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ABSTRACT 

The purpose of this publication was to discuss the use of 
metaphor in architectural creativity and apply that understanding in the 
making of the Lubbock Art Gallery. Moreover, it proposed that the 
Lubbock Art Gallery would be designed using the metaphor of family. 
It showed that the overall conceptual structure of the tennfami/y could 
be used in organizing the overall building form and space. The 
intangible qualities that determine the essence of the family were 
recognized and transferred to the building. Therefore, the Lubbock Art 
Gallery was made "alive" and the spirit it possesses (in this case the 
family has become the spirit of its existence) would live forever. 
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INTRODUCTION 

A great building, in my optruon, must begin with the 
unmeasurable, must go through measurable means when it is being 
designed, and in the end must be unmeasurable. The only way you can 
build, the only way you can get the building into being, is through the 
measurable. You must follow the laws of nature and its quantities of 
brick, methods of construction, and engineering. But in the end, when 
the building becomes part of living, it evokes unmeasurable qualities, 
and the spirit of its existence takes over. 

Louis Kahn, Between Silence and Light 

. . . . if we are to improve our cities, if we are to design better 
environments. then unless we are prepared to rely on the mystical 
quality of design talent that so few apparently possess, it becomes 
necessary to evolve methodologies which, by their very nature, result in 
an improved environment. 

Moshe Safdie, Beyond Habitat 
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Building can protect us and serve our utilitarian needs; however, 
their purpose must extend beyond the norm and participate in the 
current issues and problems. Principles which are of a certain fixed 
measuring points could offer "solutions" that express current values and 
ideas. Without principles, our immediate environment can never be 
improved. 

Every act transcends the thought. The act of designing· buildings 
must be followed with reason to ensure its finite comprehensiveness. 
Buildings that are constructed always open to new interpretations as 
Ralph Waldo Emerson ~ote: "every object rightly seen unlocks a new 
faculty of the soul . . . if Reason be stimulated to more earnest vision, 
outlines and surfaces become transparent, and are no longer seen; 
causes and spirits are seen through them"(Colbert, 1987, p. 17). Causes 
and spirits are the essence of a good design. The thoughts and the 
dreams are what cause our immediate environment to become more 
organized and understandable. 

The complexity and diversity of our society today require 
architectural creation to be solved in a systematic way. The aesthetic 
expectation and demand of the society, visually and spiritually, call for 
particular attention to the appropriate "method" to the making of 
architecture. The "method" must deal with "the making of architecture 
through a process of genesis (creativity) in which the aesthetic 
argument addresses a greater range of potential aesthetic constants, . . . 
. while giving the benefit of the doubt to and exploring the advantages 
and disadvantages of the various creative possibilities and aesthetic 
systems" (Antoniades, 1990, p.5). 

The "method" would give us a chance to understand architecture 
through the lens of the essentials of its making, thus revealing the true 
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nature of its creation in tenn of its "measurable" and "unmeasurable" 
qualities. 
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THESIS STATEMENT 

I think that the key to a further improvement of our immediate 
environment depends highly through the understanding of the essence 
of its creation. The architectural creation is better understood when it is 
"seen" through the essentials of its making. I think that an 
appropriate "method" for the making of architecture is through 
metaphor. Metaphor would offer opportunity to see a contemplated 
work in a new light; it would make us see it as if it were something 
else; it would transfonn architectural fonn into a new territories of the 
previously unknown and unthinkable. 
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THESIS RESEARCH 

Metaphor and The Transformations In Knowing 

A metaphor is not language, it is an idea expressed by 
language, an idea that in its tum functions as a symbol to express 
something. It is not discursive and therefore does not really 
make a statement of the idea it conveys; but it fonnulates a new 
conception for our direct imaginative grasp. 

Susanne K. Langer, Problem of Art 

There is a fundamental estrangement between an organism and 
its world. Gaining knowledge of that world is highly problematic. 
Sensory systems provide an incomplete, distorted, and ultimately 
arbitrary glimpse of the world. If the organism is to succeed in 
knowing, it must supplement the impoverished data of the senses and 
operate on those data so as to internally reconstruct the world. The 
organism, therefore, must acquire mental entities that stand on a 
correspondence relation with the occupants of the physical world. The 
reified entities possessed by the organism have been variously called 
and so on, and they are obtained either through sensory experience or 
by some transcendental means. These constituents of mental experience 
(phenomena) are all that we know with any immediacy or certainty. 
What we experience as a surrounding environment is no more than a 
hypothesis, a mental construct to which we have attributed the property 
of "objective reality". 
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Metaphor is, at root, a problem of knowing. It can served a 
crucial role in the development of knowing, both for an individual 
(such as the reader of a novel) and for a community (such as a group of 
scientists). It is a powerful device for recasting identity, for 
apprehending structure in novel ways. 

Metaphor may be described as a catalyst for a change in 
understanding. Metaphoric processes are a transitional phase in which 
there is a partial transformation of a topic's identity by a second 
identity. In this activated complex of dual identities, an unusual 
structural organization of the topic would stand out. The recognition 
and understanding of this structure in the topic promotes a change in 
knowing. 

Metaphorical Thinking 

But the greatest thing by far is to be a master of the metaphor. It 
is the only thing that cannot be learned from others; and it is also the 
sign of genius because a good metaphor implies an intuitive perception 
of the similarity in the dissimilar. 

Aristotle, Poetics 

Metaphor is used for various purposes. The cogrutlve 
psychologist might be concerned with when and why people use 
metaphors, and when and how they understand them. The psychologist 
is concerned with the processes presumed to underlie their use and 
comprehension, and how, these processes differ from and are related to 
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those involved in literal uses of language. The linguist might be 
concerned with the formal properties of metaphors and the semantic 
and pragmatic relations that they have to their literal counterparts. They 
also might be interested in syntactic relations as they pertain to certain 
kinds of figurative language. 

Even though many different people use metaphor for slightly 
different reasons and purposes, the general method remains the same: to 
transfer of reference from one subject (concept or object) to another 
and to understand it as if it were something else. We know subjects 
only by seeing them in term of our knowledge of other thing, using 
metaphor as a tool for understanding and contemplation. 

Technically speaking, a metaphor (from Greek metapherein: "to 
bear change") is the transfer of a term from one object or concept to 
another on the basis of a perceived similarity. It is not a simple transfer, 
however, but one that works both ways. We can see that two kinds of 
transfer occur. We can see that metaphor involves not only change but 
also exchange. Both meaning and language have been expanded on a 
way that is both logical and imaginative. 

Consider, for example, the metaphorical impact of the computer. · 
Representing a new form of literacy, computer technology, with such 
terms as scratch pad, spread sheet, and scroll. To understand these 
terms, we have to expand and alter the meanings of the terms that come 
from the old. Using concepts and terms from what we already know, of 
course, makes good sense of understanding the unfamiliar, and this is 
perhaps the most common way that metaphors are used. 

Metaphorical thinking, in summary, entails attending to 
likenesses, to relationship, and to structural features in seeking what 
Aristotle called "similarities in dissimilarities." It involves identifying 
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conceptual categories that may not be obvious or previously 
acknowledged. Metaphorical thinking cuts across subject and discipline 
boundaries by making knowledge in one domain a guide for 
comprehending knowledge in another, with some transfer of meaning 
taking place in both directions. Comparison is at the heart of it, and the 
basic meaning of the term transfer also implies the idea of a bridge. To 
be a metaphorical thinker is to be a constructive learner, one who 
actively builds bridges from the known to the new. 

How Metaphor Works 

Metaphors are not merely things to be seen beyond. In fact, one 
can see beyond them only by using other metaphors. It is as though the 
ability to comprehend experience through were a sense, like seeing or 
touching or hearing, with metaphors providing the only ways to 
perceive and experience inuch of the world. Metaphor is as much a part 
of our functioning as our sense of touch, and as precious. 

