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INTRODUCTION 

This is a program of a facility for the Department of Jazz, under the School of Music for North 

Texas State Ifeiiversity in Denton, Texas. The facility will be located on canpus, west of the exist

ing School of Music facilities. It will facilitate performances, classroom studies, and rehearsals 

for the Department of Jazz. 

Included in the facility is a small performance area which will seat between 250 and 400 spec

tators. Included in the project are classrooms, broadcasting, and recording areas which relate to 

the jazz program. 

The jazz facility is to be a place of instruction more than performance. For that reason, em

phasis will be upon the educational aspects of teaching. It will incorporate the mechanics for all 

the various instructional techniques, as well as rehearsal areas. 



CLIENT (NORTH TEXAS STATE UNIVERSITY) OUTLINE 

North Texas Sta te University History 

School of Music History 

Enrollment Breakdown 

Spring 1977 

Fa l l 1977 



BACKGROUND 

NORTH TEXAS STATE UNIVERSITY 

North Texas State University, celebrating its 87th year, is the fifth largest institution of 

higher education in Texas--a state which boasts more than 130 colleges and universities, both public 

and private. 

From its beginning in a second floor rented "campus" of a downtown Denton hardware store back in 

1890, NTSU has expanded into eight schools and colleges with a total enrollment of some 17,000 students, 

NTSU actively pursues educational excellence with a faculty of over 600, sipplemented by 450 

teaching assistants, providing a student-faculty ratio of 17:1. NTSU offers 66 undergraduate and 158 

graduate majors in its eight divisions, the College of Arts and Sciences, College of Business Adminis

tration, College of Education, School of Music, School of Home Economics, School of Community Service, 

School of Library and Information Sciences and the Graduate School. 

More than 3,000 students are graduated from the University each year, and one in every five is 

studying toward an advanced degree. 

One of the fastest growing units within the IMiversity, the Graduate School celebrated two anni

versaries of its own during the 1975-76 academic year. 

In 1935, NTSU was first authorized to offer the master's degree, making possible the first grad

uate programs at the University. The 1975-76 school year also marked the 25th anniversary of NTSU's 

doctoral-level work, which was approved in 1951. Since graduate work was begun, NTSU has granted over 



15,000 master's degrees and 1,000 doctor's degrees. 

The first bachelor's degrees were awarded by NTSU, then North Texas State Normal College, in 1919, 

and since that time some 54,000 students have received the baccalaureate degree from the University. 

With strong programs through the doctoral level, NTSU draws students from throughout the world, 

with last year's student body representing every state in the Union and 53 foreign countries. 

Located in southwest Denton, a city of 40,000 residents located 35 miles north of Dallas-Fort 

Worth, NTSU's spacious campus included 69 buildings, seven of which have been constructed over the 

past seven years. Currently underway are six additional expansions, remodeling and construction pro-

j ects. 

But NTSU's educational opportunities have traditionally reached beyond the boundaries of the 

Denton canpus. 

For some 30 years, students, primarily working and professional people seeking to continue their 

education, have found courses to suit their degree plans as well as their demanding work and family 

schedules in NTSU extension and residence courses in Fort Worth and Dallas. 

In August 1975, the University opened its first Dallas Center in the Easterwood Building in 

downtown Dallas and again offered a broad range of graduate-level courses at sites throughout Fort 

Worth. 

"For many years. North Texas State University has indicated its seriousness about its role as 

the major regional university by taking higher education to the people of North Texas whenever they 

were unable to come to the Denton canpus," said NTSU President C. C. Nolen. 
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"We at NTSU are looking forward to a continuing leadership role in higher education, and we will 

continue to work to provide the types of programs which the people of the region want and need." 



BACKGROUND 

NORTH TEXAS STATE UNIVERSITY 
SCHOOL OF MUSIC 

Long recognized as a major national influence in music, the North Texas State University School 

of Music ranks second only to the University of Indiana in enrollment nationally. In 1971 the NTSU 

administration saw the critical need for a new music building and made this a priority item in the 

updated University Master Plan. 

With the conpletion in spring 1976 of two practice halls around the frames of former residence 

halls, construction has begun on a music complex, to enclose and enlarge the existing structure of the 

Music Building. 

Concerned that the School of Music receives proper program leadership as well as new facilities, 

in September 1974 the NTSU administration brought Dr. Marceau C. Myers to the School's deanship from 

Capital Lfriiversity Conservatory of Music in Columbus, Ohio. 

Dr. Ntyers expresses prime interest in inproving the School's educational quality rather than its 

size. Toward that goal. Dr. Myers and the School have sought out highly acclaimed faculty meirbers, 

including Anshel Brusilow, who is now NTSU Symphony conductor and professor of music. 

In fall 1975 world-renovmed "poet of the cello" Adolfo Odnoposoff came to NTSU from the Conser

vatory of Music in Puerto Rico, whose president and founder was cellist Pablo Casals. Odnoposoff is 

combining teaching and performing duties at NTSU. 

From his post as director of bands at the University of California at Los Angeles, Dr. Robert 
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Winslow came to NTSU in the fall of 1975 to take a similar band position, left vacant by the summer 

retirement of long-time director Maurice McAdow. 

The School of Music consistently brings together performing groups who attract national recog

nition. Invited to premiere a new composition in Washington, D.C., in 1973. the Grand Chorus re

ceived excellent reviews for its performance under the direction of National Symphony conductor Antal 

Dorati. 

An example of quality in diversity, the NTSU jazz lab band program has grown in quality every 

year, now rehearsing nine bands. In summer 1976, the 1 O'clock Lab Band toured the Soviet Union and 

Portugal for the U, S. State Department, and the band's 1975 album, "Lab '75" was a Grammy nominee. 

Nine other musical grotps are maintained by the School of Music to provide laboratory and per

formance experience for all its students. However, the groups serve an additional valuable function, 

as they provide for the surrounding community a high caliber of fine arts programs throughout the year, 

Opportunities for musical participation are offered to students through five choirs, madrigal 

singers, opera theater, commercial singing, symphony orchestra, chamber orchestra, three concert 

bands, marching band, the jazz lab bands, wind ensemble, brass choir, percussion ensemble, harp, 

collegium musicum, numerous chamber groups, radio-television-film music, electronic and conputer 

music, acoustics and research studies. 

Over 600 public performances are given on campus each year by students, artist-faculty and 

visiting artists. 

At the present time. North Texas State University has an enrollment of 1600 music majors, 1100 
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of which are instrumental majors. The School of Music employs 80 ful l time faculty members, s ix of 

which are involved in the jazz program with seven teaching a s s i s t a n t s . 



Presently, the North Texas State University Jazz Lab Bands have an enrollment of 474 students with 

111 saxophones, 82 trumpets, 84 trombones, 47 pianists, 42 bassists, 65 drummers, and 43 guitarists. 

Nine bands are currently involved with the Jazz Program and an expansion to eleven will be incor

porated when the new facilities are completed. Each band has an enrollment of 20 members. In addition 

to the bands, there are 18 small combos in the Improvisation Classes; each group usually contains be

tween four to nine members. 

Schedules which are on the itenerary of the Jazz Lab Bands are as follows: 

Fall 1977 

Informal Concert 

- PBS Channel 13 Television Show Performance 

- Concert 

Concert 

- National Conference for Working College Students 

- Private Dance 

- Annual Fall Concert 

September 28 

September 28 

October 3 

October 23 

November 9 

November 12 

November 22 

Spring 1978 

January 5 

January 9 

January 24, 25 

NAJE Convention in Dallas, Texas 

Granny's Dinner Playhouse, Dallas, Texas 

Texas City, Texas 
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Spring 1978 (Continued) 

March 7 - Graham, Texas 

April 9 - Star-Telegram Home Show Concert, Fort Worth, Texas 

April 16 Tulsa, Oklahoma 

April 25 - Texas A § M, College Station - Bryan, Texas 

April 27 - Texas Association of Student Councils Convention, Fort Worth, Texas 

April 28 - Greater Southwest Music Festival, Amarillo, Texas 

May 15, 16 - Joint Concert with the Midland-Odessa Symphony Orchestra 

May § June - Spoleto Music Festival, Charleston, South Carolina 
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SIX FULL TIME JAZZ FACULTY 

L. Breeden 

D. Haerle 

Matteson 

G i l l i s 

R. Bergan 

SEVEN TEACHING ASSISTANTS 

J . Riggs 

R. S t i t z e l l 

J . Powell 

S. Spencer 

T. Cause 

B. Collins 

S. Koemer 

J . King 
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All jazz courses meet in the Lab Band Hall or Chilton Hall. 

Jazz Department are: 

COURSE 

Jazz Lab Band 

Jazz Lab Band 

Jazz Lab Band 

Jazz Lab Band 

Jazz Lab Band 

Jazz Lab Band 

Jazz Lab Band 

Jazz Lab Band 

Jazz Lab Band 

Prospectives in Jazz 

Jazz Improvisation 

Advanced Improvisation 

TEACHER 

Breeden 

Staff 

Staff 

Staff 

Staff 

Staff 

Staff 

Staff 

Staff 

Breeden 

Matteson 

Matteson 

Haerle 

SECTION 

Section 1 

Section 2 

Section 1 

Section 2 

Section 3 

Section 4 

Section 1 

Section 2 

Courses which are offered by the 

ENROLLMENT 

23 

80 

62 

26 

27 

29 

36 

31 

10 
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COURSE 

Forms in Jazz 

Dance Band Arranging 

Dance Band Arranging II 

Radio and Television Music 

Film Music 

Advanced Dance Band Arranging 

Advanced Dance Band Arranging 

TEACHER 

Breeden 

Gillis 

Gillis 

Gillis 

Gillis 

Gillis 

Gillis 

SECTION 

Section 

Section 

Section 

Section 

Section 

Section 

Section 

1 

1 

1 

1 

1 

1 

2 

ENROLLMENT 

34 

34 

18 

12 

12 

24 

13 

GRADUATE COURSES 

Organization and Administration of 

College Jazz Ensembles 

Pedagogy of Jazz Ensembles 

Breeden 

Matteson 

Section 1 

Section 1 

17 

26 
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HISTORY OF DENTON 

Denton County is a 900 square-mile county situated in the Grand Prairie and Eastern Cross Timbers 

region of north central Texas. Although earlier a part of Nacogdoches County, in its first session 

the Texas Congress included the area in Fannin County, where it remained until 1846, when Denton 

County was created by the Texas legislature. The original county seat, named Pinckneyville, was lo

cated near the center of the present-day city of Denton, but the seat of government was moved south

ward three times before returning to Denton in 1857. Both county and county seat are named after 

lawyer, preacher, and ranger-Indian fighter, John B. Denton, who was killed in 1841 near the south 

county line in a battle with the Keechi Indians. 

The first county courthouse was a small log structure built at Alton in the south central part 

of the county. A County Court building was built in Denton in 1857, which burned in 1875 with the 

loss of many records. A two-story brick courthouse constructed on the site of the present structure 

was condemned in 1894. In 1897 the present courthouse opened for county business and continues in 

1974 to house the courtrooms and most of the county offices, while serving as a landmark for the 

people of Denton and Denton County. 
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POPULATION 

City 

County 

TAXES: 

City 

School 

County 

Sta te 

MUNICIPAL 

• 

39,874* 

75,633* 

Rate per $100 
Valuation 

$1.76 

2.00 

.95 

.12 

48,600 (77 e s t . ) 

103,000 (77 e s t . ) 

Assessment Ratio 
To Current Value 

40% 

60% 

20% 

20% 

SERVICES AND RELATED: 

Council-Manager; home ru le c i t y . Police 84, Firemen 65 (including pa r t t ime). Annual budget 

$30.6 mi l l ion ; revenue bonds $36.5 mi l l ion . Outstanding G. 0. bonds $13.7 mi l l ion . Conprehensive 

zoning and Master Plan. 

UTILITIES 

Power (total capacity 189,000 KW) and Water 16 MGD (Garza-Little Elm Reservoir plus 11 artesian 

wells) municipally owned. One sewerage plant (cap. 6.0MGD). Other utilities: Lone Star Gas Coirpany; 

General Telephone and Electronics Corporation. 

*1970 Census 
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COMMUNITY PROFILE 

Anglo settlement first began in the mid-1840's in the southeast portion of the county and at 

Pilot Point in the northeast section. From there, settlement spread north and south through the 

cross timbers, west from Hebronville, and into the creek valleys of the Grand Prairies. Subsistence 

agriculture and cattle ranching gave way to cotton farming in the timbers and wheat farming on the 

prairies as railroads entered the county in the late 1870's, \\̂ en the Texas and Pacific built across 

the county from northeast to southwest. Later the Missouri, Kansas and Texas (Katy), Santa Fe, Dallas 

and Wichita, and Frisco railroads constructed lines. 

The county embarked on a course that would make it a higher education center when it obtained 

North Texas Normal College (now North Texas State University) in 1890, and the College of Industrial 

Arts (now Texas Woman's University) in 1902. Today, the county (population 75,633, 1970 census) is 

a center for higher education and a balanced farming region producing wheat, cotton, beef, and dairy 

cattle. It contains two growing urban centers, Denton and Lewisville, with increasing amounts of 

light manufacturing, is split by Interstate Highway 35 and its branches 35E and 35W, and is suffering 

growing pains due partially to its proximity to the new Dallas-Fort Worth International Airport. 
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GENERAL: 

Banks: 5 (combined deposits $167.8 million); Savings and Loan: 4 (combined deposits $93.3 million); 

5 hospitals with 464 beds, 68 doctors, 33 specialists, 28 dentists, 65 churches, 21 denominations, 10 

motels, daily newspaper, AM-FM radio station. Water sports: Garza Little Elm nearby with a capcity of 

1,002,900 acre feet. There are three golf courses and a public library with 41,000 volumes. 
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INDUSTRIAL DEVELOPMENT: 

Apparel, asphalt, brick, business forms, cabinets, wood products, food processing, gas tanks, 

jewelry and related items, mattresses, commercial trailers, ornamental iron, paper products, plastics, 

ready mix concrete, welding devices, gauges, steel fabrication, plumbing fixtures, solvent recycling 

and cosmetics. 

