
Building a Dream." Cite 51 (2001): 35. 



The public spaces are designed to be transparent by day and night, 

creating visual excitement. 

Structure 

Columns were kept to a minimum through the use of a 

tension structure that is partially suspended from the concert hall's 

roof trusses by tension members. Two of the three beams mentioned 

earlier develop sections of the roof and form the basis of smaller lens 

windows on two sides of the building. The beams, in turn, are 

supported by a series of rods located diagonally through the walls. 

Two enclosed and one exposed (see figure 154) cable run the length 

of the building providing a second horizontal force. 

Mechanical 

Not Available 

Electrical 

Not Available 

Building Envelope and Skin 

As mention earlier the building contains walls of Indiana 

Limestone. The particular material was chosen to reflect the exterior 

of Edward Larrabee Barnes's Dallas Museum of Art, located two 

blocks east of the site. The remainder of the exterior is faced in 

curved glass, which forms the "lens" (see figure 153). 

Fitments 

The major impressive and major fitment of the hall is the 

four-piece canopy that rests above the performance space, designed 

to provide the hall with the maximum adjustability for performance 

requirements (see figure 155). The 42-ton canopy at the lowest 

adjustment, 40 feet above the stage, promotes crisps articulation with 

low reverberance for recitals and chamber music, and at the highest 

adjustment, 75 feet above the stage, promotes the highest articulation 

and quality of the C.B. Fisk Inc. pipe organ. 

Originally more tier seating to help deflect sound downward 

was located behind the current stage, however due to design changes, 

including the addition of two false columns, the tier was removed. 

However the three additional canopies were added to improve the 

overall quality of the hall's performance. 

In addition the hall provides even more flexibility through 

the use of72 concrete doors, each weighing 2.5 tons. Opening the 

doors increases the reverberation time of the hall while closing them 

reduces it. The doors are acoustically and remotely control by a 

panel located side-stage. Finally the hall is equipped with two sets of 

curtains encircling the hall, to reduce the reverberation time during 

rehearsals and recording sessions. 

Attractive wood veneer was also bonded directly to the 

structural concrete to avoid air spaces, which would have dissipated 

a majority of the acoustical energy. Furthermore, African and cherry 

wood, in addition to brass and red upholstery were added by the 

architect to emphasize the intimacy and quality of the space. The 

flooring in the public space is travertine. 

177 



I 

Figure 147 
Site Plan and Entry Level 
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Figure 148 
First Tier Plan 
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Figure 149 
Second Tier Plan 
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Figure 150 
Third Tier Plan 

• 
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Figure 151 Figure 152 
Light and Movement, Lobby Space Restaurant, Public Space 
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Figure 153 
Exterior Photo, Entrance 

Figure 154 
Interior Photo, Lobby Space 
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Figure 155 
Symphony Hall, Interior Photo 
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SECTION VI 
Design Response 
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Process 

Response to Issues 

The most important architectural issue determined in the 

program was function, how the building accommodates the 

intentional uses. To address the issue of function a spatial analysis 

was developed to determine spatial qualities as well as quantities. 

To further locate these spaces, an analysis of the learning process 

was conducted. The process through which a student learns an art 

can be broken down into three distinct phases. The first is the 

beginner, who merely mimics the instructor. The second is a 

transition and includes the original mimicking of the first stage 

however the rhythm is altered, shifted or the notes are changed. 

Finally the learning culminates in a performance. After establishing 

this step-by-step process the facility was then laid out along a 

corridor which maps this shift from one phase to the next. The form 

of the building directly follows the function of the building, which is 

to teach and learn music. 

The second architectural issue determined was the form of 

the building, including heights, parking location and entry point. As 

mentioned previously the form of the building developed by 

determining the function, however this was not the only factor. The 

second factor was the architectural language developed through the 

analyzation of the music. By creating a language for the design the 
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form was developed naturally through a process, which will be 

discussed later. 

The following third and fourth issues develop together, 

political and legal architectural issues, which involve codes and 

regulations within certain zones. The idea behind placing these two 

architectural issues so high in importance revolves around the 

politics of any building. Simply put the city will not sign a permit 

for any construction that does not meet current code requirements. 