George Lakoff and Mark Johnson, 
Metaphors We live By 

We rely on metaphor to gain new insight, make discoveries, 
offer hypotheses, wage arguments through drawing parallels between 
apparently unrelated phenomena. Through metaphorical thinking, 
divergent meanings become unified into the underlying patterns that 
constitute our conceptual understanding of reality. Indeed, metaphor is 
so much a part of our thinking and learning processes that we usually 
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do not think about the essential role it plays. "Our ordinary conceptual 
syste~ in terms of which we both think and act, is fundamentally 
metaphorical in nature . . . . [T)he way we think, what we experience, 
and what we do every day is very much a matter of metaphor" (Lakoff 
and Johnson, 1980, p. 3). 

If someone says that misplaced items are like wandering cats, 
how do we know what that really means? To understand and appreciate 
the metaphor, we should ( 1) know about cats and lost items (2) 
perceive some structural likenesses between them (3) identify 
significant correspondences between these structures, and ( 4) pick up 
the connotation of giving in to fate since we cannot do much to control 
the appearances or disappearance of either misplaced items or roving 
cats. To greater elaborate this process, Lakoff and Johnson (1980) have 
identified four elements on conceptual thinking that define the 
dynamics of metaphor: 

(I) Metaphors are grounded. We should have some experience with 
both the concept and the compared object. This familiarity, will effect 
our understanding of the comparison. 

(2) Metaphors are structured. They have a pattern that is shared 
between the items being compared. The pattern defines the general 
commonality of the two concepts involved. For example, in a 
comparison of the atom and the solar system, we need an overall 
picture of objects orbiting around a center. To say that teaching is 
gardening, we need a structural picture of cultivation resulting in 
independent growth. 
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(3) Metaphors have relationships within their structure. For example, 
the properties of absorption, shape, and desiccation all show a 
relationship between the brain and a sponge. It is through this 
relationship that we see the working of the metaphor. The more 
correspondences we can perceive, the more complex and convincing 
the metaphor; thus, the better it becomes. 

( 4) Metaphors are defined in tenns of our natural experiences. These 
defining experiences are our most fundamental physical experiences. 
They include perceptions, skills, cognition, and emotions. They are 
evoked by our interactions with the environment. In other words, 
metaphors express our attitudes, the connotative meanings that 
phenomena have for us both physically and socially. For example, let 
us examine the metaphor that the teacher is a candle. This metaphor 
implies that the teacher's life is consumed by proving illwnination for 
others. This is a Malaysian metaphor that captures the attitude toward 
teachers in the culture. The candle metaphor expresses the ideal that 
dedicated teacher expend their life forces as energy in the transference 
of wisdom. 
Types of Metaphor 

Traditional views of metaphor have focused on the sentence may 
be identified and explaining how the meaning of the sentence is related 
to its form. Black (1962) has offered a useful classification of 
approaches to metaphoric structure and process. He distinguishes four 
approaches: the substitution view, the comparison view, the interaction 
view, and the transfonnation view. 

11 



(1) Substitution View. An intruding term is thought to substitute for the 
literal term that constitutes the true underlying intent. To understand 
this underlying intent, a listener must invert substitution, replacing the 
intruder by a literal term (or concert) compatible with the rest of the 
sentence. For example, the sentence Highways are snakes is most likely 
understood as something like Highways are long and thin, or Highways 
are curvey. 

(2) Comparison View. In production, a speaker may say Highways are 
snakes instead of the intended comparison Highways are like snakes. 
To understand this, a listener must invert the substitution, replacing the 
metaphor with an assertion of similarity. The sentence Highways are 
snakes would be interpreted as the following: Highways are similar to 
snakes in that both have property X Therefore, the meaning of 
metaphor is held to be equivalent to that of the corresponding simile, a 
literal assertion of conunon properties. 

(3) Interaction View. This is an attempt to incorporate several 
properties and process that are not successfully handled by either a 
substitution or comparison theory: the reorganization of the topic 
domain, the distinct roles played by the topic and vehicle, and the 
alterations in word meaning and accompany interpretation. Thus, in 
seeing the topic as the vehicle, one experiences it as having properties 
that are alien to its typical identity (due to commonplace cultural belief 
and personal attitudes). The process is characterized as a "filtering" of 
the topic by the vehicle. In the case of Highways are snakes, for 
example, highways are viewed through a snake filter. Snakelike 
properties of highways loom into prominence while other properties are 
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suppressed. The process is interactive, because the filter alters the 
identity of the topic, and the topic, in tum, influences the nature of the 
filter. Thus, the snakelike properties of Highways in a rainstorm are 
snakes are different from Alpine Highways are snakes. 

According to Black, "interaction" connotes an interplay of two 
separate identities. The process of seeing-as, on the other hand, is a 
process oriented toward a single entity. The experience is peculiarly 
dual at the same time, because two types of identity are perceived to 
coexist in a single structure. 

(4) The Transformation View. Deriving from the interaction view is the 
transformation view. Metaphors allow us to transform the topic into 
vehicle in which the vehicle modulates the identity of the topic, thereby 
mingling two identities in a single event. The transformation of the 
topic is partial, because the topic is not reidentified completely as a 
vehicle. The transformation is imaginal, a type of virtual experience; in 
the case of linguistic metaphor, comprehension is a series of 
recollection guided by language. Finally, the transformation is fanciful, 
in the sense that the experience is unconventional and unusual, not that 
it is necessarily "untrue" or "impossible." 

Architectural Creativity 

The fundamental difference between fantasy and imagination 
becomes clear when we consider the concept of real and unreal. 
Imagination is related to the real, while fantasy is related to the unreal. 
However, fantasy has the power to "see" its effects on the real if it 
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belongs to a person who is imaginative. Only when fantasy acts as a 
catalyst to the imagination is one be able to produce new work with 
fresh vision. The ability of the mind to "see" what is there; to perceive 
reality; to re-create and repeat it, can give new birth to what is already 
there. 

To produce a great result, imagination must be systematized 
using logical reasoning. A designer must employ or develop methods 
and techniques in order to produce legendary results. Igor Stanislavski 
explains the response he got from his student when asking him with 
simple probing questions: 

If he responds thoughtlessly, I do not accept his answer. Then, in 
order to give a more satisfactory answer, he must either rouse his 
imagination or else approach the subject through his mind, by 
means of logical reasoning. Work on the imagination is often 
prepared and directed in this conscious, intellectual manner 
(Antoniades, 1990, p. 29). 

Prerequisites for architectural creativity is the element of 
"playfulness" and "seriousness". A designer must follow "the rule of the 
game" but in "noble" and "unique" ways. In the absent of rules (or in 
the ignorance of their existence), the result is obvious: 
miscommunication, an ability to play, chaos, and the disapproval of the 
observers (Antoniades, 1990, p. 24). 

Therefore, to employ metaphors in the design process can help 
a designer to handle complex relation of unimaginable set of rules and 
circumstances. The process itself is systematic in which it directs the 
whole path of the design development. The designer might somehow 
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"grow" forms on the drawing board in a way which could parallel their 
evolution by trail and error in practice The essential design is carried 
from the beginning in the inherited genetic material, and ended after 
many generations, through evolution. 

Architecture as Metaphor 

. .. for if a City, according the opinion of philosophers be no more 
than a great House, and on the other Hand the House be a little City . . . 

Leone Battista Alberti, 
The Poetic of Architecture 

Alberti wants his reader to "read" one thing as if it were 
something else. He wants his reader to exchange their attention and to 
perceive the house as a city and vice versa. He wants his reader to 
employ a metaphor. 

The use of metaphor as a channel of architectural creativity is 
very popular. It can be very useful and beneficial to architects, 
educators, and students since it offers opportunities to see a world in a 
new light. It offers new interpretations of their works and send the 
inquiring mind into new territories that previously unknown. The shape 
and overall organization of buildings may become more defined and 
expressive of the content. 

According to Antoniades (1990), there are three types of 
metaphor that are used in architectural creativity: 
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(I) Intangible Metaphors. Employ a concept, an idea, a human 
condition, or a particular quality as the metaphorical departure. 

(2) Tangible Metaphors. Employ strictly from some visual or material 
character as the metaphorical departure. 

(3) Combined Metaphors. Combined conceptual and visual character 
together as the metaphorical departure, where a visual object is studied 
in term of its intangible qualities and essentials. 