LOCATION AND TRANSPORTATION: 

Thirty-eight miles north of downtown Dallas on Interstate Highway 35-E (U.S. 77); 36 miles north 

of downtown Fort Worth on Interstate 35-W; U. S. 377, U. S. Highway 380. Freight Service: M-K-T, 

Santa Fe, T § P railroad. Motor Frei^t Lines: 12 (over-night delivery all major points in Texas). 

Passenger Service: Continental Trailways. Air Service: Dallas-Fort Worth Regional Airport less than 

20 miles south of the city, Dallas Love Field approximately 30 miles south of the city limits. Denton 

Municipal Airport has lighted concrete runway 4, 150' x 150'; storage, charter, maintenance, repair, 

and fueling. 

EDUCATION 

Seven elementary schools, two Junior Highs, one Senior High with 25 students in a classroom as 

the average. Total enrollment is 8,150. North Texas State University (enrollment 17,127), Texas 

Woman's University (enrollment 8,736). Selwyn Prep School (co-ed 12 grades); Denton State School (for 

mentally retarded) capacity 1,400. 
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Lot P I 
Lot P2 
Lot P3 
Lot P4 
Lot P5 
Lot P6 
Lot P7 
Lot P8 
Lot P9 
Lot P10 
Lot P11 
Lot P I 2 
Lot P I 3 
Lot P I 4 
Lot P I 5 
Lot P I 6 
Lot P I 7 
Lot P I 8 
Lot P I 9 
Lot P20 
Lot P21 
Lot P22 
Lot P23 
Lot P24 
Lot P25 

46 
10 
56 

246 
41 
30 

116 
144 
202 
118 
336 

83 
96 
71 
56 

174 
284 

48 
191 

30 
288 
181 

21 
56 
15 

NORTH TEXAS STATE UNIVERSITY 
BLDG. LEGEND 

BA 
BH 
Bro 
B8C 
CCBC 
CHM 
CLH 
CRH 
COL 
EAO 

GAB 

ADMINISTRATION 
AUDITORIUM 
ATHLETIC OFFICE 
ARTBUILDING 
BUSINESS ADMINISTRATION 
BRUCE HALL 
BIOLOGY 
BAP STU.CTR 
CHURCH OF CHRIST BIBLE CHAIR 
CHEMISTRY 
CLARK HALL 
CRUMLEY HALL 
COLISEUM 
EDUCATIONAL ADMINISTRATIVE 
OFFICES 
GENERALACADEMIC BLDG. 
HISTORICAL 
STUDENT HEALTH CENTER 
HIGHLAND HALL 
HOUSTON HALL 
HEALTH, PHYSICAL EDUCATION 
RECREATION 
INDUSTRIAL ARTS 
COMPUTER CENTER 
INFORMATION SCIENCE BLDG. 
JOURNALISM 
KERR HALL 
KENDALL HALL 

MARQ 
MB 
McCH 
M GYM 
MH 
MPS 
M6H 
MUC 
MUS 
OSH 
PhP 
PM 
PP 

WD 
WO 
WH 

LIBRARY BLDG 
LANGUAGE BLDG 
LAB BAND HALL 
LAB GYM 
MARQUIS HALL 
MEN'S BLDG 
McCONNELLHALL 
MEN'S GYM 
MATTHEWS HALL 
MUSIC PRACTICE BLDQ. 
MAPLE ST HALL 
MUSIC BLDG-CHILTON 
MUSIC HALL 
OAK STREET HALL 
PHYSICAL PLANT 
PHYSICS—MATH 
POWER PLANT 
PRESIDENTS HOME 
PSYCHOLOGY 
SPEECH & DRAMA 
SWIMMING POOL 
SULLtVANT VISITOR CENTEfl/POLIC 
TERRILLHALL 
UNIVERSITY MINISTRIES 
UNIVERSITY UNION 
WEST DORMITORY 
WOMEN'S GYM 
WOOTEN HALL 
QUADRANGLES 

PARKING GUIDE 
Red D«cal Parking ^ ^ ^ ^ 
Facutty and S u H ^^^mm 

RaavrwMl ParVing 
Facultv and Staff ^^^Km 

R«*trlct*d Partelng 
Vialion Parking ^ H M H i 
Oormrtory Partiing I H H a ^ 
Motoicycla Partting 
Handicapped 
Bu* Stop ^ ^ ^ ^ H 

'Arrowt Indlcata Ona-
Way Siraat and DIracllon 
Dot Indlcatn baginning or 
anding of on*-way *tra«U 

NOTE All Spaad Limits 
Within Thia Araa 
Ara20MPH Unlaaa 
Otharwiaa Oaalg-
natad 
Spaad Umlta For 
All Parking Lots 
and Innar Campus 
AraaAra lOMPH 

NORTH TEXAS STATE L M \ ERSITY 
RLLES AND REGL I.ATIONS 

FOR OPERATION OF MOTOR NEHK IKS 
1977-1978 

The rcguLiiion^ regarding the lise of parking facihtics at North Texas Suae Lni^cr^ 
the result of a study conducted b\ a planning committee composed of members of î  
dent body, faculi) and admmisirau^c officials of the Lni\crMi> 

Definitions. The term i nt\er\ii} propern is interpreted to include all properties uni 
control and jurisdiction of the Board of Regents of North Texas Sialt L ni\crsi[ 
term Campus Area is interpreted to include all public streets under the junsdict 
North Texas State L nivcrsii\ as granted thereto by the Cit> ol Denton The term 
Vehicle is interpreted to include automobiles, buses, trucks. motorc>:lcs. moloi 
and molorscootcrs. 

Motor Vehicle Registration 

All students, faculty and staff members who operate a motor \chitle in the 
campus area at any time must first register the vehicle »iih the UniNcnity Police 
will be no charge for such registration which docs not permit p.irking upon Uni 
Property or withm the Campus Area between the hours of 7 00 A M and 5 00 P 
weekdays, nor at an> time within dorm parking lots and areas whieh arc enforced 
(7) days a week, twenty-four l24i hours a da>. Decals will be installed as follows: 1 
tire decdl will be permanently affixed on rear bumper, below (or to Ihe right ol 
necessary) the left rear tail light in such a manner as to be readil> MSIMC from c>( 
For motorcycles, motorbike> and motorscooters it shall be placed con.picuousl\ 
fender or gas tank, or front tork-. I ji.u!i> and staff ma> register their vehicles on a 
basis. Replacement decals will be issued at a charge of S.25 if the original is i 
destroyed Mutilated or damaged decals should be replaced immediately MOI.M 
hcense number (license plate no.) must be presented b> the applicant ai the ti 
registration. The parking classifications and fees are described below 

For students, vehicle registration may be completed m the uni\crsit\ registration p 
Faculty and staff may register their vehicles through ihc campus mail. Motor vehi 
violation of the parking dccal requirement will be ii^kctcd and the operator fi 
provided under parking violations and penalties. Registered owners lu drivers * 
held responsible for all tickets issued to their particular vehicle 

Parking Regulations 

ALL RULES AND REGL L-XTIONS ARE SL B J L C T T O t H-\NC.l. AT AN> 
DURING THE YEAR No student, faculi>. or staff member will be allowed to 
motor vehicle in areas under universii\ jurisdiction between the hours of 7 (K) a. 
5:00 p.m. on weekdays unless a parking fee has been paid and the vehicle dis| 
proper decat. The decal will be placed in the position as follows the entire decal 
permanently affixed on rear bumper, below (or to the right oO the left rear taill 
such a manner as to be readils Msible from eye level. For motorcycles, it shall be 
conspicuously on the fender, gas tank or front fork. 

In lots and on streets having angle or verticle parking spaces, all vehicles except mi 
cles must park head in with front of vehicle to rear of space All vehicles must p irk 
defined parking space lines and not extend into another space, nor extend into 
drive. 
No student, faculty, or staff member may sublease his assigned parking space v 
prior authorisation from the Universiiv Police Parkmg classifications and hour 
forcenient arc as follows: 

1 Reserved Parking Numbered, reserved spaces, within a particular lot assigned 
individual use of a vehicle during parking control hours. Lots I. 5 and 6 arc pr 
designated as "reserved lots " Full-time universit) lacully and stall will have first \ 
to park in these spaces Parkin^: controls will apply from 7O0 \ M to 5 IKI P M 
da\ through Frida> 

2 Restriiied Parking Unreserved parking within a particular area or lot 1 ots 2 ( 
Center). 3, 4. 7 (Ph>sicai Plant), H. 9. II. 13. 18. 20. and 23 are prcsentK design, 
"restricted lots." Permits (decals) are sold on an individual lot basis, \alid only I 
lot and Fouls Field. Parking controls will apply from 7 00 A M to 5 00 P \ | \ 
through Friday. Full-time universit) faculiv and siatf will have first priority to | 
these areas. 

3. Red Decal Parking: Unreserved parkmg on streets designated h\ C ii> Ordina 
university controlled parking and f oji^ I icld. This area is available to students u 
not living in dormitories, ft is designated as Red Decal Parking. Parking controls ^ 
ply 7:00 A M to 5 00 P.\l . Monda\ through Friday. The purchase of Ihis decJI II 
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Denton County sits astride the border line between the Blackland Belt and the Grand Prairie 

with characteristics of Blacklands in the eastern part and those of the Grand Prairie in the west. 

Soil types range from deep sandy loam to rich black. Principal crops include cotton, com, wheat, 

oats, hay grain sorghums and peanuts. Crop growing predominates on the Blacklands in the east, and 

livestock-raising on the Grand Prairie in the west. 

Denton lies in the transition zone between the humid siistropical region that extends northward 

from the Gulf of Mexico and the more Continental climate to the north. Average annual rainfall is 

31.67 inches but monthly and annual amounts are quite variable. Most precipitation is derived from 

thundershowers, which are heavier and more frequent in April, May and June. August is the driest 

month and also the hottest. Snow occurs only rarely and is unimportant as a source of moisture. 

During the winter, sudden changes in temperature occur with the passage of polar air masses 

from the north. Periods of occasionally extreme cold are short, however, and winters are relatively 

mild. Summer days are rather hot. The highest temperatures of summer are generally associated with 

fair skies, westerly winds, and dry air. Hot periods in summer are often broken by three to five 

day periods of thunderstorm activity. 

Seveiewind and hailstorms may occur on occasions but are infrequent. 

Denton receives about 65% of the total possible sunshine annually. Periods of cloudy weather 

are most frequent in January through April. 

Prevailing winds are southerly. Strongest continuous winds occur in late winter and early 

spring, while peak gusts are associated with thunderstorms. Relative humidity is highest during the 
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early morning hours and lowest during the afternoon. Average annual relative humidity is about 65%, 

with only slight variation from season to season. 
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Month 

Jan 
Feb 
Mar 
Apr 
May 
Jun 
Jul 
Aug 
Sep 
Oct 
Nov 
Dec 
Year 

Daily Maximum 

57.3 
61.1 
68.5 
76.9 
83.4 
92.0 
96.2 
97.7 
90.6 
80.8 
67.3 
59.0 
77.6 

DENTON 

CLIMATOLOGICAL 

(Mean) 

SUMMARY 

Daily Minimum 

33.4 
33.6 
42.7 
52.1 
60.7 
69.2 
72.4 
72.4 
65.3 
55.0 
40.9 
35.8 
53.0 

(Mean) Monthly (Mean) 

45.4 
48.9 
55.6 
64.5 
72.1 
80.6 
84.3 
85.1 
78.0 
67.9 
54.1 
47.4 
65.3 
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NORTH TEXAS STATE UNIVERSITY JAZZ LAB BAND OUTLINE 

Major in Jazz Education 

History of N.T.S.U. Jazz Lab Band 

Honors and Awards of Lab Bands 

Biography of Leon Breeden (Director of the Jazz Department) 

Room and Area Requirements 

Instructional Areas 

Rehearsal Hall 

Practice Rooms 

Class Piano Rooms 

Regular Classrooms 

Listening Facilities 

Studios 

Recital Hall 

Auxiliary Areas 

Storage Areas 

Music Library 

Work Rooms 

Broadcast Control Booth 

Additional Facilities 
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Auxiliary Areas (Continued) 

Stage Plan of Lab Bands 

Instruments Involved in N.T.S.U. Jazz 66 Band Program 

Seating 

Acoustics 

Lighting 

Mechanical 

Heating and Air Conditioning 

Construction 

Building Codes and Restrictions 
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MAJOR IN JAZZ EDUCATION 

This course provides, under controlled and supervised conditions, training for students wishing 

to enter the field of jazz education on a professional level. 

Majors should have studied an instrument for several years and must qualify for admission to the 

applied concentration program. To fulfill the laboratory requirements, students must enroll for two 

semesters in an organization other than Jazz Lab Band. Students may take Jazz Lab Band as an extra 

subject during this time. 

Other than basic required courses such as English, American History, National and State Government, 

Physical Education, and one of three--Physics, Foreign Language, and Mathematics--Jazz Education majors 

are also required to take the following jazz related courses: 

Jazz Lab Band, 1 hour. 

Perspectives in Jazz, 1 hour. Development and contribution of jazz in American culture. 

Improvisation (Jazz), 2 hours each. Materials and practices for inprovising or extem

poraneous playing. 

Advanced Inprovisation (Jazz), 2 hours each. Performances of improvised solos, includ

ing "standards" and original works. Inprovisations by memory and reading chord 

symbols, 

Forms in Jazz, 1 hour. Contemporary jazz compositions and performances; works of 

N.T.S.U. and nationally recognized coiiposers and arrangers. Open to majors in 

otJier fields by consent of instructor. 
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Dance Band Arranging, 3 hours each. Study and analysis of jazz harmony, melody, and 

rhythm applied to modem instrumentation; workshop arrangements written and 

played. 

Radio and Television Music, 3 hours. Conposition, orchestration, production of 

music. 

Film Music, 3 hours. Basic techniques in conposition, orchestration, synchronization 

and production of music for motion pictures. 

Advanced Dance Band Arranging, 3 hours. Study and analysis of popular music medium; 

conposing and arranging for modem orchestra, using larger and more varied in-

s trumentat ion. 