In this particular instance parking requirements were set forth as well 

as pedestrian amenities. The parking issue was solved by the 

reduction of the performance space to better accommodate the site 

and the school facility. 

The fifth and final architectural issue is the physical aspects 

of the design and how it accommodates human dimensions and in 

this case the dimension of the instruments. Many aspects of the 

building display the consideration for human and instrumental 

dimensions. The windows located along the southwest ~e are 

raised so that the bottom of the window is located at five feet. This 

height consideration is to allow natural light into the space yet to 

reduce distractions on either side of the glass by students passing or 

by the musician within. In addition elevators were added to 

accommodate for the vertical relocation of two tympani drums 

simultaneously. In addition many doors were over sized or would be 



equipped with head and foot bolts rather than a support bars between 

double doors to allow for the movement of large objects, such as 

pianos and percussion instruments. 

Throughout the design process some elements of the 

program changed to better accommodate the conceptual and 

functional ideas behind the design. The original programmed called 

for two performance spaces, one to accommodate solo performances 

and another for ensemble performances. After careful analysis of the 

design and the needs of the school it became appropriate to design a 

single performance space that could, through acoustical design, 

accommodate both types of performances. This reduced the area 

needed for the facility as well as the parking. 

Developing a Language 

Establishing a language develops a musical score. The 

various languages used are not new inventions, however the score is 

the writers interpretation of a language developed in the past based 

on precedence. Architecture is also developed through the use of a 

language. As in music the language is not a new invention, however 

the design illustrated the architects interpretation of the language that 

has been developed based on precedence. 

The songwriter goes through a development process just as 

the architect does. In Ivory, which will be discussed further later, the 

process can be broken down into three phases. In addition the 

development of the architectural language used in the design of the 

Dallas Classical Music School can also be broken down into three 

phases. 

Throughout the initial stages of the design I had a very 

difficult time establishing a location for the various functions that 

would occur within the facility. The U-shaped of the site made it 

difficult to create a single compact building that would facilitate 

learning and still be functional. After completing numerous site 

analyses it was suggested in the Qualifying Review to utilize the 

entire site connected by a single corridor or path. The conceptual 

idea of a corridor connecting the entire site seems unconventional, 

however music education is not like learning history or math, it is a 

culmination of talent and hard work. The type of talent a musician 

aspires to achieve is not an object or skilled learned over night, yet it 

is a journey that every musician takes. The journey is expressed in 

the experience of the path. 

Breaking the music down and incorporating aspects of the 

music as well as the learning process helped developed a language 

for the design. This language allowed me to establish rules for the 

various sections of the design. Those rules as they were originally 

developed are listed in chart form, in Figure 156 A and 156 B. 

The first phase of developing a musical language involves 

deciding on an octave of play, a key in which to play, and a time 

constant that will be used, illustrated in Figure 157. 
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Figure 156 A 
Rules ofDesign 
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Figure 156 B 
Rules ofDesign Continued 

Figure 157 
Phase One Developing a Musical Language 
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The musical piece Ivory is written using both the base and treb]e clef 

and utilizes a 6/8 and 12/8 time constant. The first phase of 

developing a language for the design of the Dallas Classical Music 

School was established in a similar fashion. The design would 

consist of angular forms rather than curved forms. The angle of 15 

degrees would be utilized to allow walls to be offset for better sound 

quality. Considering how a measure in the music is broken down 

chose the angle of 15 degrees. Music is read linearly and a line can 

be described as a 180-degree angle. In the musical score a majority 

of the music is in 12/8 time, which means the measure is divided into 

twelve equal beats. Therefore I took 180 degrees and divided it by 

tweleve, which left us with 15 degrees. In addition a path, shown is 

Figure 158 on the next page, would become the main source of 

reference for all pieces of the design. 

The second phase is marked by the addition of notes, 

however at this point the value of each note may not be clear. An 

illustration of this second phase is shown in Figure 159. Similarly in 

the design, the path is given an interval at every ten feet, shown in 

Figure 159 
Phase Two Developing a Musical Language 
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Figure 160 
Phase Two Developing a Design Language 

Figure 160. The idea is to establish a structure with which the rest of 

the design can be developed upon. 