Of all the three, the combined metaphors are the most difficult 
but are highly demanding acts (Antoniades, 1990, p. 31 ). In a newly 
created work, they eliminate the visual memories of the departure point, 
while retain or upgrade the essential qualities and properties of the 
initial model. 

The success of any particular use of metaphor depends on the 
degree of detectability of its intent. There must be a clear relationship 
between metaphoric departure and the final result. A designer chooses a 
metaphor, analyzes its content and essentials, and then transforms the 
essentials into a new creation or result. The result may not look like the 
metaphorical analogue, but it possesses the virtues of the metaphoric 
condition. According to Antoniades, it would have been great if the 
designer had concentrated on conceptual ingredients of the metaphor 
rather than being content with the romantic appeal of the material 
characteristics of it. The strength of the result depends on the 
metaphoric interpretations that focus on essentials. 

Therefore, the stress on the essentials must be apparent in order 
to produce a good work. The metaphor may be poetic, but the concept 
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that may be generated through it has to be meaningful and substantial. 
To avoid confusion due to extreme sophistication and over
intellectualization, I would introduce simple metaphors that could 
produce much more immediate and imaginative results. 

Transformational Strategies 

A process of change of fonn under altering circwnstances is a 
transfonnation. According to Antoniades, there are three major 
transfonnational strategies: 

(1) The traditional strategy: where external (site, view) and internal 
(functional, programmatic) constraints undergo a systematic 
adjustibility. 

(2) Borrowing: where fonnal departures from painting, sculpture or 
objects are interpreted with regard to their applicability and validity. 

(3) De-construction: where a given whole is taken into parts in order to 
find and predict new combination of parts, to create new wholes and 
new orders. 

Among the three, the method of de-construction is the most 
controversial and debatable issue. The term de-construction originated 
from Deconstructivism, the philosophical system of Jacques Derrida, 
with its leading architects such as Peter Eisenman, Bernard Tschwni 
and Zaha Hadid. It destroys centrality and unity leaving the 
transfonnation always in the state of incomplete. Charles Jenks 
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emphasizes this point: "Wholeness, balance, integration - in short all in 
the interconnections made possible by a coherent culture .. . seem to be 
gone" (Papadakis, 1983, p. 10). The transformation may arrive at the 
state of "nothingness" consists of non-conforming relationships. A 
further disagreement with this theory is issued by Erich Kahler: 

Distrust of the power of the subconscious, the inheritance of a 
mechanistic cosmology and of the current reaction to it , and the 
paralyzing insecurity introduced by possivist attempts to establish 
rigorous limits for word "meanings" have caused many artists to feel 
they are reflecting the "real world" when they portray a chaotic 
randomness and the domination of man by the machine (Kahler, 
1967, p. 80). 

Expression without purpose is the reason why it is not inevitable. 
At the expense of logic, order and idea, this dogma proposes the 
inconsistent as design objectives justified by a messy vitality and 
interesting ambiguity. 

Therefore, the best possible solution left is to take the concept of 
borrowing as my ultimate design strategy. This type of transfonnation 
is an attempt to understand the underlying principle of a work under 
scrutiny, its compositional components, and finally the overall aura of 
the work. It is an attempt to construct parts of a particular structure 
(concept or object) and to bring its characters to the whole of 
architectural expression. 
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RESEARCH INTENT 

I would employ the metaphor of family to my architectural 
creation. I would use the concept of family as a tool in designing my 
building. I would bo1Tow the qualities which define the term family and 
transfer them to the building. For example, if the family possesses the 
quality of togetherness, then after the transformation, the building 
would also possess the same quality. Furthermore, the overall building 
organization would be essentially structured using the metaphor of 
family. As a result, architectural form (and space) would relate to each 
other like the members of the family relate to one another. Through 
partial transformation, the building would capture most of the qualities 
that at the end, it can validly be called as "A Family". 
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THESIS VEHICLE 

Lubbock Art Gallery 
Lubbock Art Gallery is a 25,000 sq. ft. facility located at 6th. 

and Avenue 0 in Lubbock, Texas. The primary mission of the facility 
is to educate the public about visual art and its contribution to the 
cultural and economic well being of the community. The facility would 
increase awareness about visual art through exhibitions, 
demonstrations, meetings and workshops. A nwnber of meeting rooms, 
classes, and a workshop would be provided to meet the purpose. The 
facility would also help various of art organizations and groups in this 
community that need space for their own specific activities. 

The facility is intended to display works of local, regional, and 
nationally known artists. About 15 exhibitions would be held each year 
and each exhibition would last one to two months. The facility would 
attract about 3,000 patrons on each exhibition, at the average of 100 
patrons daily. In overall, (after adding the other activities like art 
classes, meetings, and banquets) the facility would attract about 12,000 
visitors each month, at the average of 400 visitors daily. In the case of 
special events, the facility could take up to the maximum of 600 people 
at a time (refer source p. 85). · 

The facility would operate at normal business hour and the 
admission is free. The facility is managed by a.non-profit organization. 
It receives its revenue from the City of Lubbock. Additional funds are 
needed to finance special programs and for promotion and publicity. 
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THESIS ISSUES CASE STUDY# 1 

Vehicle: A painting 
Other details: Oil on Canvas, 45 x 50". Philadelphia Museum of Art 
(Louise and Walter Avensber: Collection) 
Tittle: The King and Queen Surrounded by Swift Nudes (1912) 
Painter: Marcel Duchamp 
Focus: Metaphor as the image maker 

The King and Queen Surrounded by Swift Nudes is one of 
Duchamp's finest creations. The enigmatic tittle is hybrid: the king and 
queen are taken from chess, though they more closely resemble 
mechanical analogues of human beings. It is as if, "in the dreamlike 
confusion of reality" (Rubin, 1968, p. 33), the images of chesspieces 
had been fused with the images of machine which becoming the central 
metaphor of Duchamp's imagery. The images of chesspieces had also 
been fused with the images of human beings which reflect the 
psychological reading of Duchamp's parents. The "swift nudes" can be 
interpreted as Duchamp's children. The overlapping forms of the swift 
nudes moving diagonally upward from the lower right represents 
movement or motion. It seems that the painting can be read as the 
Duchamp children, "turbulent offspring", who threaten the "totemic 
stability" of the Father and Mother machine (Rubin, 1968, p. 33). 

The King and Queen Surrounded by Swift Nudes very much 
explains Duchamp's interest in people, their psychology and 
physiology. There are no human forms or indications of anatomy but in 
it one can see where the forms placed. The method that Duchamp used 
is called the "humanization of the machine." An attempt "to find a 
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plastic equivalent for internal, irrational, and even extra-sensory 
experience . . . [that] . . . presupposed the existence of another 
dimension, a 'meta-world' which Dunchamp has described as 'fourth
dimensional' and posited in his works as the unknown quality" (Rubin, 
1968, p. 34 ). 
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THESIS ISSUES CASE STUDY# 2 

Vehicle: A sculpture 
Tittle: The Prison ( 1981) 
Sculptor: Lauren Ewing 
Place: Installation at Hirshhom Museum and Sculpture Garden 
Other Details: Painted wood construction, megaphone, and paint on 
existing gallery wall. Overall dimensions of site approx. 28' by 35'. 
Focus: Metaphor as a way to search the self 

Lauren Ewing's Auto-Plastique: The Prison is one of the six 
projects on this exhibition. Together they are meant to represent a body 
of forces which mold contemporary society, by extension, the 
analogous forces that shape the individual. Ewing's "universe" is 
represented by: 
(1) a powerhouse, a library, and a bank - ones in which we voluntarily 
participate for the bounty, energy, nurture, and knowledge they provide 
(2) a school, an asylum, and a prison - ones in which represent 
institutions of regimentation, confinement, and surveillance on which 
we participate against our will. 