The Organization and Development of the High School Stage Band, 3 hours. Relation

ship of stage band to overall music program; instrumentation; sources of music; 

types of presentation; rehearsal techniques; dynamics, phrasing, intonation, and 

balance. 

Graduate Courses: 

Organization and Administration of College Jazz Ensembles, 3 hours. 

Conducting College Jazz Ensembles, 3 hours. 

Pedagogy of Jazz Inprovisation, 3 hours. 
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BACKGROUND 

NORTH TEXAS STATE UNIVERSITY 

LAB BAND PROGRAM 

When North Texas State University in Denton became the first school in the United States to offer 

the bachelor of music degree with a major in dance band in 1947, it began a program which has since 

attracted international recognition. 

But the story of jazz in the classroom actually began in 1942 when M. E. (Gene) Hall was a grad

uate student at NTSU and was asked to teach dance band arranging to two special students. Word got 

around and 15 students enrolled. Hall left the school in 1944 after receiving his master's degree, 

but was asked by School of Music Dean Dr. Walter H. Hodgson three years later to return to the campus 

to develop a bachelor of music degree curricLilum in lab band. 

As with every new project, the beginning years for Hall posed many problems, not the least of 

which were the lack of teaching materials and the problem of academic acceptance. But grudging, then 

total, acceptance was ultimately succeeded by intense pride in the accomplishments of the lab band. 

Curricula gradually were evolved, and the problem of arrangements and conpositions was solved through 

two channels: a number of music publishers began the issuance of scores designed specifically for stu

dent bands, and several jazz leaders donated arrangements that had been written originally for their 

units. 

In the 1950s the lab band program began to expand its horizons, with Hall entering the jazz group 
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in national competitions. By 1959 the group had placed third in the finals of the "best band of the 

year" contest at the Roseland Ballroom in New York City, the only collegiate group against three com

mercial bands. Later that year Hall decided to accept a teaching position at Michigan State University 

and was replaced as lab band director by Leon Breeden, a former high school and college band director 

who had earned respect as a clarinetist, arranger and conposer. 

Since Breeden took over the program, the lab bands have won 38 national awards for bands and in

dividual performers, including seven national championships; toured Mexico for the State Department; 

and in the summer of 1970 appeared as the official big band of the Montreux International Jazz Festi 

val in Switzerland. 

The 1975 album of the 1 O'clock Lab Band, "Lab '75", was nominated for a Gramny in the big band 

jazz category marking the first time a collegiate band was so honored. In the summer of 1976, the 

1 O'clock band made a triumphant tour of Portugal and the Soviet Union for the U. S. State Department. 

In June 1967 an NTSU lab band became the first big band from a university to perform by presiden-

tail invitation at the White House when it played for President Lyndon Johnson's State dinner for the 

King and Queen of Thailand. NTSU lab bands have performed jointly with such bands as the Stan Kenton, 

Ralph Marterie, Tex Beneke, Woody Herman and Les Brown groups, and performing guests with the univer

sity groups have included Sam Donahue, Buddy DeFranco, Don Jacoby, Stan Getz and Maynard Ferguson. 

Stan Kenton appeared as guest conductor of the Lab Band in April 1965 in a concert of new compo

sitions written for the Los Angeles Neophonic Orchestra, the first such concert at any university in 

the United States. And the following spring the NTSU group journeyed to Los Angeles to appear in a 
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joint concert at the new Pavilion of the Center for the Performing Arts with the Neophonic Orchestra. 

And each of the honors garnered by the NTSU jazz groups is seen by Breeden as "a great tribute 

to jazz education", for when one collegiate jazz group is singled out as equal to the professionals, 

it shows how far jazz education itself has come in the last quarter century. 
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HONORS 

NORTH TEXAS STATE UNIVERSITY LAB BAND 

A total of 38 national awards for bands and individual performers at national jazz festivals. 

First jazz group to perform in the Department of State West Auditorium in Washington, D.C. in 

1966. 

Performance at the Venezuelan Embassy in Washington by invitation (1966). 

Annual Award received for "Outstanding Achievement for the Youth of Texas" - presented by the 

Texas State Society of Washington, D, C. (1966). 

Tour of Mexico for the Department of State Office of Cultural Presentations. Twenty-three 

performances in nineteen cities in twenty-eight days (January and February of 1967), 

First Big Band from a university to perform by Presidential invitation at the White House, 

June 27, 1967. The occasion was the State Visit of the King and Queen of Thailand. 

Duke Ellington and Stan Getz were guest soloists with the band on this occasion. 

The first Big Band from a university to perform for the National Convention of the Music 

Educators National Conference in Seattle, Washington (performance at the Opera House). 

March 18, 1968. 

The first jazz group of any kind to perform for the national convention of the National 

Association of Secondary School Principals. February 28, 1967 - Dallas Memorial 

Auditorium. 
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Band appeared in joint concert with the Los Angeles Neophonic Orchestra, Stan Kenton, Conductor, 

in April 1966. This concert was at the new Music Center of the Los Angeles Center for 

the Performing Arts. 

Band appeared as the official "Big Band" at the Montreux, Switzerland International Jazz 

Festival in June 1970. The festival appearance was preceded by a two-week concert 

tour of Germany. 

"Lab '75", an album released in the summer of 1975 by the 1 O'Clock Lab Band, was nominated 

for a Grammy in January 1976 as one of the best jazz performances by a big band. The 

Grammy Awards are sponsored annually by the National Academy of Recording Arts and 

Sciences. 

Selected by the U. S. State Department's Cultural Presentations Program for a tour of Por

tugal and the Soviet Union during the Bicentennial summer of 1976. Band played con

cert in Leningrad, part of which was telecast back to the United States by NBC, on 

the Fourth of July. 
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BIOGRAPHY 

LEON BREEDEN 

DIRECTOR OF LAB BAND PROGRAM 

NORTH TEXAS STATE UNIVERSITY 

Leon Breeden, director of the famed Jazz Lab Band Program at North Texas State University in 

Denton, Texas, could well be called the "Dean of jazz education." 

He is now in his 18th year as head of the world's most famous and most respected collegiate 

jazz program, the one which blazed the trail for the many other schools now including jazz in their 

curricula. The latest achievements by the jazz program at NTSU include a Grammy nomination for the 

1975 album of the 1 O'Clock Lab Band and a triumphant State Department tour of Portugal and the SoAriet 

Union by the 1 O'Clock Lab Band in the summer of 1976. 

NTSU began offering in 1947 the country's first degree program in dance band, or jazz education, 

under the guidance of Dr. M. E. Hall. 

By 1959 when Leon Breeden came on the scene, after a distinguished career as public school music 

educator, arranger, conposer and a musician, the NTSU Lab Band Program was in its 12th year and was 

ready for a major expansion. The increasing enrollment of the program, which was attracting jazz stu

dents from throughout the country, was providing many more outstanding musicians than could be accomo

dated by the three lab bands in existence. Breeden increased the number of bands to five, then six, 

then eight and in 1971-72 the bands numbered 11. Soon after, however, Breeden reevaluated the program 
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and cut the number of bands back to nine, feeling that the students would best be served by quality, 

not quantity, in the program. 

That decision is typical of Leon Breeden, whose concern over the years has been more for his 

students than for his own personal advancement. 

And he has been rewarded many fold, recalling many young men who have turned down good paying 

jobs to be with the band for educational events. Inportant to the NTSU Lab Band Program is that vir

tually all the material played in concert and recorded by the bands over the years has been either 

original compositions by NTSU students or student arrangements of works by name composers. 

Breeden has been one of the most outspoken educators in the area of protecting the rights of the 

composers/arrangers who write the music for jazz ensembles. Often at the risk of antagonism from his 

colleagues, he has traditionally spoken out strongly against the violation of copyright laws by the 

blatant "trading" of charts between bands, thus eliminating the writers. 

Breeden's concern for all facets of musical life are reflections on his own background. A gradu

ate of Texas Christian University in Fort Worth, Texas, with bachelor and master's degrees, he began 

his teaching career as Director of Bands at TCU in 1944. He also has taught in the Fort Worth public 

schools and was band director at Grand Prairie, Texas, High School from 1953-59. His professional 

music career has included playing saxophone and clarinet with the Dallas and Fort Worth Symphony 

Orchestras; playing with such shows as "Olsen and Johnson", the "Earl Carroll Vanities: and the 

"Ice Capades"; conducting the thirty-piece WFAA orchestra for a Texas Power and Light Company show 

over the Texas State Network; and directing his own orchestra in Fort Worth. 
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His arrangements and conpositions have been played by the NBC Band of America, the Boston Pops 

Orchestra, the Cleveland and Cincinnati Symphony Orchestras and by several hundred high school and 

college bands. 

Breeden has served as Director of the New York, New Jersey and Florida All-State Bands and was a 

judge for the United States high school competition of the Montreux (Switzerland) International Jazz 

Festival in 1971-72. 

Under Breeden's tutelage, the NTSU Lab Bands have built vsp a long list of "firsts" that any col 

legiate jazz group will have difficulty matching. In 1964 the 1 O'Clock Lab Band placed first at the 

Kansas University Oread Jazz Festival; in 1966 it became the first university group to appear in the 

State Department Auditorium in Washington, D.C, only one day after sweeping three top awards at the 

National Intercollegiate Jazz Festival at Villanova University. 

And in 1967 the Lab Band became the first university big band in history to appear the White 

House by presidential in"vitation. Through international tours and the sale of recordings throughout 

the world, Leon Breeden and the NTSU Lab Bands have spread the news of American jazz education, all 

tJie while building an international reputation for the university and its music program. 

Breeden's latest plan for jazz education is the development of the North Texas State University 

Jazz Archives as part of the NTSU Library. The archives would include taped interviews with the prin

cipals involved in the jazz education movement at NTSU, as well as correspondence, charts, etc. which 

help to tell the story of how jazz education was bom on the canpus in 1947. 

In his book, "Jazz Educated, Man", author Allen Scott paid tribute to the 25th anniversary of 
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collegiate jazz education and the NTSU Lab Band Program by writing, "That this Texas institution could 

look back on a quarter century of accomplishment in the field when some schools still are approaching 

it in the manner of a timid swimmer sticking his toe into an icy mountain stream spoke well of the 

foresight of many people." 

One of those people, and a major one at that, is Leon Breeden, whose constant goal has been to 

handle every detail of his work with students in such an honorable way that, when his career comes to 

its natural conclusion, not one student can say that the jazz educator was unfair to him or her in 

any way whatsoever. Breeden's concern for his fellow man is reflected in a statement he made recently: 

"I want to be remembered equally as having been a humanitarian as well as a musician. --Given a choice, 

I would prefer the former to carry the most weight in their memory." 

But while Leon Breeden is still active in music, he does not have to be just a memory to anyone. 

His involvement in jazz education at the national and international level, his contacts with profess

ional musical circles, all keep him among the most active and respected men in his field--truly, the 

"dean of jazz education." 
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LAB BAND 

Large Rehearsal Hall/Classroom 

Small Rehearsal Rooms 

Instrument Storage Rooms 

Library 

Reproduction/Workroom 

Recording Control Room 

Editing Room 

Coordinator's Office 

Administrative Assistant's Office 

Secretary 

Faculty Offices 

Teaching Assistant's Offices 

Conference Rooms 

Class Piano Rooms 

Listening Facility 

Recital Hall (250 Seats) 

47 

Student 
Stations 

180 

28 

16 

Initial Phase 
Room Area 

1 = 2700 

1 = 1200 

2 = 500 

1 = 500 

1 = 350 

1 = 250 

1 = 100 

1 = 150 

1 = 100 

1 = 100 

8 = 200 

7 = 450 

2 = 600 

3 = 1950 

1 = 250 

5360 
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ROOM AND AREA REQUIREMENTS 

Music facilities can be divided into two general classifications depending upon their function: 

those used for instructional activities and those serving in an auxiliary capacity such as storage 

areas, workrooms, and offices. A typical large music facility for an institution of higher education 

will require a wide variety of rooms and work areas. 

1. Instructional Areas 

Rehearsal halls 

Practice rooms 

Class piano rooms 

Regular classrooms 

Listening facilities 

Studios 

Recital hall 

2. Auxiliary Areas 

Storage areas 

Music library 

Work rooms 

Broadcast control booth 

Additional facilities 
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INSTRUCTIONAL AREAS 

REHEARSAL HALLS--INSTRUMENTAL ROOMS 

An instrumental rehearsal room obiously should be large enough to accommodate the largest band, 

orchestra, or combined group expected to use the facility. 

Room Size. In estimating the approximate number of square feet of floor space that should be 

provided for instrumental groips, one should allow 20 to 24 square feet per student. This will pro

vide the necessary space for aisles, music stands, and other equipment. No student should sit against 

a wall or stand within Ih feet of the ceiling. This is especially true of the basses and percussion 

instruments, which are frequently placed on the highest riser in the back of the ensemble. 

Room Height. The height of an instrumental rehearsal hall depends on the number of students in

volved as well as the shape of the room. One of the common faults of music facilities is the lack of 

sufficient ceiling height. Ceiling height must be planned for acoustic purposes even if a split-

level effect is created on the floor above the music suite. Not all such rooms will be designed with 

a ceiling that is parallel to the floor, so that an average ceiling height figure may be more meaning

ful than a simple number. This average will be in the nei^borhood of 14 to 18 feet. Anything less 

than a 14 foot ceiling in an instrumental rehearsal room should be questioned. Another check to en

sure adequate space for proper acoustics in a rehearsal room is to allow approximately 400 cubic feet 

per peformer. 

Risers. Differences of opinion will be found concerning the desirability of providing risers in 

instrumental rooms. Pupils sitting in the back of the room and the far sides may have some difficulty 
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in seeing the conductor unless they are seated on an elevation of some sort. No decided preference 

for flat floors or for risers has been demonstrated. Architects are currently designing music rooms 

of both types according to the preference of those planning the facilities. Whichever is used, flat 

floors or risers, it will be necessary to make the appropriate adjustments to provide for diffusion 

of sound. With the use of risers, additional room height will be needed. Some schools feel that 

semipermanent or portable risers solve the problem and provide room flexibility. The provision of 

sets of risers--one to be kept in the auditorium and another for the rehearsal hall--avoids some of 

the logistical problems, but many directors who have risers in the rehearsal room find the flat floor 

of the stage satisfactory. Many bands have abandoned the use of risers, their conductors having dis

covered that when the brass and percussion sections are elevated, they often overbalance. The problem 

presented by the lack of stage enclosures (shells) far outwei^s the problem of whether or not to use 

risers on the stage. Risers that telescope into the wall are another possibility, but the e)q)ense in

volved may prohibit their use in many situations. 