Finally the notes are set within a pattern or rhythm that gives 

each note a value, illustrated in Figure 161. In the design, a second 

interval at every 30 feet, representing the 1st, 4th, 7th, and lOth beat, 

which is utilized by the middle piano, became action points. The 

intervals at every 10 feet created a structural base that was 

predictable, however at the action points, the planes rotate 15 

degrees. As previously established in the first phase, each plane was 

rotated 15 degrees, shown in Figure 162. In addition these planes 

were then given values, length, width, and heights, ~ased on the 

actions being performed in each phase of the design, similar to the 

values assigned to each note. 

Figure 161 
Phase Three Developing a Musical Language 



Figure 158 
Ground Floor Plan 
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ACTION POINTS FALL AT 1,4.7&10, WHICH 
ARE KEY BEATS IN THE UNE OF THE 
LOWER PIANO 

Figure 162 

I 
I 

! \ 

Phase Three Developing a Design Language 

Response 

The conceptual basis of the design solution revolves around 

the process a musician goes through in order to become a 

professional musician; the path is mark by small accomplishments. 

The path of the musicians is illustrated in plan by the purple, in 

Figure 158. The corridor is naturally lit, however the focus of the 

light is the path itself, illustrated by the shadows in Figure 163, and 

not the elements with in the space. The music used to develop the 

design is called Ivory, a classical piece by Ray Lynch. The music 

passes through three stages of development just as a musician does. 

Each of the phases, both in the musician's path and the music's path, 

take on certain characteristic that relate to the overall design. Each 

phase will be introduced, described, and related to the design later. 

The music as mentioned earlier is a classical piece by Ray 

Lynch. Three pianos and three flutes play the piece. In the 

following subsection the music score is broken down, the middle and 
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high piano will be discussed together as will the low, middle and 

high flute. However the low piano takes on an individual role in the 

piece and will be discussed independently of the other pianos. 

Individual Learning 

The music is introduced by the low piano, which creates a 

structure of four, triplets to a measure. Each triplet denotes a third of 

a beat. The notes and steps between them alter, yet the rhythm 

remains constant. Throughout the entire score the low piano plays 

four, triplets to a measure. This continuous pattern creates a 

repetitious rhythm and predictable structure for the rest of the music 

to follow. The middle and high piano enter the score following the 

low piano, which will be referred to as the baseline. The notes and 

rhythms are simple in their arrangement. After the piano plays two 

complete lines of the same rhythm the flute enters mimicking the 

piano after each interval. Appendix B has a complete copy of the of 

the musical score, however Figure 164 is an excerpt from "Ivory," 

the piano and flute lines are highlighted. This is continued 

throughout the first phase of the music. 

The music also relates to the process a student goes through 

when first learning how to play music. Often the instructor will play 

a simple rhythm or scale and then ask the student to repeat the same 

rhythm or scale. In the musical score the instructor is represented by 

the piano and the flute represents the student. The type of 



; 

Figure 164 
Musical Score Ivory, Flute Mimics Piano 

Figure 163 
Hallway Perspective 
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learning for the musician is often done on an individual basis with 

the instructor. The concept is to teach the student the fundamentals 

of music. This type of learning often involves scales relating to 

different keys in music and rhythms that familiarize the student with 

the basic note combination, teaching the student how to value each 

note. 

The design utilizes the ideas and concepts behind this type of 

learning in the first section of the design, shown in Figure 165. The 

path, highlighted in purple, represents the path a student takes in the 

learning process. The path is also a representation of the musical 

score oflvory and the baseline which gives structure to the musical 

score. In this phase of the design the structure is very predictable, 

similar to the learning process. The design incorporates a plane in 

the path at every ten feet and a larger plane that intersects the 

building at every thirty feet, at each action point, discussed with the 

development of the design language. These planes are alternately 

rotated at positive and negative 15-degree angles, creating a pattern. 

An illustration of the structured predictability of the hallway is 

shown in Figure 163. In addition the slenderness of each space and 

height, illustrated in Figure 166, of this section emphasizes the 

individuality of this stage of the learning process. The individual 

practice rooms and faculty studios benefit from natural day lighting, 

however glare must be reduced. To accommodate the larger 

windows utilized in the 
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Figure 165 
Individual Learning Floor Plan 



Figure 166 
Longitudinal Section A oflndividual Learning Section 

faculty offices planes which intersect the building laterally were 

introduced, also rotated 15 degrees and located at action points 

similar to those in the plan (1st and lOth, rather than the 1st, 4th, 7th, 

and lOth)). These planes reduce the glare and continue into the 

faculty offices to create a drafting desk that will accommodate up to 

12 sheets of music, shown in section, in Figure 167. 