The sculptures are condensed-scale architectural representations, 
modeled after generic architectural types that reflect our values and 
accomplishments in this universe. The focus is on the symbolic roles 
each buildings represented. Ewing intends to make them as metaphors 
for the mind. She describes that the metaphor deals with the "vision" of 
our intellectual and intuitive perceptions by which we identify 
ourselves and external reality in order to establish concrete relationship 
with the outside world. 
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Auto-Plastique: The Prison, equipped with amplified audio 
effects, video presentations and displays of relative text in addition to 
architectural fonns, is a theatrical presentation of the 
experiential/reflective operation of metaphorical art. The Prison is a 
"stage" composed of three freestanding architectural elements: 
(I) a cellblock of seven compartments or cells 
(2) a cylindical guard tower, bearing the legend The Prison, which is 
located in front of the cellblock and 
(3) a tringular kiosk labeled The Perfect Speaker, which is located 
behind the guard tower. 

Metaphorically, the three-part anatomy of the prison complex 
parallels the tripartite topography of the psyche (proposed by Sigmund 
Freud). The cellblock symbolizes the ego; and the "Perfect Speaker" 
represents the superego. Each component works differently according 
to their metaphorical intents suggested by the psyche. Even in its 
physical simplicity, The Prison "raises the issue of a social covenant in 
which we voluntarily participate out of general self-interest in spite of 
the possibility that it may at some time coercively limit our freedom to 
act" (Fox, 1981, p. 56). 
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THESIS ISSUES CASE STUDY# 3 

Vehicle: A spherical building 
Project Tittle: Cenotaph for Sir Isaac Newton (1784) 
Architect: Etienne-Louis Boullee 
Status: Unbuilt project 
Focus: A building as the Metaphor of "A Perfect Man" 

The Newton cenotaph is a hollow sphere ( 120 meters in 
diameter), its vault pierced with holes through which natural light 
filters, creating the illusion of stars in the night sky (Montclos, 1974, p. 
36). This idea derives from a cosmic interpretation of the early temple. 
Fwthermore, there has been an armillary sphere at its center with the 
sun, the earth, its moon and the other planets represented. They are 
represented by candles, mounted on a series of interlinked rotating 
rings. This idea suggests that Boullee has conceived the project of 
enveloping Newton with his own discoveries. 

The sphere vividly suggests the image of perfection. 
When asked about the virtues of the pure sphere Boullee answers: 

Because their forms are simple, their faces are regular and repeat 
themselves . . . their regularity and symmetry are the very image or 
order and this image is self-evident within them. Given these 
observations, the result is that man is unable to have clear ideas of 
the forms of bodies other than after having had this of regularity 
(Broadbent, 1990, p. 94). 
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It is clear now that Boullee tries to apply the perfect symmetry and 
perfect regularity in order to reveal the true nature of his creation to the 
world. At the same time, the perfection of the sphere brings about the 
idea of "perfection" of the man called Newton with his discoveries. 
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THESIS RESEARCH CASE STUDY# 4 

Vehicle: A residential complex 
Project Tittle: Walden 7 (1975) 
Architect: Ricardo Bofill 
Place: Sant Just Desvem, Barcelona, Spain 
Focus: A Building as "A Bunch of Grapes" 

Walden 7 is based on the metaphor of Sir Herny David Thoreau's 
Walden [Walden, or Life in the Woods (1854)]. Walden 7 doesn't look 
like the naturally forested, cahn landscape Thoreau had conceived, but 
the virtues of the metaphoric condition is there. W aldens were 
enviromnents of serenity, concentration, nature, green leaves, and 
water. Similarly, Walden 7 has most of the characters. This shows that 
Bofill has created a project based upon the content and essentials of the 
metaphor, even though the final product doesn't look at all like the 
metaphorical analogue (Antoniades, 1990, p. 34). 

Walden 7 is an urban, architectonic complex. The project doesn't 
deal with the way of dividing up a large building into apartments, as in 
the traditional manner, but of creating a series of individual cells which 
form a block when put together. Each cell must response to the 
particular needs of the individual occupants. Each must also response to 
its neighbors around. This organization of individualism in a 
community strongly reflect Bofill's concept of family (Futagawa, 1985, 
p. 46). The building's geometric process of formation confirms that 
idea. In other words, Walden 7 is the result of cluster of individual 
grapes which form a bunch. In this case, it is not only a bunch of 
grapes, but also a communal hive. 
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CONTEXT ISSUES 

Lubbock. .... an introduction 

Lubbock is located in the South Plains areas of West Texas, 
approximately 275 miles west of Dallas - Ft Worth and 300 miles east 
of Albuquerque, New Mexico. It is a busting agricultural, whole sale, 
retail, medical, educational, financial and industrial center. It is a 
growing city of approximately 220,000 people and the home of Texas 
Tech University which enrolls about 23,000 students. Lubbock is also 
known for its second largest inland cotton market in the world, 
producing about 30% of the nation's cotton. 

As far as recreation is concerned, Lubbock has over 40 city 
parks, plus Texas' most visited state p~ Mackenzie State Park. 
Lubbock also enjoys as one of Texas' leading cultural centers. A 
symphony orchestra, a planetariwn, and the Musewn and Ranching 
Heritage Center are among those that make the city "alive". 

There are a lot of visual art-related activities and organizations 
in Lubbock and the Lubbock Garden and Arts Center and the Lubbock 
Fine Arts Center are the most prominent ones. Together they bring a 
variety of cultural events and services to the citizen of Lubbock and the 
surrounding area. 

Therefore, to build an art gallery in Lubbock would add the 
excitement to the people in this community. This would increase the 
participation of the art-related activities. The greater participation 
would lead the people to better understanding of the culture that they 
live in and environment that they dictate. I believe that the art-related 
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activities would increase the quality of life of the people. The citizens 
of Lubbock and its surrounding area would become more creative and 
well-informed. Furthermore, the gallery would become a "home" for 
local art organizations in this area to meet, sponsor exhibitions, and 
teach art education. It would provide amateur and professional artists in 
this community a place to show their talents and sell their works 
through exhibitions and competitions. 

Lubbock and its people. 

Lubbock county has about 220,000 people and will increase 
steadily. Lubbock's population increases at annual rate of 1.2 percent 
and it will add about 50,000 more residents by the year 2005. But the 
post-War II baby boom generation is now moving into middle age; and 
the modem generation of the nuclear family has been taken over by the 
new generation of childless married couples. The decline of the basic 
household institution of parents surrounded by children is felt all 
around the world including this West Texas community. 

Analyzing the pattern of the population it can be said that 
Lubbock is mainly dominated by the age group between 15 to 30. 
However, the percentage of people over 65 are projected to increase to 
9. 9 percent by the year 2005. 

Therefore, the construction of Lubbock Art Gallery in this 
community area would certainly benefit the people. It would serve and 
accommodate the increasing nwnber of people coming from a wide 
variety of cultural background, age and gender. Entertainment and 
education are two primary purposes of this project. The facility would 
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become a place where people come to meet each other, to share their 
unique differences, to communicate, to learn, and to create hannony 
and confidence into their lives. The facility is like an institution that 
neutralizes the gap among the people, ties each other as one. The place 
is like a family. 

Art as Cultural Heritage 

Self-preservation is an inherent quality of mankind. Art, through 
painting, dance, sculpture, music and other forms is one conduit 
through which one culture can preserve its identity through the ages. 

In the 18th. National Medal of Arts Ceremony in 1987, President 
Reagen said: 

The arts and the humanities teach us who we are and what 
we can be. They lie at the very core of the culture of which may 
reach out to other cultures so that the great heritage that is ours 
maybe enriched by - as well as itself enrich - other enduring 
traditions. We honor the arts not because we want monuments to 
our own civilization, but because we are free people. The arts are 
among our nation's first creations and the reflection of freedom's 
light. (National Endowment for the Arts, 1988, p.vi) 

People in Lubbock's community concern about their cultural 
heritage. Numerous organizations and interest parties are working 
together to preserve the cultural identity of this community. Among the 
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many, the Ranching Heritage Center and Arts Festival are the most 
visible cultural attractions in this area (refer source p. 85). 

The prima.iy purpose of Ranching Heritage Center, for example, 
is to preserve the cultural identity of this West Texas area. It preserves 
about 20 historic ranching structures. The structures are protected by 
landscaping, to visually block modem surrounding, giving the visitor 
the feeling of taking a walk through history. Moreover, the Center is 
also a place to exhibit western art, bronzes, saddles and wagons. It also 
provides educational programs and activities to instruct public about the 
past of American history. 