If risers are used, a width of 60 inches for most terraces will prove adequate. A 60 inch step 

will be wide enough for a single row of instrumentalists. Ordinarily, an elevation of 6 to 8 inches 

is adequate (sight line is a good indication of ear line). A white strip of paint or a rubberized 

nonskid tread on the edge of all risers provides an element of safety. The number of terraces will 

range from one to five, depending on the size of the room and the needs of the organizations using 

the rehearsal facilities. 

Other Considerations. The instrumental rehearsal room will probably be used for instrumental 
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classes and possibly even for theory or other music classes. Mounted chalkboards are therefore desir

able. Since rehearsing is the room's principal function, however, no decision should be made that will 

detract from its ability to fulfill that fole. The straight chairs required for performing groups 

should not be sacrificed for tablet armchairs. Provisions for closed-circuit television and a project

ion screen should be considered. Many rehearsal rooms being currently planned and built incorporate 

microphone outlets with adequate wiring leading to the control room. 

Practice Rooms. Practice rooms are a facility peculiar to the teaching of music, with some spec

ial problems not encountered by administrators or architects in planning other elements of the school. 

Among the factors which must be considered are isolation of sound, size, ventilation, amount of use, 

and supervision. 

NUMBER. The number of practice rooms needed by a music department should be related to the num

ber of students involved and the administrative policies concerned with their use rather than by the 

amount of space created by the architect in splaying the back wall of the rehearsal hall. Some author

ities recommend that students practice as much as possible in school, so that assistance and super

vision are possible. Many feel that it is particularly inportant that practice room facilities are 

available for those students who play the larger instruments because of the difficulty in carrying the 

instruments home. These practice rooms should be convenient to the large rehearsal room, so that the 

moving of hea-vy, large instruments is minimized. In determining the number of practice rooms needed 

by a collegiate school or department of music, a calculation similar to that shown on the following 

chart. 
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50 Music Majors 

40 On Secondary Instruments 

80 Theory Students 

150 Elementary Education Students 

X 

X 

X 

X 

16 hr per week = 800 hour per week 

6 hr per week = 240 hour per week 

2 hr per week = 160 hour per week 

2 hr per week =300 hour per week 

1,500 hour per week 

Practice hours per week _^_^_____^_ = 1,500 = 25 practice rooms needed 
Hours available for use per week 60 
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SIZE. Practice rooms vary in size according to their various functions. Individual practice 

rooms are quite satisfactory in the 55 to 65 sq. ft. range. This provides sufficient space for an up

right piano, a chair, and a music stand--but little more. Public schools, once planned with several 

rooms of this size in the music suite, are now being built with sli^tly larger rooms for ensemble 

practice, reflecting the increased emphasis on small groups, both vocal and instrumental. Colleges 

which plan large blocks of small practice rooms will also want to provide a number of larger rooms for 

ensemble practice, or to accommodate grand pianos (two) or organs. 

OTHER CONSIDERATIONS. More and more school buildings in the North as well as the South are being 

air-conditioned, and this is a distinct advantage where practice rooms are concerned. In fact, there 

is no other way to provide proper sound isolation. If the building is air-conditioned, the practice 

rooms can be arranged in blocks, spaced compactly, and planned without outside windows. Sound filters 

should be provided for the air ducts to prevent transmission of sound from one room to another, and 

the return air ducts, should be placed in the ceilings or walls, not in the doors. Construction to 

ensure adequate transmission loss will make practice rooms more e)q)ensive than ordinary classrooms, 

but economies may be effected here with more justification than in some other parts of the music suite. 

Nonparallel walls have been widely used to avoid reflection of sound in these small rooms. Double 

glass windows in the doors, or opening on the rehearsal hall or teacher's office in schools, permit 

supervision without interruption. Electronic monitoring devices are sometimes incorporated. 

Class Piano Rooms Many school systems are now providing class instruction in piano as well as in 

the band and orchestra instruments. Some schools have constructed specially designed rooms for this 
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type of instruction. These rooms should be as near as possible to the other music rooms in order to 

realize conplete utilization in a coordinated music program. There should be acoustical treatment of 

the walls and ceilings, and insulation against sound transmission to and from other classrooms as pre

scribed by the acoustical consultant. Careful consideration should be given to sound conditioning of 

rooms for class piano if several pianos are used, due to the percussive action of tone production of 

several performers. The front wall should be equipped with blackboard (plain and with music staves), 

bulletin board space, music cabinet, and electrical outlets. Space should be provided for televsion, 

phonograph, and recording facilities. 

If electronic pianos are used in such a room, it is useful to provide an adequate number of elec

tric outlets in the floor to avoid the need for extension cords and the hazard they present. Organ 

class instruction is now finding increasing favor in several of our larger cities, and properly wired 

rooms should be planned if this activity is to be part of a school's program. 

Regular Classroooms Regular academic classrooms are used by many schools for classes in music 

history, appreciation, theory, conposition, arranging, and other music education classes. Though the 

acoustical treatment may not need to be as extensive or e)q)ensive as in some other parts of the music 

suite, if the learning to take place in the room is to involve listening to music, more than ordinary 

care must be taken to block out extraneous sounds. A classroom that will be used primarily for gener

al music classes needs ample storage space for books, records, rhythm instruments, autoharps, piano 

keyboards, pictures, and similar equipment. Provision should be made for a projector screen mounted 
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at ceiling height or in a ceiling recess. 

In some situations it may be possible to provide a projection room adjoining the classroom, or 

even between two classrooms so that the projector can be prepared without losing class time. If a 

classroom is to be used primarily for theory classes, it will be desirable to have staff lines painted 

on the chalkboard. Conversely, if music literature classes are to be the principal occupants, painted 

staff lines are less desirable. If a college classroom is to be used largely for music education 

classes, it will need adequate locked shelf space or will need to be planned adjacent to a storage 

room (with shelves) for the large amount of material used in such classes. In a canpus school situa

tion, classrooms may need to be provided with rows of coat hooks and shelf space. 

Listening Facilities Several types of listening facilities are in common use in collegiate mu

sic schools today, and each presents specific planning problems. As independent study becomes more 

common in secondary schools, some similar facilities will become desirable in the music department or 

in the school library. The principal systems include the following: 

1. A number of soundproofed listening rooms or cubicles are each provided with a record player. 

The student receives phono recordings from a central location (often the departmental office) and is 

his own operator. 

2. A bank of record players or turntables is placed in a central control room. Worktables in 

an adjoining room are supplied with a number of receiving channels and sets of earphones. The student 

requests a particular recording, which is played by the monitor in charge of the control room, and 

the student listens through the earphones. 
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3. Tapes are made available to the student, ;̂ ho listens either in a cubicle as in (1) above, 

or in a central room (in which earphones are necessary). 

4. Tapes are administered through a control room, as in (2) above, and the student listens 

through earphones. 

The planning of a listening facility is dictated first of all by the kind of equipment the depart

ment uses, or the kind to which it wishes to change. The number of listening rooms or cubicles, the 

size of the control room and the number of channels available, the number of places at the worktables 

can be calculated by a method similar to that employed in the case of practice rooms. The design of 

the system, if methods (2) or (4) are used, must of course precede the planning of the area. Other 

than providing for adequate space and convenient location in relationship to other music areas, no 

general observations will be needed in this section. 

In many cases a college will set aside certain classrooms as theory laboratories. It may be de

sirable to provide cubicles in which students may work with individual tape recorders, phono records, 

or similar equipment. Certain storage and control requirements must also be planned in such situations. 

Studios Traditionally much of the teaching of music has been done on a one-to-one basis. Though 

this country has accomplished much through group instruction, it is still true that advanced instruct

ion is almost always given to a single student. In colleges and conservatories this is carried on in 

studios which also serve as the faculty members' offices. It is desirable also for schools to provide 

an office for each full-time music instructor. Most frequently it is located adjacent to the teacher's 
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rehearsal hall and is provided with windows that enable him to keep an eye on ensemble rehearsals being 

conducted by students in the hall or in practice rooms. 

In a college it is not difficult to determine the proper number of off ice-studios, since the 

figure corresponds directly with the number of applied music teachers. More difficult is the matter 

of assuring the responsible authorities that space devoted to the studios will be fully used. A college 

instructor teaching applied music is likely to have a teaching schedule of 18 to 24 hours per week, 

and he will wish to do his own practicing and professional work in his studio. Occupancy of somewhere 

between 30 and 40 hours per week may thus be expected. Administrators may e)q)ect a 50 to 60 hour per 

week occupancy as they do in the case of classrooms and practice rooms. They may need help to see that 

an applied music teacher cannot work effectively if he has to share a studio. 

SIZE. The music teacher's office needs to be larger than a small practice room since he will, in 

all probability, have his desk and files there. There should be enough additional space for group 

lessons if he has the need. Music files, instrument storage, and work areas frequented by students 

should not be in the office-studio. 

College studios will vary in size with the instructor's specialty. Studios of the senior piano 

staff will ideally be large enough to accommodate two grand pianos and the usual office furniture of 

desk, file cabinets, and bookshelves. Studios of instructors of voice and other instruments, tradi

tionally requiring only one piano, can be a bit smaller if acoustic conditions are otherwise met. Non-

parallel walls are recommended, but the studio should not be designed in such a way that piano place

ment and disposition of furniture are made difficult. 
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The size of the studio may also be determined by other duties of the faculty member. As an aca

demic adviser, he may need additional space for file cabinets; if he uses the room for seminars he may 

require space for a table and chairs. In virtually all cases a small mounted chalkboard in each 

studio will be a valuable asset. 

Recital Hall A room intended for recitals or for performances by chamber music groups or small 

ensembles may be termed a recital hall. Anything larger falls into the category of theater or auditor

ium. Thus, planning the recital hall may well begin with a decision about the hall's intended use and 

its seating capacity. This will in turn influence the size of its stage and bring about certain 

limitations of use. A hall seating 250 people, say, can scarcely have a stage large enough to seat an 

orchestra and chorus, or even a large band. Schools may combine the idea of a recital hall or little 

theater with the need for areas for large-group instruction. 

The seating capacity of the recital hall having been determined, its shape, proportions, etc., 

become matters for the architect. But a number of practical considerations, often overlooked evey by 

e)q)erienced architects, may be listed here. For example, the lighting panel or dimmer panel should be 

located on the same side of the stage as the dressing room, for that is the side at which the stage 

manager will normally stand in order to communicate to the performers. A bell or phone system should 

connect the backstage area with the box office, for efficiency in concert operation. Doors leading 

from the wings onto the stage must be wide enough to provide for the passage of a grand piano--a small 

detail, yet one that has often been missed. If delivery of pianos or other large equipment is antici-
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pated, the stage should have access to a loading dock. And even if the music building caters primarily 

to campus audiences, provision for parking areas should be considered. 

At the college level, the recital hall, as in the case of the large rehearsal rooms, will probably 

double as a classroom or large lecture hall at certain times. It may be necessary, therefore, to pro

vide theater-type seats with folding tablet arms so that the needs of both concert audience and note-

taking students may be met, A large ceiling-mounted projection screen may be found desirable, as 

well as connections to the recording studio. Some thought should be given to the location of a pro

jector, since a special projection booth is unlikely in a small recital hall. 
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AUXILIARY AREAS 

Storage Areas Adequate storage areas, planned with traffic patterns in mind, are inportant to 

the proper functioning of a music facility. Storage, with proper heat and humidity control, is nec

essary for musical instruments, robes and unifonns, music, records, and various types of equipment. 

With careful planning, the storage areas can be conveniently placed and at the same time serve as a 

buffer between two sound-producing areas such as the instrumental and choral rehearsal halls. 

INSTRUMENT STORAGE. Instrument storage facilities should be located so as to minimize the moving 

of instruments. Sufficient free floor space should be provided to permit smooth flow of traffic. Stor

age cabinets located within the rehearsal areas are inaccessible during rehearsal periods and frequently 

cause congestion during period changes. 

Music Library Music libraries will range from a single set of filing cabinets in the music room 

to the school of music library complete with stacks, reading rooms, charging desk, listening facilities, 

and work areas. In most colleges there will also be smaller libraries (band, orchestra, choral) which 

are more like the school situations described here. 

Workrooms INSTRUMENT REPAIR. Some sort of facility should be provided for emergency instrument 

repairs. A special room is recommended, although many schools will use a section of the music library 

room or director's office for this purpose. Large school systems will enploy specially trained men to 

take care of all instrument and equipment repairs. The minimum provision should be a workbench, stool 
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and a supply of tools for repairs. Cabinet space with small drawers should be provided to hold pads, 

pad cement, springs, cork, and other miscellaneous equipment. If a great deal of repair work is done 

in the school, the workbench should have a gas connection, electrical outlets, wood and steel vises, 

and other specialized equipment. Running water and a large sink for cleaning brass instruments should 

be included. 

DUPLICATING ROOM. School music departments will have the facilities of the general office at 

their disposal in most cases and may not need duplicating equipment in the music suite itself. Most 

collegiate departments or schools of music and some school departments or schools of music and some 

school departments housed separately in a canpus-type school will find a duplicating room invaluable. 

There are many times when the music department needs items copied--rehearsal schedules, instrumental 

parts of a student conposition, football show routines, trip itineraries, vocalizes for the choir, 

songs in the public domain--that equipment should be readily available. The room should include enough 

counter space for several types of machines, space for collating, and a sing. 

OFFICES. A music program that functions smoothly should provide a well-located director's office. 

The size of the office and the types of equipment included in it will depend on the size and organiza

tion of the school. The room need not be especially large unless it is also to serve as a studio in 

which small-group instruction may be carried on. It should, however, be able to accommodate a desk, 

two or three chairs, filing cabinets for correspondence, cabinets for miscellaneous storage, and any 

special equipment such as electronic tuners, piano, phonograph, radio, and tape recorder. 