Group Learning 

As the music progresses it enters the second phase, in which 

the flute still mimics the piano however the sequence and complexity 

are changing. It is important to first note that the baseline that 

introduced the music is still present in the second phase, 

Figure 167 
Cross Section B of Individual Learning Section 
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Emphasizing the structure that continues to exist underneath the 

melodies. This phase can also be describe as a transition phase in 

which the flute and piano transition from simple to complex. Often 

the rhythms are shifted and the flute begins to mimic the piano 

before the piano completes a full interval, similar to children singing 

"Row Row Row Your Boat" in a round. In addition the rhythm are 

no longer repetitive. The repetition still exists, yet there are 

moments when the flute breaks away and begins to create a counter 

melody. Often the flute part will split and the medium and high flute 

will play counter melodies to the piano. Before the simplicity of the 

music called for only one flute at a time, limiting the interaction 

between various flute parts. However the flute always returns at 

some point to the mimicking process begun in the first phase. 

Similarly in the learning process there comes a time where 

the student begins to strike out on his or her own. The instructor 

remains present to guide the student, yet the student begins to 

transition from learning the fundamental building blocks to more 

advanced concepts. At this phase in the learning process the student 

is often combined with other students who are at the same 

educational level to play as an esemble. This situation allows the 

student to not only learn from the instructor, but to also learn from 

other students. This is similar to the flute part that often splits to 

play counter melodies with one another. At this point the student is 
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also introduced to more advanced music, which will prepare him or 

her for the next phase. 

The design addresses all these characteristics in the group 

learning section, shown in Figure 168 on the following page. The 

path shown in purple, representing the baseline continues throughout 

this phase, as it did in the previous phase. The planes located at 

every ten feet and the action points located at every 30 feet are still 

present, however the repetition found in the first section is no longer 

as predictable. Previously in the first section, the larger planes were 

alternately rotated at positive and negative 15-degree angles, creating 

a pattern, however in the second phase the pattern bas been altered. 

The language remains, yet the planes are rotated to accommodate the 

interior spaces. This transition relates to the flute gradually breaking 

out of the established pattern and advancing to the next phase. A 

section of this phase in the design, Figure 169, illustrates the 

emphasis on group learning, rather that individual instruction. 

Performance 

The final phase of the music is the climax, the transition is 

complete and the piano and flute are playing counter melodies 

against one another. The piano and flute both have moments where 

they shines individually, however the music would not be complete 

without both the piano and the flute. The baseline is still present, 



Figure 168 
Group Learning Floor Plan 

Figure 169 
Longitudinal Section C of Group Learning Section 
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covering each beat with a set of three triplets, reminding the flute and 

the piano the structure is still present. The flute and piano rhythms 

no longer resemble each other formally; the melody and rhythms are 

intertwined creating a complex musical climax. 

The final phase of the learning process is the performance. 

This is the cultivation of all the time, effort and learning that has 

been completed prior to this phase. The fundamental structure of the 

first and second phase is still present, but how the student and 

teacher react to the structure has changed. The student now plays 

simultaneously with the instructor, rather than at intervals. 

The design responds to the music and the learning process 

through the final section of the building, the perfonnance section 

shown in Figure 170. The path emphasized in the first two sections 

is still present, representing the baseline that reminds the individuals 

of the path and structure that lead them to this climax. However in 

this phase although the planes at ten-foot intervals are present the 

action points are not as clear as in previous sections of the building. 

The action points exist yet they are more complex than those of the 

previous sections. The performance is the highpoint of any 

musicians learning experience and the path concludes with the 

performance, a musical climax. The design emphasizes the 

importance of this section through height and mass. The learning 

sections of the building were open allowing natural daylight to pour 

in, however the performance section is less open and implied 
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visually to be heavier in mass than the school, illustrated in Figure 

171. The performance space also stands taller than any of the other 

sections of the design reinforcing the dramatic climax of the journey 

that has been experienced. 