The effort by Ranching Heritage Center to represent the cultural 
uniqueness of this community is a good one. The effort is parallel to the 
opinion of the people in this community that suggests western/cowboy 
identity as the representative of their cultural identity or heritage (refer 
source p. 85). Lubbock is said to develop through western/cowboy 
influences. Nevertheless, music and arts (visual/performance) are also 
mentioned to have significant influence in this community. 

We know that the effort by Ranching Heritage Center is good, 
however, it is still not good enough. By showing the mere "appearance" 
of the past history through the display of West Texas artifacts is not 
enough for people to understand their true cultural identity. The Center 
has to do more. It has to promote the character, the behavior, and the 
attitudes of the past people which make them who they were, and who 
shape the community of the presence as it is. It is the ignorance of some 
people who study the culture of the past but forget to relate to the 
substance that actually shapes the culture. 

I believe that the substance that shapes the cultural attitudes and 
traditions of this community is family value. The value has rooted in 
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the hearts of the people since a long time ago. However, the rise of 
individuality in today's materialistic world has slowly swept the value 
away from the earth surface. The value is kicked around without 
anybody wanting it. 

Therefore, one way to revive back this value is to make it as the 
departure of the building's metaphor. The building would be designed 
using a metaphor of family. Subconsciously, the value could be "felt" 
by the people through the manifestation of its essentials to the 
building's form and space. Through a formal language of pennutations 
combinations, rhythms, and variations, the structure would provide the 
sense of place people need and allow it to develop its sense of identity. 
The structure would widoubtfully become a work of art, a masterpiece, 
to the community. It would be designed to applease and be appreciated 
by the people in this community. 

Art and Participation 

Many observers believe that the level of income and education 
of the people do not seems to become the factor of participation in the 
arts. This is true in today's society where citizens' level of income and 
education is relatively high. Yet, the level of participation in the arts, 
particularly visual art, does not match its level of aftluence. 

The American and the Arts Survey (Harris & Associates, 1988) 
has conducted nation wide telephone survey, 1,501 adults aged 18 and 
older are interviewed. The study found that overall attendance at art 
activities in 1987 had slipped 12% since 1984. But two activities (art 
museums and movies) showed a small increase. When ask about why 
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they did not attend art performance and exhibitions, the top reason 
given in 1987 was lack of time, cited by 33% of the respondents. Other 
key factors include ticket prices, lack of performances and difficulty of 
getting infonnation about performance. The same problem can be 
applied to Lubbock's community. The participation in the arts is 
relatively low. 

Therefore, vigorous promotion has to be made by the facilitYs 
administration in order to attract and reach all members of the 
community to participate in the visual art-related activities organized by 
the facility. Special target has to be made to attract more specific 
audiences like students and elderly people. Texas Tech students and 
faculty would be encouraged to hold exhibitions in the facility. This 
would surely attract other students, staff and faculty to the facility. 
Furthermore, the facility would mange exhibitions and programs to 
support high school cuniculmn. This would enhance students' interest 
in art and generate an audience of students, teachers and parents to the 
facility. In addition, special classes would also be arranged to teach art 
education to the school children and senior citizens. 

Competition 

The existing art organiz.ations in Lubbock are publicly financed. 
The two most prominent organiutions are like the followings: 

( 1) The Municipal Garden and Arts Center sponsors art shows 
including Art Festivals in die spring. It sponsors about 12 exhibitions in 
a year including one major competition on November. It has a main 
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gallery (1,800 sq. ft.) that becomes a place to exhibit various kinds of 
community arts including kid shows. Furthermore, it offers various art 
classes to the public including classes on jewehy, pottery, life drawing, 
and painting. It also provides meeting rooms for cultural and 
educational groups. In overall, the Center attracts about 10,000 visitors 
in a month (refer source p. 85). 

(2) The Lubbock Fine Arts Center provides space for exhibitions (2,000 
sq ft) and art classes. It sponsors about 10 exhibitions in a year and 
each attracts about 800 visitors. It has a photographic laboratory 
designed as a teaching laboratory for the Center's classes in 
photographic arts (refer source p. 85). 

There are more than 12 other private art galleries located 
through out the city of Lubboc~ but all of them operate on a small 
scale basis. In addition to these specific visual art organizations, the 
Lubbock Symphony Orchestra and Ballet Lubbock are two well-known 
perfonning groups. 

Therefore, Lubbock Art Gallery would increase the number of 
art organizations in the South Plains. Its existence is not to compete 
with the other existing art galleries but together, they are encouraging a 
wide variety of art and cultural events and services to the citizens of 
Lubbock and the surrounding area. Together, the goal of the 
organizations is to improve the cultural life of the people, to 
complement each other rather than compete. 
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SITE ANALYSIS 

Location 

The site chosen for the project is limited to the area bounded by 
4th Street on the north, Avenue K on the east, 6th Street on the south 
and A venue Q on the west. The site is controlled by the Memorial Civic 
Center zone case. Ordinance 6462. The site is surrounded by several 
significant facilities like: 

The Memorial Civic Center, 
The George and Helen Mahon Library, 
Public Safety Headquarters, 
Post Office, 
Rainbow Childcare Center and 
a number of hotels. 

The site is also close to other commercial and public facilities including 
various state and local governmental offices, office buildings, 
restaurants, and various smaller commercial establishments. 

Circulation 

The traffic circulation around the site is a mixture of one-way 
street provides access and egress from the major two-way arterial. The 
major arterial provide access and egress for the entire area. 

The site is located at the Central Business District thus it is 
accessible from every comer of the surrounding area. The close 
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proximity of the commercial facilities and other public facilities 
benefits the users of the proposed facility. The site is very near to Texas 
Tech University and residential areas around. Moreover, the proposal 
of making a freeway that connects East-West Texas on the existing 4th 
Street, make it easy for outside visitors to find their way to the 
proposed facility. 

The close distance between buildings on the surrounding site 
reduces the time of traveling. The existing pavement around the site is 
very beneficial for the pedestrian to move around. 

Therefore, the location and circulation pattern of the site and its 
surrounding area would certainly attract users to the proposed facility. 
The facility would be architecturally functional, as well as compatible 
with that of the surrounding area. It would also promote more art
related activities to that area and hopefully some day the area could be 
established as Lubbock Art District. The area would, then, be a focal 
point for the entire South Plains area Lubbock downtown area, that is 
now "dying", would be revitalized again. 

Existing Accommodations 

The proposed facility should take advantage of the existing 
accommodations around the surrounding area like parking and power 
plant. Functionally, the site would receive huge advantage from the 
Civic Center Complex. Visitors to various activities at the Civic Center 
like banquets, meetings, or shows can also get attracted to visit the Art 
Gallery and vice-versa. In the case of lack of exhibit space for big 
shows, the exhibition hall of the Civic Center can be used as additional 
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space. The two facilities can also share each other parking in the case 
of visitors overflow. In addition to Civic Center, the nearby Sheraton, 
Holiday Inn and La Quinta Inn that are now accommodating guests for 
Civic Center, can also become places for visiting artists or guest 
lecturers of the Art Gallery to spare their nights. 

Therefore, the sharing of common interest between the 
proposed facility to its existing accommodations and facilities would 
reduce the construction and maintenance cost of the project. The closed 
relationship of one facility to another would certainly benefit 
themselves and the people in the community. 

Climate 

Lubbock's weather is both mild and semi-arid. Warm days and 
cool nights are normal pattern with low levels of relative humidity. 
Lubbock has a day steppe climate with mild winters. Mean annual 
precipitation is 18.4 inches with concentration during the warm season 
(Apr - Oct). The annual average temperature is 59.7 F with July 
average temperature of 79.5 F and January of 35.5 F. Lubbock receives 
about 270 days of clear sunny days per year. 