Music teachers who teach in several location in a school need an office to organize the many 
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materials and instruments and pieces of equipment with which they work. Offices are also essential 

for the department head or the director of performing groups because of the frequent contact they have 

with members of the community. 

Broadcast Control Booth The recent improvements in recording equipment and television education 

have resulted in many schools being constructed with facilities to make possible the use of these new 

techniques. Educational programs of all types are made available to the school and the community; 

therefore, school space should be allowed for both receiving and broadcasting of music. The control 

booth should be well insulated for sound and should have slanted double glass windows for viewing the 

performing groups. Such a control booth is sometimes located adjacent to the stage of the auditorium 

or recital hall and sometimes between the rehearsal halls. 

Additional Facilities WASHROOM AND TOILET FACILITIES. Because the music suite is frequently 

used at night when the remainder of the building is locked, washroom, toilet facilities, and custodial 

work areas must be provided within the music unit. In many instances they may be necessary for the 

changing of uniforms and must be convenient to the rest of the department. These facilities require 

about 15 percent of the total floor space if adequate room is to be provided. If recitals to which 

the public is invited are given within the music unit, additional rest room space may be needed. 

LOUNGE. Collegiate music departments may need to consider the desirability of a lounge in 

which students can relax. If other study areas on the canpus are some distance from the music facili

ties, one portion of the lounge might provide desk or table space. An area mi^t also be provided for 

vending machines. 
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ELEVATOR. Because of the heavy instruments and equipment which it is frequently necessary to 

move in a music department, an elevator is a most desirable feature in a building of two or more floors 

Also recommended is a loading dock adjacent to the parking area. 
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THE AUDITORIUM 

An auditorium should be designed so that the activities can be maintained and operated with a min

imum of time and labor consumed in the preparation of an event. In schools, this area is being designed 

for education, not commercial purposes. 

STAGE 

The stage is considered first because it is the part of the auditorium most frequently abused by 

the designers. 

The proscenium arch size is dependent upon several factors--the size of the auditorium, the play

ing area of the stage, the height of the stage loft or grid, the size of the community using the audi

torium, and the seating capacity of the auditorium. For general purposes, the proscenium arch should 

not exceed 65 or 70 feet in width and the height of the auditorium should be in practical or artistic 

proportion to the width. This height is an important factor that will determine the location of the 

grid. The grid will be the subject of a separate discussion. All of these items are interrelated, 

and the architect must consider all of them and their interrelationships. 

The playing size of the stage will be determined by the size of the musical organization, the 

stage requirements of musical productions, and the scope of other activities proposed for this stage, 

Clarence J. Best recommended in his survey that an instrumental musician be allotted 18 sq ft of floor 

space for himself, his instrument, and his music stand. This is a generally accepted figure for the 

minimum seating area and is much less than recommended for the rehearsal hall, because the space needed 
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at the front of such a room need not be figured here. 

The offstage area is often overlooked, yet it is a very important functional part of the stage. In 

presenting concerts, the offstage area is necessary to handle personnel, scenery, and equipment. These 

areas are often too small. The left and right offstage areas should each be approximately one-half the 

size of the stage plus 10 percent. In addition, there must also be sufficient offstage area for the 

pin rail, switchboard, and similar permanent features. A large proscenium opening can always be made 

smaller through the use of curtains, flats, teasers, etc. If the major architectural construction is 

too small, increasing the size of the proscenium is very difficult. 

A good proportion to follow in determing the depth of the stage is that the depth should be 75 

percent of the width of the proscenium arch, and this depth area should continue on both sides of the 

stage. To use simple figures, if the proscenium arch is 48 ft, the depth of the stage should be 36 ft. 

The offstage areas would be approximately 27 ft wide and plus that additional space necessary for per

manent equipment on the right-hand side. Both offstage areas would be 36 ft deep. This offstage area 

could handle stage wagons that would cover the entire playing stage. It would be of sufficient size 

to store a number of stage sets for musical and dramatic performances. A trap in the stage floor is 

handy for moving equipment from work areas below and makes possible special effects in dramatic pro

ductions . 

The offstage areas should be readily accessible to adequate dressing room space. There should be 

adequate space close to the stage to take care of lighting machines, lighting cables, repair and supply 

parts, and storage for curtains and other stage equipnent. 
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The instrumental storage rooms and library rooms should be close enough so that properties can be 

shifted onto the stage with a minimum of effort and damage. 

APRON 

The floor area in front of the proscenium arch is called the stage apron. This apron should be 

at least 8 ft wide, so that pianos and other equipment may be used in front of the main curtain. The 

front of the apron should be finished with a hard oak or maple flooring, and that part in back of the 

proscenium should have close-grained pine in order that the floor will not splinter and yet will be 

soft enough to take stage screws. Much money has been wasted on hardwood floors for school stages, 

to the extreme exasperation of stage directors and their crews. The oak or maple floor should be 

finished with a high gloss but not waxed, and the pine floor should be finished with many coats of oil 

and the oil allowed to penetrate the wood thoroughly so that it will be fairly seasoned. On both 

sides of the stage leading from the auditorium to the stage apron there should be appropriate steps. 

These steps should be wide enough to enable personnel to carry musical instruments and other small 

properties to and from the auditorium to the stage, or so that the students may approach the stage 

at least two abreast. 

GRID 

One of the paramount faults of school auditoriums is that the grid over the stage is often not 

high enough to allow partitions to be pulled out of sight. The grid should be at least the height of 

the proscenium arch times two plus a minimum of 8 ft. Then there should be from 4 to 7 ft above the 
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grid to the top of the building structure, so that the people who find it necessary to work on the 

grid, changing pulleys, etc., will have sufficient room. The overall height must be sufficient to make 

it feasible to hang partitions and pull it out of sight in changing bands. 

One not too familiar with stage operations or requirements often finds the grid an ideal place 

to run ventilating pipes, conduits, steam lines, and water pipes. Just because this large grid area 

presents a wide open space, it is a tempting area for various trades; however, this area must be kept 

entirely free for the necessary stage equipment. Nothing is more distressing than to have guide ropes 

fouled among ventilating ducts, or to have steam pipes leak in the center of a stage set during a per

formance or concert. 

BATTENS 

A proper stage will have a number of battens suspended from the grid. These battens are long 

pieces of pipe extending the full width of the stage and continuing backstage, so the curtains and legs 

may be hung backstage in order to mask off this area from the view of the audience. Battens are part 

of the permanent fixtures of a stage. The common way to counterbalance the battens is through install

ation of a pin rail. The standard counterbalancing equipment as supplied by the major manufacturers of 

stage equipment is usually satisfactory. Make-shift installations should be avoided. Battens should 

be placed 6 inches apart. There never seem to be enough pipe battens to take care of the stage needs. 

All the lights, border lights, teasers, a border in front of each strip light, three or four legs on 

each side, the front curtain, oleo curtain, back drops, and sky drops are all standard pieces of equip-
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ment that are hung from battens. By the time a light batten or light bridge is added at the fore part 

of the stage and sufficient battens are provided for scenery changes, it is not at all unusual to use 

about 25 or 30 battens. 

CYCLORAMA 

Most stages require a cyclorama and a set of cyclorama lights. This cyclorama should not be taken 

as a substitute for a stage shell. A cyclorama is usually a continuous curtain starting close to the 

proscenium arch on one side of the stage. It extends to the rear of the stage, across the back of the 

stage, and comes forward, ending close to the other side of the proscenium arch, 

SHELL 

Every stage must be equipped with an adequate shell. For lectures, concerts, and recitals on 

theater stages, the purpose of a shell is to project the sound into the auditorium. This shell should 

not attenpt to use border lights for lighting but should have lights installed in each section of the 

ceiling so that the stage will be flooded with about 60 to 70 footcandles of lifting. The li^ts 

should be arranged so that the back row will have sufficient light, and so that the lights will not 

throw a glare back into the audience. The shell should be made the full width of the proscenium. The 

size of the shell can be varied by adding or subtracting flats and adding or subtracting ceiling 

sections. 

DOORS 

All doors entering on a stage must be of sufficient height and width to provide ready access to 
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the stage. This is especially true of the scenery doors. They must be high enou^ to accommodate wide 

stage wagons, large instruments, and permit (if necessary) entrance of motor vehicles. Doors leading 

into the auditorium should be solid, with no windows, in order to avoid light leads. All doors should 

operate silently. Panic bars on exit doors are generally required by law but are sometimes rendered 

useless by padlocks and chains, an extremely dangerous practice. 

LIGHIS 

There are many new concepts in stage lifting, whether the facility to be lighted is the open 

stage, or the modified proscenium stage. The border and footlight installations once popular in 

school auditoriums are no longer considered adequate. In addition to sufficient downlights for con

certs and other nontheatrical presentations, school auditoriums need stage lighting for a number of 

specific dramatic purposes. The amount of lighting and the types required will of course depend on 

the design of the auditorium and the nature of the productions which are projected for it. 

Front lighting from slots in the auditorium ceiling serviced by catwalks is highly desirable. 

Ellipsoidal spotlights are used to light the acting area. Additional spots may be desired in wall slots, 

and a follow spot operated from a booth in the rear of the auditorium is common. Spotlights (gener

ally softer Fresnel types) are needed on battens or on stands or tormentor pipes to provide further 

illumination of the acting area. Borderlig^ts and sometimes footlights are enployed for toning and 

blending. Beamligjits are used for backlighting. Floodlights are used for background effects and 

special footlights are needed for a cyclorama. Sidelighting is sometimes provided by spotlights from 
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a mobile tower in the wings. An elaborate college or community theater installation may wish to pro

vide a light bridge. 

Open stages and modified proscenium stages frequently provide for projected backgrounds. The 

lamp house for scenic projection may be located above the stage area or in a ceiling slot above the 

front curtain. 

The stage switchboard may be located at the rear of the auditorium in a lighting booth; it may be 

located offstage on the stage floor, but out of the way of other operating equipment; or it may be lo

cated in an elevated position off the stage floor. They should be able to take care of an adequate 

number of floor pockets, three or four locations on both sides of the stage. These will vary in accor

dance with the size of the auditorium, stage, and its lighting equipment. A dimmer system should be 

part of most school lighting installations. 

RISERS 

Portable risers should be provided as part of the regular stage equipment. These risers, if ad

justable to suit choral groips, orchestra, or band, make it possible to stage all kinds of musical 

activities even if the instrumental groups alone prefer to perform on the flat. Dramatic productions 

require a different type of riser and in addition to the standard construction, occasionally adjust

able hydraulically controlled risers are used. Storage space for risers should be planned. 

SEATING AREA 

A factor that is often overlooked in the design of an auditorium is the seating capacity. In a 



commercial theater and in certain other specific situations a hall is designed with the idea that it 

is necessary to have the entire potential attendance at one performance. The larger the attendance, 

the less expense involved, the more money made. 

In an educational situation, however, the auditorium or theater is for an educational purpose. 

A fine program is prepared and, so far as the performance is concerned, there is value in having re

peat performances. From this viewpoint it might be logical to reduce the seating capacity of the re

cital hall and spend some of the limited funds in seeing that the hall has better equipment so that 

the performances can be presented adequately. 

There are other reasons for considering smaller seating capacity. Although audiovisual aids can 

be presented to large mass groups, it is difficult to hold the personal student-to-teacher relationship 

that can be attained in smaller groups. In addition to a projection booth at the rear, consideration 

should be given to a projector platform closer to the stage for use with short-range equipment. All 

booths and platforms should be located to clear the heads of people seated or standing. 

The divisible auditorium is a concept finding increasing favor with those who need to justify 

the number of hours per day school facilities are used. Such auditoriums are designed to be divided 

by sound-retarding partitions into three or more areas for large-group instruction. Partitions may 

run from front to rear as well as across the auditorium. Provision for projecting films and other 

audiovisual materials should be planned for all areas. 
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TYPES ̂  SEATS 

CONSTRUCTION AND FINISH. Upholstery variations include spring-edge seats (most luxurious, more e)q)en-

sive); box-spring (nearly as comfortable); spring-back; and padded back. Veneer-back seating is suit

able only for conditions subject to hard usage, as in schools. Acoustical control is more satisfactory 

with upholstered types. 

SIZES. Seats are designated by width, the depth front-to-back varying only slightly. Common sizes 

and recommended uses are shown below. In pew seating without individual arms, as in churches or arenas, 

a "sitting" is usually 18 inches wide, 

PITCH OF BACK. This will vary according to the vertical angle of vision to the center of interest. In 

general, greater pitches are used for front portions of orchestra floors and more nearly vertical backs 

for elevated bands such as balconies. 

CLEARANCES. In addition to those noted diagrammatically, the following points should be considered: 

Coves at intersection of floor and walls (or risers) should be kept small (1% inch radius) to permit 

close fitting and leveling of seat standards. Balcony risers cause cranped knee-room when 12 inches 

high unless back-to-back seat spacing is increased. End clearances in balconies should be increased 

to 2h inches. Pitch of back greater than average also requires increased back-to-back spacing. 
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TYPES OF LAYOUTS 

ROWS 

These may be straight across the entire theater, side bands may be canted, or entire rows may be 

curved. Advantages of each type are illustrated. Minimum radius for curved rows, due to seat con

struction, is 20 feet. Center for radii of rows and center of screen or stage need not coincide, al

though this is the ideal case. When rows are curved, a sloping auditorium floor should be a compound 

curve or amphitheater type to prevent tilted side seats. 

AISLES 

These may be straight or curved, parallel or radial. Aisles should run at right angles to rows 

to eliminate "pockets." 

Combinations of row and aisle types commonly used are illustrated. 