Overall Design 

The overall design centers on the circulation path illustrated 

in purple on the plans. This path as discussed previously represents 

the path a musician takes to become a professio~. Located at the 

joining points of the path from one section to the other is an entry 

space. These spaces give a glimpse of the journey that each student 

will take. 

The elevation also gives pedestrians outside clues as to what 

is occurring behind each facade. The Northeast Elevation, shown in 

Figure 172, illustrates the individuality of the spaces. The practices 

rooms are denoted by the tall thin windows, which allow small 

amounts of light into the space directly, allowing the remainder of 

the light to diffuse within the space. The longer and shorter windows 

denote faculty offices. The windows allow for a lot of light that is 

diffuse prior to entering the office, reducing glare. The Southeast 

Elevation mainly consists of two type of glazing, shown in Figure 

173. The first is a transparent cube, illustrated in Figure 174, located 

on either end of the facade, which indicates the main entry points. 



Figure 170 
Perfonnance Floor Plan 
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Figure 171 
Southwest Elevation, Elevation of Performance Section 

Figure 172 
Northeast Elevation 
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Figure 173 
Southeast Elevation 

Figure 175 
Northwest Elevation 
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Figure 174 
DART Entry Perspective 
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This allows the entry areas to receive as much day lighting as 

possible and at night these cubes become beacons of light. The 

second type of glazing on this facade is a repetitive window located 

above five feet at each floor level. The large windows allow the 

natural light to flood the space, without allowing occupants to be 

distracted by people passing by on the outside. It is important when 

practicing to concentrate on the task at hand and not movement from 

outside sources. These windows become indication of group 

learning rather than individual learning through size and location. 

The Northwest Elevation shown in Figure 175 consists of an entry 

point to the administration and corridor space. The entry point can 

be located similar to those on the southwest elevation, by locating 

the large glazed area central to the administration. The entry is 

flanked on either side by windows that are by character long and low 

to the ground. This is characteristic of the glazing used in the 

corridor to emphasize the path rather than the space, as mentioned 

previously and illustrated in Figure 163. The Southwest Elevation, 

shown in Figure 171, has the traditional glazed entry point, however 

the remainder of the space is solid. This mass is characteristic of the 

performance space within. To create the intimacy and maintain the 

sound quality of the performance space within, glazing and natural 

lighting must be kept at a minimum. 

The site plan, shown in Figure 176, utilizes the same 

language as the building, mamtaining the action points and lines 

created for the facility. The site has both landscape areas for 

recreational play and paved, landscaped areas for picnics and 

relaxation. The site has 3 50 parking spaces to accommodate the 

school and the performance space. The separation of the facility 

hours and the performance hours, as mentioned earlier in the 

program, allowed for a reduction in the parking. Originally the 

seating area in the performance spaces (two were originally 

programmed) was approximately 16,000 square feet. Through the 

design process this was reduced to approximately 12,000 square feet, 

which in turn reduced the required parking to 313 standard parking 

spaces and 6 required handicap spaces. The parking garage is 

located on the comer of Lamar Street and Powhattan. This location 

became an ideal location after completing a site analysis on traffic 

patterns entering and leaving the site, shown in Figure 177. In 

addition the large entry spaces located on the right in Figure 173 

became an ideal location for pedestrian traffic to enter from the 

DART, located directly across Belleview. Finally the entry point on 

the left end of Figure 173, creates an entry point for both pedestrian 

and vehicle access, for those parents who drop off and pick up their 

children after practice or performances. 

The parking garage was also designed to better 

accommodate the facility. The garage has two sets of independent 

entries and exits. The concept is to reduce the waiting time driver 

have prior to exiting a garage. The first and third floors are 
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Figure 176 
Site Plan 
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connected as well as the second and fourth floor. In addition the 

path representing the baseline enters the garage on all four levels. 

The most compelling aspect of the design remains to be the 

corridor or path that runs through the entire length of the building. 

People have often made passing comments that no one because an 

expert or professional at any art or business in a day, however there 

is a process that one must engage themselves in to become the 

expertor professional. The path that a musician takes has various 

levels of education, and the concept of this path throughout the 

building takes this fact into consideration. In the following section 

the design and model will be documented through a series of photos 

explaining visually the project. 