Therefore, the pattern of the temperature shows that outdoor 
activities are available especially during summer time. The situation is 
encouraging considering the little amount of precipitation. However, 
the intense heat with the blowing dusk make the indoor activity more 
preferable. Natural sunlight should be brought in for lighting the 
circulation areas in the proposed facility. 
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Soil 

The soil condition of the site is classified as acuff-urban land 
complex. Acuff soils are deep corrossive to uncoated steel and have 
low strength. Accuff soils are well drained and high in natural fertility. 
Surface runoff is high when precipitation is block. Permeability is 
moderate and water capacity is high. 

Therefore, the condition of the soils would not create so much 
difficulties for the construction of the facility. Everything can be 
resolved by good design and carefull instalation. The soil condition also 
creates a potential for outdoor activities like sculpture garden. 
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1. v iew of Museum from entrance gate 
to Roman monumenu. On right Is 
administration block with main 
entrance on Calle Jot~ ~n M!JI~. 

CONTEXT ISSUES CASE STUDY# 1 

Vehicle: A museum 
Title: National Musewn of Roman Art (1985) 
Place: Merida, Spain 
Site: An excavation area which located the ruins of buildings from 
Roman time included houses, tombs and a small Palaeo-Christian 
basilica; a Roman road; and San Lazaro aqueduct 
Architect: Rafael Moneo 
Focus: "Architectural Fit" 

Project Intent 
The intention of this project is to link between the old and the 

new. The building is intended to form a bridge between the town and 
its illustrious past. It is the concern of this project, to preserve the 
sensibility and the character of the place for civic memory and history. 

Project Analysis 
Moneo has created a masterpiece. The excavations are revealed 

but kept to a subterranean realm. Visitors must go outside and clamber 
down into the gloomy basement, lit only by openings along its edges. 
Though under the museum. the excavations are experienced as outdoor 
rather than in. It is made clear that the ruins are not just part of the 
Museum but continue beneath the earth in all directions. The ruins 
appears to be the town's suppressed "collective subconscious" (in Jung's 
word) where they have given up only a few of their "secrets". The 
museum is successful in emphasizing mysteries and continuities rather 
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than pmporting to lay bare all within their hennetic world (Buchanan, 
1985, p. 43). 

The musewn is not just as a shelter to display treasures but itself 
become a suitable treasure chest whose form and fabric had poetic and 
didactic pmpose of their own. The used of ancient Roman construction 
technique, forms and material are proved to be marvelous. The building 
has an almost homogeneous skin with radials of arches revealing the 
nature of construction method and material in the most sparkling way. 

The elements of the new are working well with the old. Moneo 
has designed steel railings that appear sophisticated and modem. 
Further more, the way space and function are deployed is very modem 
also. Articulated around a sunken court are the three connected blocks 
of musewn, workshops, and administration; the elevation treatment of 
each reflecting its function. The gallery space is very vast and 
breathtaking. The drama and grandeur of the space would increase 
when shafts of sun stream through the high windows, monitors, and 
light shafts. The magnificent of the space reminding us to those of the 
Roman (Buchanan, 1985, p. 44). 

The logic and the virtues of the musewn's approach are debated 
but the poetic consequences are powerful. It is a successful project, in 
my opinion, where the significance of the site and character of its 
context have been carefully considered and successfully maintained for 
us and the generations ahead. 



ANALYSIS OF A FAMILY 
(A DEFINITION) 

A family is a basic unit of social interaction and cooperation. A 
family is characterized by caring relationship that ties all the family 
members together as a strong unit. It is a team where members share 
their lives together, love together, grow together, and build their future 
together. It is a cluster in which each member is a builder and supporter 
of another. It is a force of influence where each member must become 
the: 

comforter, 
compamon, 
counselor, and 
committor (Schuller, 1982, p. 12). 

It is an environment of order where rule teaches its members the 
responsibility and commitment ; to bring peace and to create hannony 
among themselves. It is an environment of joy and excitement where 
play and game become the elements that make its members "alive" and 
more romantic. It is an environment where "oneness" and "perfection" 
are created, where problems are resolved through a compromise (of 
give and take), thus eliminating the gap among its members. That is a 
family. 
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ANALYSIS OF ACTIVITIES 

There are basically four (4) major activities which define the character 
of the place: 

DISPLAYING OF ARTWORK 

EDUCATION 

EATING/FOOD PREP ARING 

ADMlNISTRATION 
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DISPLAYING OF ARTWORK 
pnmaiy 
(1) EXPLORING 

secondary 
(2) RESTING 

(I) EXPLORING 
This activity involves displaying of artworks and usually offer 

for sale. It requires flexibility of movement through the activity area 
without one being forced to walk past objects on display that he or she 
has already seen. It involves understanding and contemplating; thinking 
and dreaming; guessing and reasoning; and discovering and interacting 
among the participants. Since the visual arts like paintings, drawings, 
photography, and sculpture require movement and choice on the part of 
the spectators, the activity must be arranged in a sequence. The location 
of entrance and exit are critical. After passing the reception area, 
spectators choose a starting point, and then move from object to object 
and space to space. Spectators move at different speeds, some move 
continously while some stop to examine object in greater detail. A high 
degree of privacy is important because the most ardent art lover can be 
irratable with a crowded, noisy environment. 

participants: 
All visitors 
About 350 patrons @peak (big events/festivals) 
About 200 patrons during school children/parents group tours 
(especially during summer time) 
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About 150 patrons on exhibition/competition openings and 
banquets 
About 30 patrons @normal hours 

(2) RESTING 
This activity provides a mental break to prevent fatigue which 

results from concentration on exhibits. This activity is intended to 
phisically, mentally, and visually refresh the participants. It usually 
happens during the process of the exploring activity. Resting activity 
includes talking, discussing, eating, and relaxing. 

participants: 
All visitors 
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EDUCATION 
pnmary 
(1) TEACHING/LEARNING 

secondary 
(2) READING 

(1) TEACHING I LEARNING 
This activity involves the gathering of people to participate in 

various meetings, lectures, workshops, and seminars. It tends to 
generate discussion, excitement, and noise. Art is teached and learned 
through lectures, slide presentations, and demonstrations. 

participations: 
Artists, lecturers, people attending classes 
About 15 people per class and workshop 
Maximum of 85 people for lectures, seminars and art group 
meetings 

(2) READING 
This activity involves looking through books, publications, and 

newspapers to gain knowledge and information. It requires total 
isolation and privacy. 

participations: 
Lecturers, artists, high school and college students, people doing 
specific research 
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EA TING/FOOD PREPARING 

The · activity involves eating, drinking, food preparing, and 
socializing. Employees usually bring their lunch together with them to 
the facility. They would bring out their food to eat during lunch hour. 
For this reason, a kitchenette with a microwave would be provided. 

_ Cooking activity would be prohibited. Food like sandwishes, biscuits, 
and snacks brought from outside could be stored in the refregirator or 
cabinet shelf. Later, the food could be brought out to be warmed and 
eaten. Furthermore, the kitchenette could also be used to prepare food 
for major dining activities like banquets. Food catered from outside 
could be warmed and arranged in such a fashion at the kitchenette 
before serving it to the participants. 