CONTINENTAL SEATING 

Continental seating, most commonly used abroad, involves use of rows with unlimited number of 

seats. Local codes in this country often either prohibit its use or impose many restrictions. How

ever, existing examples have proved safe and comfortable due to increased back-to-back seating spac

ing (up to 42 inches) which is essential to scheme. Larger than usual side aisles or foyers and 

many side exits are required. 
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CODE REQUIREMENTS 

These govern (1) maximum nimiber of seats in a bank, (2) aisle width, (3) crossovers (not uniform) 

Usual requirements are: (1) no seat more than seven seats from an aisle; (2) minimum aisle width of 

3 feet, increasing by varying factors in relation to length of aisles. (3) Requirements for cross

overs, not uniformly subject to codes, vary. 
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DEFINITION OR CLARITY 

When a musician speaks of definition or clarity he means the degree to which the individual sounds 

in a musical performance stand apart, one from another. Definition depends critically on musical 

factors and the skill and intention of the performer, but it is also closely tied to the acoustics of 

the room. There are two kinds of definition, horizontal definition, which relates to tones played in 

succession, and vertical definition, which relates to tones played simultaneously. 
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HORIZONTAL DEFINITION 

Horizontal definition refers to the degree to which sounds that follow one another stand apart. 

The composer can specify certain musical factors that affect it: tenpo, repetition of tones in a phrase, 

and the relative loudness of successive tones. The performer can vary the horizontal definition by 

the manner in which he phrases a passage. 

The acoustical factors that affect horizontal definition are the length of the reverberation time 

and the ratio of the loudness of the direct sound to that of the reverberant sound--the same two fac

tors that determine fullness of tone, but in inverse relation. That is to say, an increase in hori

zontal definition goes hand in hand with a decrease in fullness of tone. 
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VERTICAL DEFINITION 

Vertical definition refers to the degree to which sounds that occur simultaneously are heard separ

ately. Vertical definition depends on the music, the performer, the acoustics of the room, and the 

acuteness of the listener. The conposer specifies the vertical definition through his choice of simul

taneous tones and their relation to the tones surrounding them (whether the conposition is hymn-like, 

chordal, contrapuntal, or sinply an accompanied melody), and his choice of instruments on which they 

are played. The performers can alter vertical definition by varying the dynamics of the various simul

taneous sounds and through the precision of their ensemble. 

Acoustical factors that may affect the vertical definition include the balance among the different 

instruments transmitted to the audience, the degree of blending of the tones of the different instru

ments in the stage enclosure, the relative response of the hall at low, middle, and high frequencies, 

and once again, the ratio of the direct to the reverberant sound. 

Definition, both norizontal and vertical, is the result of a complex of factors both musical and 

acoustical--a certain piece of music, played in a certain way, in a certain environment. The degree 

of definition that the conposer intended is necessary in order for the music to be communicated faith

fully to the audience. 
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INTIMACY 

Acoustical intimacy is related to the audible aspect of a sound that indicates to a listener the 

size of the room in which it is produced. Each style of music sounds best in a hall with the appropri

ate degree of acoustical intimacy. It is not necessary that the room have a particular size, but only 

that it sound as though it were of the appropriate size. Acoustical intimacy is determined by the 

initial-time-delay gap--the difference in time of arrival of the direct sound and the first reflected 

sound. 

In every period there has been chamber music composed for small groups of instruments to perform 

in small rooms. Between 1700 and 1900 most orchestral music was written to be played by larger 

groups in the relatively narrow concert halls of Europe, such as the Grosser Musikvereinssaal of 

Vienna. Choral and liturgical music was written for smaller, less reverberant churches or chapels. 

Opera has been intended primarily to be performed in relatively small horseshoe-shaped opera houses 

like La Scala in Milan or the Staatsoper of Vienna. In other words, the conposer had a certain degree 

of intimacy in mind when he conceived his musical works. If the work is performed in a hall whose 

intimacy is not scaled to it, the listener immediately senses that something about the acoustics of 

the environment is inappropriate. More than any other factor in the acoustics of a hall--even more 

than fullness of tone and clarity--intimacy is closely allied with the degree of acceptability of a 

hall for music. It is an element of the composer's intent that must be borne in mind by those who 

perform his works. The organist E. Power Biggs says, "The listener immediately senses something 
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wrong \\̂ en he hears one of the organ works, such as those by Bach, played in a small college auditor

ium." 

Because chamber music has for almost three centuries been written for performance in rooms of 

similar acoustical characteristics--intimacy and high definition, imparting relatively low fullness 

of tone--little need be said about the acoustical design of such rooms. The following discussion is 

therefore confined primarily to the acoustics of concert halls and opera houses, with occasional ref

erences to the acoustics of churches and cathedrals. 



TIMBRE AND TONE COLOR ^^ 

Timbre is the quality of a sound that distinguishes one instrument from another, one voice from 

another. It derives from the particular combination and relative strengths of the harmonic overtones. 

Tone color is the effect produced by a combination of timbres--of voices and instruments in the per

formance of a musical composition. The composer can single out or combine the many varied timbres 

for particular effects. The conductor of an orchestra can modify these effects by his direction of 

the orchestra. 

The timbre of a singer or an instrument, and the tone color of an orchestra, are also affected by 

the acoustical environment in which the music is produced, If a hall amplifies or absorbs the treble 

sound, either brittleness or a muffled quality may characterize the music. If the surfaces of the 

walls or ceiling absorb the low or middle frequencies, the full orchestra may sound deficient in 

basses or cellos. The stage enclosure or the main ceiling may project the sound of certain instru

ments toward some parts of the hall only and not toward others, thus differentially affecting the 

tone color. 



85 
LOUDNESS, NOISE, AND DYNAMIC RANGE 

A wide dynamic range, the spread between the faintest and the loudest musical sounds heard during 

a performance, is one mark of good acoustics in a hall. The dynamic range is limited at one end by 

the background noise in the hall and at the other end by the acoustical characteristics of the hall. 

Even an attentive audience produces a certain amount of noise by breathing, coughing, shuffling, 

and so forth. A hall must be small enough for the pianissimo passages in a musical performance not 

to become lost in this noise; and at the other end of the dynamic range, a fortissimo passage must 

sound forth so as not to lose its impact. If a hall is quite small and very live, however, the music 

of a full synphony orchestra playing a heavily orchestrated conposition may become so loud as to be 

almost painful to the ear. Clearly the upper end of the dynamic range must be controlled. 

The loudness of the reverberant sound in a hall decreases proportionally as the seating of the 

audience and the amount of other sound-absorbing material in the room are increased. The loudness of 

the direct sound is a function of the distance of a listener from the stage, the design of the stage, 

and the reflecting surfaces at the stage-end of the hall and the ceiling. Althou^ the minimum 

noise level attainable is set by the audience itself, needless to say, distracting noise from venti

lation equipment and external sources should be lower than the audience noise. 
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DIFFUSION 

Concert music sounds better to a listener when its origin seems to be diffuse, that is to say, 

when the sound arrives at his ears from many directions--from overhead and from the sides, as well as 

from in front of him. In order for the diffiosion of sound to be good, two conditions must be met. 

First, the reverberation time must be fairly long. Second, the ceiling and walls of the hall must 

be irregular so that the sound waves are scattered when they reflect from these surfaces. 

Many of the finest concert halls in the world--halls built in the nineteenth century in Baltimore, 

Boston, Vienna, Munich, Glasgow, Basel, and Zurich--have coffers or deep beams on the ceiling, and 

columns, niches, or statues on the side walls. These irregularities help to diffuse the sound. But 

a more inportant contribution to diffusion is the long reverberation time. Diffuse sound arrives at 

a listener's ears from all directions. In order for it to do so, it must have traveled around the 

room many times. But unless the room is quite reverberant the wave will have died out after relatively 

few traversals. The contributions of reverberation time to the general acoustical quality of a hall 

have already been rated in the Rating Scale for Diffusion. 

If the concert hall lacks irregularities on its walls and ceiling to scatter the sound waves in 

many directions, its rating is lowered by close to one-half a rating category. 
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BALANCE AND BLEND 

The attributes of balance and blend are dependent on the architectural design of the sending end 

of the hall and the information that the conductors and musicians get back from the hall. The 

sending end of the hall includes the stage and the sound-reflecting surfaces overhead, at the sides, 

and at the rear of the stage. It also includes portions of the ceiling and side walls of the hall 

at the front of the audience. 

In the assessment of the potentialities for good balance and blend in a hall under design, maximum 

rating should be given if the stage, pit, and surfaces at the front of the hall conform to the schemes. 

Radically different, unproved designs should be rated low until their merit is demonstrated. 
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ENSEMBLE: THE EASE WITH WHICH PERFORMERS CAN PLAY TOGETHER 

When a groip of performers play together in perfect unison we speak of good ensemble. Ensemble 

is partly a matter of the skill of the conductor and the performers and partly a matter of the design 

of the stage enclosure or the reflecting surfaces at the sides and above the stage. Good ensemble 

depends also on the sound that the conductor and musicians hear from the hall itself. In a well-

designed hall there must be some means for reflecting in proper proportion the sound of each section 

of the orchestra to other players and to the conductor. Among the strings, the violas and cellos de

pend for certain cues on the sound from the first violins, often across the stage from them. The 

sound of the woodwinds must reach the conductor. The woodwinds and horns also must hear the violins. 

The brass and the percussion frequently play together and so must hear each other. 
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ATTACK: RESPONSE OF THE HALL TO A TONE 

Musicians speak of attack to describe the response of a hall to the sounding of a tone. The 

attack is called good when sound is reflected to the stage from the auditorium without sounding like 

an echo. Good attack results from good total design and is dependent on the reverberation time, the 

initial-time-delay gap, freedom from echo, the diffusion of sound, and a satisfactory sending end. 

Ideally, some surfaces in the hall should return sound directly to the performers. Attack is not de

signed for separately from the other attributes. When the hall is good, the attack is good. Thus, 

attack is not given a separate rating scale. 



90 

TEXTURE: DETAILED PATTERN OF REFLECTIONS 

Texture has been defined as the subjective impression of the way in which the sequence of sound 

reflections arrives at the ears of a listener after the direct sound. Typical sound-reflection 

patterns for five halls of each of the three most common shapes are rectangular, horseshoe, and fan. 

The illustrated reflection patterns were taken from drawings, and the intensity of each reflection 

was not determined. However, in analyses of conpleted halls where data are available, all reflections 

whose intensity is within about 10 decibels of the direct sound should be considered. Some differences 

are discernible among the reflection patterns in the three types of architecture most common for halls 

in which music is played. 
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RECTANGULAR HALLS 

Each of the five rectangular halls has an initial-time-delay gap of 22 milliseconds or less, 

primarily because these are narrow halls with balconies on their side walls. Each hall has about five 

reflections, approximately uniformly spaced, within 60 milliseconds of the arrival of the direct sound. 

HORSESHOE HALLS 

The five horseshoe-shaped halls have initial-time-delay gaps of less than 20 milliseconds, primar

ily because of the relatively small distance between opposite balcony faces. However, because of the 

high ceiling in most horse-shoe-shaped halls, there are only two other refelctions within 60 milli

seconds, 

FAN HALLS 

The principal difficulty with fan-shaped halls is the long initial-time-delay gap for listeners 

on the main floor. These halls have no more than three other relfections within 60 milliseconds. 

The three shapes of hall analyzed obviously have different tonal textures, and one type of reflect

ion pattern may be preferable to another. But until listeners make subjective judgments of the var

ious reflection patterns in controlled experiments, we can only speculate about their performance. It 

should be noted, however, that narrow rectangular halls are rated highest by musicians and critics. 

Such halls e)diibit five or more nearly evenly spaced reflections in the first 60 milliseconds of a 
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reflection pattern, with an initial-time-delay gap less than 22 milliseconds long. 

The relative contributions of each attribute, illustrate the overwhelming importance of acoustical 

intimacy in the total rating of a concert hall or opera house, a result that has not received apprecia

ble attention in the technical literature before now. 

Rating Scale of Acoustical Quality 

Maximum Points 
Attribute Concert Halls Opera Houses 

Intimacy 

Liveness 

Warmth 

Loudness of Direct Sound 

Loudness of Reverberant Sound 

Balance and Blend 

Diffusion 

Ensemble 

Total 

40 

15 

15 

10 

6 

6 

4 

4 

100 

40 

15 

15 

10 

6 

10 

0 

4 

100 
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There are three acoustical faults: 

1. Echoes 

2. Resonances 

3. Flutter Echo 

Echoes 

A repeat of an original sound coming so loudly and so 

long afterwards that it is heard as a separate entity. This 

is generally due to the geometric form of the auditorium and 

the reflective ability of the surfaces. Concave surfaces should 

be avoided. 

Resonance 

Occurs when one frequency band is favored by the room shape. 

Parallel reflective surfaces should be avoided. 

Flutter Echoes 

Are also likely to accur between two parallel reflective surfaces. This is 

usually a sound from within the audience. Both resonances and flutter echoes can be avoided by as little 

as a 5° angle from 

parallel or by 

effective absorbent 

materials. 



Flat Ceiling 

ROOM ACOUSTICS: Ceiling Shape 

Ray-diagram analysis indicates 

that the hard, sound-reflecting 

flat ceiling shown provides use

ful sound reflections covering 

the entire seating area. However, 

by carefully reorienting the 

ceiling, as shown by the lower 

sketch, the extent of useful ceil

ing refelctions can be increased 

so that the middle-rear seats 

actually receive reflections from 

both ceiling planes. 

94 
Area of useful reflections f 

Reoriented Ceiling 

Useful Reflect inn-



Problem Solutions 

.m»nnin«»mrtn>.i 

Protective sound-
transparent facing 

"Deep" sound-absorbing 
treatment such as glass-
fiber blanket supported 
by furring strips 
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Echo-producing Rear Wall A. Sound-absorbing Treatment 

Large-scale 
modulations 
provide diffusion [ 

Optional sound-
transparent 
facing , 

•mil l l lMUllHlni l l l l l l * 

B. Surface Modulations 

Splay directs 
sound downward 

C. Splayed Wall 

ROOM ACOUSTICS: Rear Wall Echo Control Treatments 

Rear Wall 

Large concave rear walls should be 

avoided, yet the>' are common due to 

common curvature of rows of seats. 

They can result in echoes. The rear 

wall should be as sound absorptive as 

possible. Any number of soft, sound ab

sorbing materials may be used. 



Room Acoustics: Side Wall Shane 

SIDE WALLS 

The side walls must reinforce the sound. 