208 



Photo Doc umentation ofD . 
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Figure 179 
Northwest Elevation 

Figure 180 
Southwest Elevation 
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Figure 181 
Southeast Elevation 

Figure 182 
Northeast Elevation 
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Figure 183 
Basement Floor Plan 
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Figure 184 
Ground Floor Plan 
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Figure 185 
Second Floor Plan 
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Figure 186 
Third Floor Plan 
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Figure 187 
Fourth Floor Plan 
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Figure 188 
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Figure 189 
Site Plan 
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Figure 191 
Group Learning Section 

Figure 192 
Individual Learning Section 

220 



SECilON G 

Figure 193 
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Figure 195 
Section B, Cross Section Through Individual Learning Section 
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Figure 196 
Perspective of Path 
Throughout Facility 
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Figure 197 
Section C, Longitudinal Section Through Group Learning Section (Looking Southwest) 
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Figure 198 
Section D, Cross Section Through Group Learning Section 
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Figure 199 
Section E, Longitudinal Section Through Group Learning Section (Looking Northeast) 
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Figure 200 
Section F, Longitudinal Section Through Public Entry ofPerformance Section (Looking Northeast) 
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Figure 201 
Section G, Cross Section Through Public Circulation Space ofPerfonnance Section (Looking Northwest) 
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Figure 202 
Section H, Cross Section Through Auditorium Space of Performance Section 
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Figure 203 
Perspective View of Entry Near Dallas Area Rapid Transit 
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Figure 204 
Typical Wall And Floor Connection 

Figure205 
Typical Wall And Foundation Connection 
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Figure 206 
Typical Balcony Connection 
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Figure 207 
Roof Connection 
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Figure 208 
Model Photo 
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Figure 209 
Model Photo, Performance Hall Entry 
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Figure 210 
Model Photo 
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Figure 211 
Model Photo 
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Figure 212 
Model Photo, Exterior Courtyard Between Administration 
And Group Learning 



Figure 213 
Model Photo, Entry of Belleview Near Auditorium 
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Figure 214 
Model Photo, Exterior Space Between Group Learning and 
Administration 
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Figure 215 
Model Photo, Entry Area 
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Conclusion 

Overall the design was a success. The building design 
highlights the basic elements of the classical piece of music 
and translates them into a physical and spatial form of 
architecture. The overall design covers approximately 150,000 
square feet, and met or exceeded all originally programmed 
spaces for practice rooms, rehearsal halls, faculty offices, 
administrative offices, and conference rooms. Although minor 
details are still left to be design the result is an architectural 
musical that explores the rise of great musicians at the climax 
of their talent. 
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qualities of various elements utilized in buildings, such as water fountains, educational furniture, lockers and more. It also contains 
handicap accessibility information, such as height requirements and more. In addition the publications provides the architect with basic 
information on wall types and construction information. 

Russo, Roy. "World ofQuotes.com." (2004): n. pag. Online. Internet 16.2004. Available: 
http: //www. worldofguotes.com/authoa·/ Johann-Wolfgang-von-Goethe/ 1 I 

The website is a collection of quotes provided by the public for easy access. The quotes are divided into sections depending on the author 
of the quote. The site is compiled for educational purposes only and provided a connection between the quote "Architecture is frozen 
music" and the author, Johan Wolfgang von Goethe. 

Texas Natural Resource Conservation Commission. "Wind Roses." (2004): n.pag. Online. Internet 16 Mar. 2004. Available: 
http://www .tnrcc.state.tx.us/ air/monops/windroses/windroses.html · 

The website provides meteorological information based on various cities, including wind rose diagrams. 
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The Dallas City Code. "Building Construction Codes." (2004): n.pag. Online. Internet 02 April2004 (18:26). Available: 
http ://www.dallascityhall.com/dallas/ene/html/construction codes.html 

The website provides the current construction codes being utilized by the City of Dallas. 

The Dallas City Code. "Sec.51P-317.111" (2004): n.pag. Online. Internet 02 April2004 (18:26). 
Available:http://www.amlegal.com/nxt/gatewny.dll?f=templates&fn=default.htm&vid=alp :dallas tx 

Provides more detailed information on regulations and requirements of construction with in the various zones, located within the Dallas 
Area. This includes amendments made to the adopted construction codes. 