People attending art classes and meetings would involve in 
eating/relaxing activity usually during classbreak and intermission. 
Vending machines would provide them with snacks and cool drinks. 

participants: 
Facility's employees, people attending art classes and meetings 
About 6 people @ normal hours 
About 15 people @ peak 
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ADMINISTRATION 
(1) MANAGING THE FACILITY 

(2) INFORMATION/RECEPTION 

(1) MANAGING THE FACILITY 
This activity involves managing, and establishing policies and 

regulations. It also involves hiring the personnel, processing 
application, handling bookkeeping, and advertising the interests. This 
activity requires a certain degree of privacy and proper communication 
system. It takes place every week days at normal office hour. Easy 
access from the activity area to other parts of the facility is 
recommended. Easy access to the parking area helps the employees to 
reduce their travelling time. 

participants: 
A director, an assistant director, a treasurer, a secretary, a 
gallery/art education supervisor 

(2) INFORMATION/RECEPTION 
This activity provides information and guildance to visitors. The 

interaction between facility staffs and visitors should take place at the 
entrance/lobby area. 

participants: 
2 receptionists, visitors 
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ANALYSIS OF SPACES 

The facility can be divided into five (5) catagories of space: 

RECEPTION/LOBBY AREA 

EXHIBITION AREA 

EDUCATION AREA 

EATING/FOOD PREP ARING AREA 

ADMINISTRATION AREA 
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RECEPTION/LOBBY AREA 

(I) LOBBY 

(2) RECEPTION/INFORMATION AREA 

(3) BOOK SHOP 

(4) TOILET 

(1) LOBBY 
quality: 

The lobby should be a spacious and welcoming space for 
visitors. Signal for orientation should be flexible and understandable. 
The space requires consistent tempreture levels through automatic 
adjusting of the HV AC system. Low noise and reverberation are 
desired. 

equipment: 
Chair, sofa 

area: 
1,200 sq ft 
About 80 people @ peak 

(2) RECEPTION/INFORMATION AREA 
quality: 

This area is located at the entrance of the galleries and adjacent 
to the lobby area. It must be attractive and bussiness like. 
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quality: 1 
equipment 

Counter, chairs, audio system, computer 
area: 

50 sq ft 

(3) BOOK SHOP 
quality: 

This shop is intended to sen books and art works. The shop front 
should be interesting in order to attract buyers. The space should be 
located near the entrance of the facility and adjacent to the lobby area. 
The finished surfaces should be durable. Security is mandatory. 

quantity: I 
equipment: 

Shelving, cabinets, counter space, chairs, desks, a cash register 
area: 

350 sq ft (including 50 sq ft stock room) 
source: Cruickshank, 1985, p. 89 

(4) TOILET 
quality: 

Finished material should be easily maintained and cleaned. Wall 
and floor area should be in ceramic tile. Artificial lighting is 
recomended. 



quantity: 
2 @200 sq. ft. each 

equipment: 
Partitions, sink, mirror, air hand diyer, trash receptacle 

plumbing fixture: 
Male: 3 water closets, 3 urinals, 3 lavatories 
Female: 3 water closets, 3 lavatories 
1 drinking fountain 

source: Manas, 1957, p. 7-22 
area: 

400 sq ft 
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EXHIBITION AREA 

(I) GALLERIES 

(2) INDOOR REST AREA 

(3) OUTDOOR REST AREA 

(4)TOILET 

(1) GALLEIUl:S 
quality: 

The galleries are inlalded for tallpOOU)' aad touriag abibit 
They are places where variety of size,. ~ •orb oC art me 
painrings,. ~ drawings_ pbotography,. and scalpbft ~ displayed. 
The ceiling should be high .. die splCe thoa1d be ftaible .. 
inviting. ParUtioas ~ ~ to ~variety of .,_e ma -S 
layouts. 

The space should be emociaaal apliftilf& aiayw,. t.moay 
between object and vobane, 11le owiaJ1 tpw:e .,... be RHay and 
well navigable. The space ••aaermat 81 cira•:ltioa plUall matt 
give spectaton a sequeacial and cotllimtOUS apaieDce .....,..._, die 
galleries. The experience can be a briag cw,. ~ variety iii 
ceiling height, lighting, and different wall "°"'6 .....,.,._a~ 
of galleries help mlucing die &bque, a..,§ ia ...._ ._.. be 
by means of ramps with wlleddaair bnmg adii.. OrupJ ia ~ 
should not be diuaic. Varian floor tmlR5 ~ ·wfal to ~ 
changes in division of i'Ubject ""*at l ............. be 



movable and adjustable. LighDog work could be placed at thirty degree 
angle in relation to the art works. Air conditiomng system should be 
wisely selected and placed. Security is mandatory. 

quantity: 
1 main gallety @ 3,SOOsq. ft. 
2 auxiliaiy galleries @ I ,(JOO sq. ft each 

equipment. 
Display cases, mowble tigbring, display tables 

area: 
7,ooO sq ft 

(2) INDOOR REST AREAS 
quality: 

The experience at die exhibit amt can he a tiriag one, therefore, 
transitional areas such as roomy ~ aisles, and skylit spaces are 
needed for spectatoB ta pame and rat. The abllospbae of dleSe area 
should slightly contJa5t tbe almo5pbeR of tbe plleries. Nabnl ligbbng 
is appropriate in these ~ in CODbUt to the plleries .-ea, which are 
primarily lit with electric light 

equipment: 
Beocbes 

area: 
Part of circulation ma (4, 82S sq. ft.) 



(3) OUTDOOR REST AREAS 
quality: 

Outdoor rest area is intended for spectator to pause and rest. It 
can be in the fonn of suptural sourts and gardens where large sculptures 
are exhibited The space should be directly adjacent and integrated with 
the galleries or it could become a saparate and distintive entity of space. 
The environment of the space should be restful, peaceful with natural 
out outdoor surrouding. Vegitation and landscaping are recomended. 
Benches should be introduced to allow such activities as reading , 
eating, relaxing and interacting among the visitors. 

quantity: 
Detennined during the design process 

equipment: 
Benches 

area: 
2000 sq ft 

(4) TOILET 
quality: 

Finished material should be easily maintained and cleaned. Wall 
and floor area should be in ceramic tile. Artificial lighting is 
recomended. 

quantity: 
2@200each 

equipment: 
Partitions, s~ mirror, air hand dryer, trash receptacle 



plumbing fixture: 
Male: 3 water closets, 3 urinals, 3 lavatories 
Female: 3 water closets, 3 lavatories 
2 drinking fountains 

source: Manas, 1957, p.7-22 
area: 

400 sq ft 



EDUCATION AREA 

(I) LECTURE HALL 

(2) EDUCATION ROOM/STUDIO 

(3) STAFF/PREPARATON ROOM 

(4) WORKSHOP 

(5) REFERENCE ROOM 

(6)TOILET 

(1) LECTURE HALL 
quality: 

The lecture hall should be a tall, aiJy space. The floor could be 
slightly sloped to give greater angle of vision to a11dienr.es. The 
configuration of the hall could be narrowed and elongated wilh 
circulation on the side. A removable plalfoon, about I .S feet tall, 
should be installed at one end of the hall Noise and ~must 
be kept to the minimum Fenestntion needs adjosaable CO\aiog for' film 
and slide presentations. Lighting should be adjusaable. 

quantity: 1 
equipment: 

Audio/video equipment, display screen, ad movable seatings 
area: 



1,200 sq ft (maximwn of 85 people) 
source: Calculation based on 7.5 sq. ft./seating are~ not including area 

for major aisles and platfoxm (De Chiar~ 1990> 411) 

(2) EDUCATION ROOM/STUDIO 
quality: 

This should be an open, airy space with ample supply of natural 
northen lighting. The space should be flexible where it can be divided 
into smaller spaces. It requires ample ventilation. The finished surfaces 
should be washable and easy to maintain. The floor surfaces should be 
well drained and acid proof. Running water must be provided. 

quantity: 
2 @300 sq. ft. each (for 15 people) 

equipment: 
Illustration boards, cabinets, sink, display area 

area: 
600 sq ft 

(3) STAFF I PREPARATION ROOM 
quality: 

This space is intended for lecturers and artists to prepare 
themselves and their materials before giving a lecture or demonstration 
to their audiences. This space can act as a storage to the education 
room. This space should be spacious with artificial lighting. The 
finished surfaces should be washable and durable. The space should be 
located adjacent to the classroom. Security needs to be emphasiz.ed. 
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quantity: 1 
equipment: 

File and records storage, shelves, sink, desks 
area: 

200 sq. ft. 