These should also be made with hard, re

flective surfaces. Care should be taken 

not to allow side walls to run parallel. 

96 

Octangular Shape 

Ray Diagram is also important in the 

horizontal plane for study of side 

wall sound reflecitons. These re

flections are very inportant in 

creating a subjective impression of 

space. 

'an Shape 

Poor distribution from \ 
this surface, as listener/ 
at L would hear long-de- / 
layed reflection or echo^ 
-reorient wall. 

Large-scale 
diffusing 
surfaces 

Sound-absorb
ing materials 

.Reoriented wall also provides 
better distribution toward 
rear of room 

Poor distribution fn 
this 

reat con-
ave rear 
wall with 
sound ab
sorbing 
aterial to 

prevent fo
cusing and 
echoes 



ROOM ACOUSTICS: Reflection, Diffusion, and Diffraction 

Reflection 

Reflected sound 
path 

Reflection is the return of a sound wave 
from a surface.If the surface is large com
pared with the wavelength of sound, the ang
le of incidence "i" will equal the angle of 
reflection "r." 

Diffractions 
- ^ ^ Small objects of 

a few inches or 
less 

Diffraction is the bending or "flowing" of a 
sound wave around an object (or through an 
opening). For example, a car concealed by a 
building can be heard even when it cannot be 
seen--the sound bends around the comer. 

Diffusion 

Typical 
sizes (x) are 
5 to 10 ft 
with depths of 
1 to 2 ft. 

Diffusion is the scattering or random distri
bution of a sound wave from a surface. It 
occurs when the surface size equals the wave
length of sound. Diffusion does not "break ip" 
sound--sound is not fragile or brittle I It 
merely changes its direction when it strikes 
a hard-surfaced material. 



Focused 
Reflections 

Rest Good Poor 

CEILING 

If the horseshoe shape is used, the ceiling should be flat or diffusing. 

Domed ceilings should be avoided. In the fan or rectangular shapes, the 

ceiling acts as a diffuser for the band. This surface should be hard, either 

thick plaster or thick wood. 
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SEATING 

The orchestra level seating should be raked and sound 

absorbent, (see auditorium seating) Aisles should be 

carpeted with pad beneath. The audience is the principal 

sound absorber. 

Sloped seat
ing reduces 
audience at

tenuation and pro-
sight lines 

which usually means good hearing 
conditions. 

Sound level falls off only with distance 

Hard sound re-fleeting ceiling surface (paster, wood, 
or concrete) provides useful reflected sound 

eflected 
sound 
path 

'Direct sound path 

Reflected sound from ceiling rein-
forces direct sound level indoors 

e arrows, which are 
called "rays" indicate 
the direction of sound 
travel, as sound is a 

/ / ^ »avave phenomenon. „ 

Sound level outdoors falls off with distance and from audience attenuation. 
Sound spreads outward, losing energy according to the inverse-square law and 
also by audience attenuation, as sound grazes the seated audience. 
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ROOM ACOUSTICS: Echo Control 

Potential echo-producing surfaces should be 

treated with efficient sound-absorbing mater

ials or shaped as shown below, where the for

ward ceiling is lowered and reoriented to pro

vide useful reflections. 

i JlJm-fULJlJU^J\^ivs\.JULJlJ\>JUUlJ\^ 

Potential Echo-Producing Surfaces 

Revised forward 
Ceiling Profile 
to prevent echos 
and provide use
ful reflections 

RpAnspd CpJlTna Profile 

"Deep" sound absorbing 
treatment for rear wall 
echo control 



ROOM ACOUSTICS: Flutter Echo 

Flutter echo is usually caused by the interreflection 

of sound between opposing parallel or concave surfaces. 

Flutter is normally heard as a high frequency "ringing" 

or "buzzing." Flutter can be prevented by (1) reshap

ing to avoid parallel surfaces, (2) providing sound-

absorbing treatment, or (3) surface break-up with 

splayed elements, A 1:10 splay (or tilt) of one of 

the walls will normally provide sufficient flutter 

control. 

Flutter Echo Conditions 

Flutter in Room with Nonparallel Walls 

The condition shown above is called "Pitch-Roof Flutter" 

101 
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LIGHTING 

Color films, television, and slides are becoming more and more widely used. Darkening 

curtains or light-tight blinds should be provided for light control in all teaching areas. The 

architect should give careful consideration to the problem of darkening clerestories, skylights, 

and other sources of light. Consideration might be given to the type of Venetian blinds that 

ride in side channels and are easier to operate and to clean than other blinds. 
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MECHANICAL 

Heating and Air-Conditioning 

Heating and air-conditioning should be by a forced air system. The system must be low velo

city, with large ducts with insulation incorporated within. The heating should be locally zoned 

and humidified to 45 percent humidity. Air-conditioning should be zoned and dehumidified to 

45 percent. The system should be located so as not to be audible by public or students. 

Stage Mechanics 

The understage will house the equipment to operate the various elevators and lifts. This will 

cover an area equal to the performing area. 



104 

CONSTRUCTION 

The facility must be constructed so as not to allow e)cterior sounds to enter. The best method 

is to insulate the performance wall by a double wall, both either of brick or concrete, with a 

sound insulating airspace. Also a double ceiling to complete the insulation. 
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CODES AND RESTRICTIONS 

This project will be designed to be built on state property and will be funded by state reve

nue. All state owned buildings, including university structures will follow the Uniform Building 

Codes and the Texas State Senate Bill Number 111. 
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Chilton Hall 

Avenue C looking 
North 

NE Elevation of 
Site 



lo:-

West Elevation of 
Site 

New Gym Facility 

Directly West of 
Site 
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Southeast Elevation 

Chestnet Street 

Looking East 
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Chestnut Street 

Looking West 

Present Lab Band 
Facility 
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Building to Right 
is Music Practice 
Building 

Building to Left is 
Present Lab Band 
Hall 

Foreground Building 
is Chilton Hall--
the Site 

Music Practice 
Buildings 

Foreground to Right 
is Chilton Hall 
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Looking North on 
Avenue C 

Practice Rooms on 
Left, Chilton Hall, 
the Site, Far Right 

Directly across street 
from Chilton Hall 
the Stie, New School 
of Music 



112 

New School of Music 

New School of Music 



113 

NW Corner of New 
Music Facility 

Looking at Chilton 
Hall 

NW Corner of New 
Music Facility 
across from 
Site 
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East Elevation of 
Chilton Hall 
(Site) 

South Corner across 
Aveune C looking 
North 



2511 - 26th Street 
Lubbock, Texas 79410 
September 13, 1977 

Professor Leon Breeden 
School of Music 
Department of Jazz 
North Texas State University 
Denton, Texas 76203 

Dear Professor Breeden: 

Currently, I am a fifth year thesis student in the Department of 
Architecture at Texas Tech University. The decision I arrived 
at for my thesis is a facility solely for the Department of Jazz 
at North Texas State University. 

Music has always been a part of my life ranging from eight years 
of piano to twelve years of trombone. I attended Thomas Jeffer
son High School in Dallas, Texas, and was a member of the March
ing and Lab Band under the direction of Charles Barton. In college 
I participated in the Texas Tech Marching Band, under the direction 
of Professor Dean Killion, and the Lab Band, under Don Turner's 
direction, who was a lead alto sax for the North Texas State Univ
ersity 2:00 Lab Band at one time. 

With my music involv̂ ement, I have greatly respected the Jazz De
partment at North Texas State University and 1 have attended fall 
and spring Lab Band concerts throughout the years. I remember a 
time in 1971 when you were one of three judges at Browravood Stage 
Band Festival and judged Thomas Jefferson. T remember that because 
wc played "Nine Monks", the tune the 1:00 Lab Band executed so well 
in the 1969-70 Lab Band concerts. 

.\ny information and material that you can provide to help me plan 
for this i'acility will tic appreciated. Such information as history 
of the jar:z propr-am at North Texas State University, current jazz 
enrolimciit such as student to instrument ratio, and any other archi
tectural suî gcstion )'ou can make to further the progression of m)' 
t lies is will be most beneficial. 

I will be anxiously awaiting your reply. 

Sincerely yours, 



NTSU cMZZ 
LEON BREEDEN, Director 
Box 5038, North Texas Station 
Denton, Texas 76203 

Sept . 22 , 1977 

Mr. Bryan Burchfiel 
2511 - 26th Street 
Lubbock, Texas 79410 

Dear Bryan : 

Sorry to be late in answering but we've had MANY auditions 
going on during the opening weeks of school to try to set 
our bands . 

I'll try to get thi s down 
check this out and fill in 
instrument after checking 

In school this fall by instrument 

Trumpets: 

Drums 

so that our office people can 
the proper NUMBERS for each /TS _ 

the full lists. /)|i^/?(3oinrc4^T5> B^ACH foit 

10^ Saxophones: 

Piano: ̂ S ^ Bass: ^ Q 

WE HAVE NINE BANDS at pres 
handle with our inadequate 
people in it UNLESS we fin 
need to have the chance to 
DOUBLE sections with one s 
Mon/Wed. while the other c 
drummers, one coming each 
only restriction is that t 
and not hang up the progre 

Jo Trombones ^ ^ 

^*ffiui 

Guitar u 
to ent. Eleven proved to be too many 

facilities. Each band has twenty 
d that we have many fine players who 
play in a band; in that case we often 

ax section (for example) coming on 
omes on Tu/Th. We often use FOUR 
of the four days of rehearsals. Our 
hey must PROVE themselves in the band 
ss of the band. 

I m sending a booklet and (if I can locate them quickly) some 
other items which may give background materials for you. 

This give you some idea. Our program is complex - we invite 
students to attend rehearsals to learn from each other so 
room should be available for these to observe in rather large 
numbers - I have often walked into rehearsal with 300 people 
there! 1 simply MUST run to other things - licpe this helps' 

FURTHERING JAZZ EDUCATION SINCE 1947 



2511 26th Street 
Lubbock, Texas 79410 
September 16, 1977 

Harper, Kemp, Clutts, Parker 
Architects/Planners 
First International Building 
7th Floor 

Dallas, Texas 75201 

Attention: Mr. Grady Jennings 

Dear Mr. Jennings: 

I am a thesis student in the Architecture Department at Texas Tech 
University. Mr. Dennis Ash, who is also presently in the Architecture 
Thesis Program at Texas Tech referred me to you stating that your firm 
might be of significant importance to me and my thesis. My thesis is 
a Jazz Facility for the School of Music at North Texas State University. 
I am aware of your firm currently designing the School of Music for 
N.T.S.U. I would like to know if you could please send me a print of 
the site plan showing existing and new buildings. I believe the sheet 
is titled Sheet 1, Iconoplex. 

Thank you for your as/i 

Sincerely yours. 



Clutts-oPorkdr 
c o 

September 19, 1977 

Mr. Brian Burchfield 
2511 - 26th Street 
Lubbock, Tx. 79410 

Re: Jazz Facility 
North Texas State University 
School of Music 

Dear Mr. Burchfield: 

A print of the site plan for the Music Building is enclosed as per your 
request. Your thesis project sounds like a very logical one, as the 
One O'clock Lab Band is rated tops around the country and certainly 
deservffi such a facility. 

For your information. Phases One and Two of the actual project are under 
construction at the time. Some facilities of the Lab Band are included 
in this initial phase: the lab band rehearsal hall and a 115-seat lab 
band recital hall. 

The site directly west of the existing Music Building and north of the 
Music Practice Building is occupied by an old dormitory called Chilton 
Hall which is currently being used by the School of Music as an overflow 
until the addition is complete. The building will become vacant when 
the project is complete. 

We are very excited about our facility for NTSU and hopefully you can 
develop a significant thesis. 

Please come by the office whenever you've a chance for I would be inter
ested in seeing yô ir final thesis project. 

Sincerely, 

l.ir|XT, Kcnit^, Clutts and Pcuker, Architecture/Planning 1201 Elm Street, Suitf 720 Dallas, Texas 75270 214/74~ 2)2 5 

[c r rc l l K. I larpcr, FAIA, FCSI Harris A. Kt'ni|), F \ l \ lames A. Clutts, AIA Howard ( . P.irkt-r, f AIA 
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INTRODUCTION TO CONCLUSION 

As established, the quality and professionalism of the North Texas State University Jazz 

program is definitely in need of a facility of its own. Wliile the architectural program identi

fied the problems and presented investigative research material and design criteria, this 

conclusive report will show how the particular problems facing the Department of Jazz were 

approached and solved, presented through the design of the North Texas State University Jazz 

facility. 

Although the world of music has its many fields, leading musicians have expressed a dis

tinctive place for jazz. Jazz is distinctive in that it can achieve betterment through a 

variety of methods with a constantly changing improvisational approach. Where a concert band 

or orchestra is defined by size, instrumentation, and composition, a big band (lab band or jazz 

band) is flexible. A big band can entertain through concerts of its original size (20), add 

or subtract to this number, and still provide its quality of jazz. Too often people do not 

recognize the flexibility of a big band and the fact tliat a jazz band is a segment of the world 

of music from other types of musical groups or organizations. 

With an awareness of this fact in mind, the North Texas Jazz Facility was designed exclu

sively for the Nortli Texas Lab Bands in each of its many differing facets. Functions of the 
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Jazz program were studied and the particular requirements of the Bands were considered in the 

design. The design is a reflection of the fact tliat Jazz is a separate part of music and 

deserves consideration as a complete unit within itself. From this concept, tlie design for 

the North Texas State University Jazz Facility was initiated and solved. 
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SITE PLANNING MT) 

EXTERIOR DESIGN 

First steps in the design solution were taken in site selection. The site selected is 

directly west of the School of Iviisic and south of Chestnut Street. Presently, Chilton flail 

sits upon the site. Plans to remove Chilton Hall were a result of: 1) excellent location of 

a jazz facility with direct access to the School of Music; 2) offices and practice rooms 

presently occupying Chilton Hall could be relocates in the present Lab Band Hall; and 3) the 

possibility of renovating the complex were out of the question because of Chilton Hall's 

design. Its design is U shape, rectangular forms to all three sides, so acoustically, it 

would have been fruitless. Exposed ribbed concrete paneled aggregate approaches with berms 

and outdoor sunken concrete area lead to the structure's entrance. Monumental entries were 

designed to announce the structure to the passer-by. In order to serve the pedestrian from 

major pedestrian flows on the campus, four major entries were designed. 