The Dallas City Code. "Sec.51P-317.112.1." (2004): o.pag. Online. Internet 02 Apri12004 (18:26). 
Available:http://www.amlegal.com/nxt/gateway.dll'!f=templates&fn=default.htm&vid=alp:dallas tx 

Provides more detailed information on regulations and requirements of construction with in the various zones, located within the Dallas 
Area. This includes amendments made to the adopted construction codes. 

U.S. Census Bureau. "Summary Census 2000." (2004): n.pag. Online. Internet 16 Mar. 2004. Available: http://www.census.gov/ 

The website is set up and maintain by the government and includes information collected from the census. 

Walton, Alexander. Architecture and Music; A Study in Reciprocal Values. Cambridge: W. Heff'er & Sons LTD., 1934. 

The publication includes an overview of a portion of the relationship between architecture and music. The main focus is based on 
observation and connections through proportion developed by the Greeks. The book is interesting for the basic development of an 
understanding and contains some valuable quotes in support of a connection between music and architecture. 

Wittkower, Rudolf. Architectural Principles in the Age of Humanism. Great Britain: Academy Editions, 1998. 

Overall the publications covers a wide range of topics, which deal with architecture, however it has briefs descriptions throughout of the 
development of the Greek musical system and the influence of the proportion on churches and other religious buildings. The publication 
also discusses connects between ratios used in music and those located within the Golden Section and the Fibonacci Series. 
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APPENDIX A 

Information from www.city-data.com1 

Population (year 2000): 1,188,580 
Males: 598,991 (50.4%), Females: 589,589 (49.6%) 

Elevation: 463 feet 

County: Dallas 

Land area: 342.5 square miles 
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1 "Dallas, Texas." (2004): n.pag. Online. Internet 16 Feb. 2004. Available: http://www.city-data.com/city/Dallas-Texas.html 
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Average weather in Dallas, Texas 

Based on data reported by over 4, 000 weather stations 

II Jan Feb II Mar II Apr May II Jun II Jul I Aug Sep Oct J[ Nov ]I Dec 

!Average temp. eF) II 45.5 50.6 II 58.5 II 66.0 74.1 II 81.9 I 86.2 85.8 78.6 68.1 II 56.1 II 47.7 

I High temperature eF) II 55.2 60.8 II 68.9 II 76.4 83 .7 II 91.5 96.0 95.7 88.4 78.5 II 65.9 II 57.3 

!Low temperature eF) II 35.8 40.5 II 48.0 II 55.6 64.5 II 72.3 76.3 75.9 68.7 57.7 II 46.4 II 38.2 

!Precipitation (in) II 2.0 II 2.4 II 3.1 II 3.5 II 5.4 II 3.9 2.4 2.2 2.7 4.6 II 2.7 II 2.6 

Normal climate in Dallas, Texas 

Based on data reported by main weather stations 

[. Jl Jan Feb II Mar Apr II May II Jun Jul II Aug II Sep II Oct I[ Nov ][ Dec l 
[Days with precip. 7 7 II 8 8 II 9 I[ 7 5 II 5 II 6 II 6 6 7 I 
lwind speed (mph) 11.0 11.7 II 12.6 12.4 II 11.1 10.6 9.8 II 8.9 9.3 9.7 10.7 10.8 I 
I Morning humidity (%) 79 78 79 81 I 86 85 79 II 78 82 82 81 80 I 
!Afternoon humidity(%) 63 61 59 I 59 63 59 53 II 53 59 58 61 63 J 
I Sunshine (%) 52 54 58 II 61 57 67 I 75 II 73 67 63 57 52 I 
I nays clear of clouds 10 10 10 II 9 8 11 I 15 II 15 13 14 12 11 I 
!Partly cloudy days 6 6 8 II 8 10 12 10 II 10 9 7 6 6 I 
I cloudy days 16 II 13 14 II 13 13 8 6 II 6 9 10 12 14 I 
!snowfall (in) 1.1 II 1.0 0.2 II 0.0 0.0 . I 0.0 1 .o.o II 0.0 0.0 0.0 0.1 0.2 I 
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