In design of the facility, the structure is oriented in a northeast to southwest direc

tion such tliat main streams of people within the structure are distributed in different 

directions upon leaving, because of the large room areas serving large numbers of people on 

the ground floor. The ground floor serves tiie large classrooms and the spacious rehearsal 

hall. The second floor serves the "noisemakers," the small rehearsal areas, drum practice, 

small ensemble, and listening areas. The third floor is entirely administration. 
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The shape of the Jazz facility is angled from Nortlieast to Southwest, witli forty-five angles 

making the turn in comers. The facility is the only building on the campus of North Texas State 

University which is angled in tliis foim. The angle of form came about because a feeling of dif

ference was emphasized. Jazz being different form of music and constantly changing should not 

conform to the rest of society, therefore a structure not laid out on a campus grid was needed. 

The shape of the building gives indication of tlie extreme angularity of the interior. Massing 

IS such that the total height (forty-four feet) can be distinguished from a distance but is not 

dominant to a nearby pedestrian. Tliis effect is achieved with the landscape design and the flow 

of roof elements. 
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DESIGN 

As originally programmed, the primary goal in the design of the Jazz facility was to allevi

ate major problems, present and future, facing the Department of Jazz. Tliese problems are lack 

of adequate rehearsal, storage, practice, office, studio, and classroom areas. Early stages of 

the design process was to establish spacial requirements for areas and arrange these areas with 

a relating factor to each area witliin the structure for the most efficient usage of the entire 

facility. 

In the beginning of the design process, the spaces were separated into four areas having 

distinctive functions. Tliese areas are: 1) rehearsal; 2) classroom; 3) office, and 4) practice. 

It is important both functionally and acoustically that these areas be separate. However, the 

four areas must be related to each other in such a manner that there can be interaction between 

them by faculty, students, and maintenance personnel. The areas are separated by cliange in 

floors and noise factors concerning each area. 

Three rehearsal areas are designed for the structure. One large rehearsal area, seating 

300 spectators, is located on the ground floor with the other two upon the second floor. The 

main rehearsal area was located on the ground floor and separated from the other two because 

of the allowance of 300 spectator seating, a need to distribute these 300 on leaving a rehearsal. 

Xhe other two were situated upon the second floor with the other noise areas: 4 small ensemble 



122 

areas with two instrument rooms, jazz music library with listening area, drum storage and prac

tice areas, and an outdoor balcony performance area. The large rehearsal area is located on the 

northeast part of the site and separated from tlie other areas of the ground floor with a lobby, 

nree sub-entrances are part of the large rehearsal area with a major entrance serving the large 

rehearsal and other parts of the building. The major entry is a foyer with doors preceding into 

the large rehearsal area and doors preceding into the lobby area. The lobby on two sides of the 

large rehearsal area serves as an acoustical buffer as well a relaxation space between rehearsals. 

The two smaller rehearsal areas are located on the second floor with an instrument storage 

area adjoining each rehearsal room. These smaller rehearsal rooms are also used by the lab bands 

as well as the lab band usage of tlie large rehearsal space. The small rehearsal rooms are 

acoustically separated from other areas by storage areas. All traditional classrooms are located 

upon the ground floor in the southwest and south southeastern part of the ground floor. They are 

separated from the rehearsal and general activity areas. The classrooms are located near major 

doorways of the building which provide student entry and exit to other major campus areas witliout 

passage throughout other areas of the facility. 

Small group ensemble areas are located upon the second floor southeast area with an acousti

cal trap between the four areas. Two instrument storage areas serve the four rooms and also 

provide an acoustical trap. Drum storage and practice areas are located on the northwest part 
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of the second floor providing one hundred storage cabinets for the drum "trap" sets. Ten drum 

trap set rooms were designed and situated within the storage rooms so the storage cabinets 

serve as an acoustical buffer. 

Faculty office studios, conference, teacher lounge, work room, and teaching assistants are 

located on the third floor. These areas were located away from the rehearsals because of the 

acoustical problem; each faculty office contains one baby grand piano for the instructor's 

private lessons, but is acoustically treated for privacy of other offices. The conference area 

is used for meetings of faculty, visiting directors, music department officials, or student 

groups. The office areas are grouped into four offices with two secretaries per four faculty. 

The teaching assistants share a large space separated with acoustical partitions serving seven 

teaching assistants and one secretary. These teaching assistants help tlie faculty in classroom 

situations and do a major portion of the teacher's paper work, A lounge and kitchenette adjoin 

the conference area and help serve for relaxation as well as in the preparation for receptions 

within the conference rooms. 

Storage areas have been designed for maximum efficiency, acoustical separation, and maximum 

usage. Instrument storage is divided from rehearsal space to avoid congestion and to force the 

students to use different entries into the rehearsal areas. 
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STRUCTURAL SYSTEM 

The structural system used in North Texas State University Jazz Facility is a reinforced 

concrete frame with a two-way flat slab. Tlie two-way flat slab was chosen because of its 

ability and diversion in spanning the 32' square bays. The flat slab system is also good in 

controlling the sound transmission between the suspended acoustical ceiling and the slab 

itself because of the slab's flatness. The waffle slab was considered but turned down because 

of the echo within the slab, Tlie echo is the sound created within the "punched out" squares 

of the waffle. 

Framing of the roof over the large rehearsal hall is a 48' span. The beam depth over 

this area came to 42' in depth. Concrete columns at the side and rear rehearsal room walls 

are constructed vertically to a height of 28 feet and framed toward tlie vertical member on 

the opposite side of the room at an angle consistent with the slight roof slope. Columns 

at the front walls remain vertical. Concrete compression beam members connect the columns 

and outline the shape of the roof at the top. Although the structure has its many diversi

fied angles--interior as well as exterior--the concrete frame system was extremely successful 

in terms of a structural solution. 
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STRUCTURAL CALCULATIONS 

Roof: 

74.53 (115.47) _ 8605.98 ^ 15.83 ^ 2.5 
^ " 3.75 (12) ~ ?5 KT33 

I = 12 (16^) ^ 4Q9^ 

b = 12 4096 - 1152/4096 = .7187% X 100 = 71.87 

BEAM SIZE = 12 X 16 

Floor 2: 

b = 14 d = "^'^^sT.l 
74.55 (255.78) ^ 17423 52.5 = 1 9 . 7 + 2 . 5 = 2 3 

T ^ 14 (-213;, = 10804 9555 = .1561 X 100 = 15.61% 

12 — ^ ^ ^ ^ 

BEAM SIZE = 14 X 21 

Floor 1: 
74.55 (188.61) ^ 14057 ^ ^ ^ ^ ^ .̂ 2.5 - 19 

b = 14 d = 5 2 3 52.5 

I = 14 (19^)^2 = S002 1829 ^^^^ = -7714 X 100 = 77.14% 

BEAM SIZE = 14 X 19 
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DEAD LOADS 

Roof: 2/5 (2.25) = 1.48 

12/12 X 16/12 X .15 = .2 1.68 Dead Load for Roof 

Floor 2: 2.25 + (14/12 X 21/12 X .15) = 2.65 Dead Load for Second Floor 

Floor 1: 2.25 + (14/12 X 19/12 X .15) = 2.65 Dead Load for First Floor 

LIVE LOADS 

3.11/2.0 (1.7) - .914 

Use 0.914 

.914 ,27/5,4 = ,079 

Use 0.914 

Roof: 25/ 

.48/5.4 = 

40 

.14 

5.11/5,4 = 0.914 Use 0,914 
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COLUMI'̂  IvDMENTS 

Roof: Col . 14 X 14 = 5201 in."^ 

= 67.27/58.85 (12) = 20.78 10 X 10 

= 12.26/78.02 (12) = 1.88 10 X 10 

= 12.54/78.00 (12) = 1.89 10 X 10 

= 67.27/58.85 (12) = 20.78 10 X 10 

I used a 14 X 14 to handle the 12 X 16 beam instead of using a thinner beam 

in width and larger in depth. 

Floor 2: Col. 17 X 17 = 6960 in.'̂  

= 75.95/88.76 (12) = 9.99 11 X 11 

= 58.61/159.02(12) = 2.9 10 X 10 

= 58.52/158.04(12) = 2.92 10 X 10 

= 74.00/88.76 (12) = 10.0 11 X 11 

I used a 17 X 17 Column to handle the 14 X 21 beam. 

Floor 1: Col. 17 X 17 = 6960 in. 

= 122.55/189.56 (12) = 7.75 10 X 10 

= 51.51/559.85 (12) = 1.82 11 X 11 

= 51.51/557.15 (12) = 1.85 11 X 11 

= 122.55/189.56 (12) = 7.75 10 X 10 

I used a 17 X 17 Column to handle the 14 X 19 beam. 
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MATERIALS AND ACOUSTICS 

A strong emphasis was made in distinguishing this structure from the other blonde brick 

structures on canpus. The exterior statement of the structure was to become ribbed paneled, 

gray exposed aggregate concrete in 4' X 5' panels. The structure would definitely stick out 

from the rest of the buildings on campus, but this was a major factor I wanted to present and 

express. As stated in the "Site Planning" and "Exterior Design" section of my conclusion, the 

building is becoming to state its independence from the rest of the structures on campus and 

with gray concrete panels opposing blonde brick, this would conclude my statement of independence 

yet togetherness with the overall campus plan. 

Tlie gray exposed aggregate panels are precast. These panels are bolted into the concrete 

structural system. The joints between panels are hidden with the rest of the ribbed panel so 

verticality is expressed throughout the entire structure. 

Two different wall structures are used to achieve the desired acoustical effect. Exterior 

walls are constructed with 1" concrete panels, 5" air space, 4" acoustical blanket infill, and 

1" interior acoustical panel. Steel channels were part of the exterior wall also placed at 24" 

on center to hold the interior panels in place. This wall has a STC rating of sixty points. 

Established requirements for practice rooms suggest 45 to 50 STC points. 
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Walls of the rehearsal rooms are paneling on the hall side with channels, acoustical insula

tion, and an acoustical panel with a sound absorptive acoustical blanket in a 2 X 4 frame on the 

rehearsal room side. Walls at the front and near the platforms are reflective. Walls at the 

rear and sides of the rehearsal room are absorptive. Rehearsal room walls have an STC rating 

of 50 points. 

Interior partition walls between practice rooms, and between offices and studios, are framed 

with steel channels with acoustical blanket infills, and surfaced with 1" acoustical panels on 

each side. Panels are separated by steel studs on both sides. This wall has an STC rating of 

54 points. 

All walls extend past ceiling levels to the bottom of the slab above it. Joints at floors, 

ceilings, and intersections are caulked with acoustical sealant. 

Acoustics play a major part not only in the structural aspects of the building, but in the 

overall design as well. The plan shows the solution of isolation of areas with intense mass 

sound (rehearsal rooms) and critical individual sound (practice rooms and studios) from areas of 

no sound (classrooms, offices, general gatherings). These areas had to be guarded from unwanted 

ise Placement of spaces and internal relationships are most important in tlie isolation of 

the sound. Room size and shape became critical in the attempt to achieve tlie desired quality of 

ound produced within the room. 
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The most difficult acoustical problems occurred within the rehearsal areas. Nfost rehearsal 

spaces are too "live" for efficient practice. An ideal rehearsal space is "live" enough for 

recording but "dead" enough to hear mistakes during practice. 

Variable acoustic treatment was introduced into the Jazz Facility. The large rehearsal hall 

was shaped in such a manner that front and rear walls are parallel. These are treated with acous

tical panels. The side walls were asymmetrical in design to break up the constant flow of sound. 

Suspended acoustical ceiling panels were designed in such a manner tliat the ceiling could be 

adjusted to suit the band's size. 

The suspended ceiling is reflective on the bottom and absorptive on the top. The metal ties 

are cast in place within the concrete decking of the roof. Contained within the units are a con

tinuous row of fluorescent lighting. Additional lighting units are located on the upper ceiling. 

Close knit carpet on a plywood subfloor over a rigid acoustical blanket is used in acoustic 

areas where possible. Flooring on general gathering areas and hallways is glazed brick. Ceilings 

in acoustic areas are suspended lath and plaster. Cove lighting is used in the administrative 

area. Gathering areas will have fluorescent fixtures throughout the ceiling surface. 
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MECHANICAL SYSTEM 

The mechanical system for the Jazz Facility is a dual system. Forced Air system for the Large 

Rehearsal Hall and Hot chilled system for the rest of the structure are used. The large rehearsal 

hall was chosen for all air because of a more quiet state of operation than the water system. This 

quiet state was brought about using large low velocity air ducts. The ducts are run above the sus

pended ceiling with no furr down occurring anywhere in the hall. 

The mechanical room for both units is located below grade with a fresh air grill being located 

24' in length along the north wall of the service drive. Access to the mechanical room is by ser

vice elevator or stairs occurring next to the band's gathering area. 

All spaces throughout the structure must maintain constant humidity and temperature levels 

which are controlled through ventilation with the units located in the mechanical space. 

The mechanical system is a radial type system with feeder systons branching from the main flow 

lines. With the other part of the structure being on water system, this operates efficiently 

throughout the design. Distribution is located as close to the interior of the structure as possi

ble and return is located at the outer perimeter of the areas. 

Wlien possible, the main mechanical flow is not run through the walls dividing acoustic spaces. 

The system is run outside the rooms along hallways and feeders branch off the main into each indi

vidual room. With this concept, the acoustical isolation of space is maintained, and sound cannot 
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travel as easily from one studio or practice room to the room adjacent. Sound baffles are also 

utilized within the system to minimize noise. 
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ACOUSTICS 

Acoustics, taken in the broadest sense, is the science of sound. Frequency, amplitude, wave form, 

resonance, manner of propagation, and responses to tones--these are some of the things about which 

acousticians ask questions and formulate answers. In a more restricted and popular sense, acoustics 

is defined as those qualities of a space that affect the production, transmission, and perception of 

music or speech. 