(4) WORKSHOP 
quality: 

The workshop should be a high volume space with tremendous 
amount of lighting especially natural lighting Circulation should be 
ample to accomodate people efficiently and safely. It needs to be well 
ventilated to control dusk levels. finishM material should be very 
durable and easy to maintain The floor must maintain a non-slip 
surface. Consistent lighting is needed tbrougbout with proper acoustical 
treatement to minimiz.e noise. 

quantity: 1 
equipment: 

area: 

Wood working power tools (table saw, drill, sander, planer, 
etc.), welding equipment, air compressir, wodd>ench.es, tool 
cabinates, sink, First Aid kit 

800 sq ft (for 18 people) 

(5) REFERENCE ROOM 
quality: 

Reference room is an open, airy space that is provided with view 
and natural light. Noise and reverberation must be minimized. The 
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space should be spacious and fenestration must be maximized. Security 
is mandatory. 

quality: 1 
equipment: 

Bookshelves, index cabinets, computer, reading tables, copying 
machines 

area: 
500 sq ft 

(6) TOILET 
quality: 

Finished material should be easy to maintain and clean. Hard 
surfaced material like tile is recomended for wall and floor area. 
Artificial lighting is preferable. 

quantity: 
2 @ 225 sf ft each 

equipment: 
Partitions, sink, mirror, air hand dryer, trash receptacle 

plumbing fixtures: 
Male: 4 water closets, 3 urinals, 3 lavatories 
Female: 4 water closets, 3 lavatories 
1 drinking fountain 

source: Manas, 1957, p. 7-21 
area: 

450 sq ft 
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EATING/FOOD PREPARING AREA 

(t)LOUNGE 

(2) KITCHENEITE 

(3) TOILET 

(I) LOUNGE 
quality: 

The area should be highly acceaibJe boCb mu offices and 
classes. The space shoud be comforl:lbk -1 elem. The space should 
be well ventilated with view and adjuitlhle lighling The finisMd 
surfaces should be durable and a.sy to clcao 

quantity: 1 
equipment: 

Table, chair, sofa, a televisioo set, WJMtiqg mcachine 

area: 
300 sq ft (for 10 seats) 

(2) KITCHENE'ITE 
quality: 

This space involves activities like food 5loriDg, dc••ing and 
mixing, warming, and sen1ng (Ider p. 49 fol' ddaik), Space layout 
should reflect woik t1ow to minimize tnlwl ctiA•tee. 11le fieithed 
surfaces should be dmable and Q$)' to clea. Floor must maimai11 a 
non-slip surface and should be mop cleanable. 



quantity: 1 
equipment 

Cabinet shelf, serve and mix counters, sink, refregerator, range, 
microwave 

area: 
150 sq ft 

(3) TOILET 
quality: 

Finished smfaces should be easy to maintain and clean. Hard 
swfaced material like ceramic tile is suitable for wall and floor area. 
Artificial lighting is preferable. 

quantity: 
2@ 100 sq. ft.each 

equipment: 
Partitions, sink, mirror, trash receptacle 

plumbing fixture: 
Male: 1 water closet, 1 urinals, 1 lavatories 
Female: I water closet, I lavatories 

source: Manas, 1957, p.1 .. 21 
area: 

200 sq. ft. 
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ADMINISTRATION AREA 

(1) ADMINISTRATIVE OFFICES 

(2) MEETING ROOM 

(3) TOILET 

(1) ADMINISTRATIVE OFFICES 
quality: 

The administrative offices are saparated spaces for administrative 
functions. These spaces should be designed with accoustics that 
minimize noise and reverberation. Natural light should be carried in as 
much as possible. Wann material such as wood is recommended for 
finishes. Security is mandarory. 

quality: 
Administrative offices are: 

Director Office 
Assistant Director Office 
Treasurer Office 
Secretary Office 
Work area 
Storage 
Gallery/Education Supervisor Office 
Interview Room 

200 sq ft 
150 sq ft 
150 sq ft 
150 sq ft 
300 sq ft 
100 sq ft 
150 sq ft 
100 sq ft 
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equipment: 

area: 

Desks, computer, copying machine, valuable safe, file and 
record storage 

1,300 sq ft 

(2) MEETING ROOM 
quality: 

Titls room can be used for meetings and conferences by 
administration staff, art arganization members and group visitors. The 
room should be provided with ample natural light. Finished surfaces 
should reflect warm and comfortable environment. The room should be 
located near galleries and administration area. 

quantity: 1 
equipment: 

Conference table, seatings, projection screen, display board 
area: 

400 sq ft (for 25 people) 

(3) TOILET 
quality: 

Finished material should be easy to maintain and clean. Hard 
surfaced material like tile is recommended for wall and floor area. 
Artificial lighting is preferable. 
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quantity: 
2@ 150 sf ft each 

equipment: 
Partitions, sink, mirror, air hand chyer, trash receptacle 

plumbing fixture: 
Male: 2 water closets, 2 urinals, 2 lavatories 
Female: 2 water closets, 2 lavatories 
l drinking fountain 

source: Manas, 1957, p.7-21 
area: 

300 sq ft 
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MISCELLANEOUS 

(I) WADING/ STORAGE AREA 
quality: 

This area is intended to load/unload display materials; store 
them; and distribute them through out the exhibit areas. This area 
should be spacious with high ceiling. The finished surfaces should be 
durable and easy to clean. Artificial lightiog is r~ Noise 
and reverberation should be reduced by proper acousbcal 1reatment. 

equipment: 
Dock, exhaust fans, blowers 

area: 
l,SOO sq ft (including 600 sq ft stDrage) 

(2) MECHANICAL ROOM 
quality: 

This room is intended to inAalled HV AC plant aad eqaip11a1t 
The finished surfaces sbouJd be hard aad durable. This room must be 
located far away ftom public timcUom due to noise and reverbaaboft it 
produces. 

quality: 1 
area: 

1,200 sq ft (includiog 100 tq ft electrical IOOID) 



FAMILY AS BUILDING 

I would organiz.e the building into small repetitive componeno 
and unite them by a formaJ language of pennutatioas, combiaaDont, 
rhythms, and variations. 

cooperation 
teamwork 
support/built one another 
grow together 

Larger spaces like galleries sbouJd be located at the middle of 
the smaller ones. Smaller spaces must become dote1y related to each 
other by forming a "ring" around the galleries. These speees lhoWd be 
stacked on top of each other leaviag a coacepeioa of one attempts to 
support and built another to 1be top. HiaarcbicaJly, the buildiag woald 
be seen as it is growing. 

individuality vs inleroction 
di6order v.r order 

Ideally, the spaces (or sea of similar fi*C$) sboald be differeat 
from each other. Each space (or set of similar lplCeS).,.. sand oat at 
an easily identifiable entity, so Chat it can become a .. ~ 
property of the building. A space could be made cli&rent koaa dJe 
others through the manipulation of building ~ color, tmare, 
ceiling height, and geometrical coafigw8liolL 

wholenea 
oneness 

Multiple compoaalll put f08dba; die)' are ...,..., to oae 
aoodler and manged by a simple Rpditi" ~ woaW taUialy 
bring about a whoteae. of cmboa.. The buildiag would be S«D • a 



homogeneous object even though it is composed of variety of different 
components. 
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INTERACTION AMONG SPACES 
-· . 

RECEPTION/LOBBY AREA 
(l)LOBBY 
(2) RECEPTION/INFORMATION AREA 
(3) BOOK SHOP . 
(4)TOILET 
EXHIBITION AREA 
(1) GALLERIES 
(2) INDOOR REST AREA 
(3) OUTDOOR REST AREA 
(4) TOILET 
EDUCATION AREA 
( 1) LECTURE HALL 
(2) EDUCATION ROOM/STUDIO 
(3) STAFF/PREPARATON ROOM 
(4) WORKSHOP 
(5) REFERENCE ROOM 
(6) TOILET 
EATING/FOOD PREPARATION AREA 
(1) LOUNGE 
(2) KITC.HENEITE 
(3) TOILET 
ADMINISTRATION AREA 
(1) ADMINISTRATNE OFFICES 
(2) MEETINGS ROOM 
(3) TOILET 
MISCELLANEOUS 
(1) LOADING/ STORAGE AREA 

· (2) MECHANICAL ROOM 

• ••• 0o·o . 
0 

' ·. 

/ 

• 
0 0 

() 

c 
' 0 

•• 0 0 
·O · 

0 
0 0 

0 

./ 

/ 
.· 

· O 

. . 
O · 

·O .o 
·o 

0 
· 0 

0 
0 0 

0 

0 

/ 

e critical and adjacent 
o critical but not necessarily adjacent 
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SPACIAL PSYCHOLOGICAL NEEDS I 

RECEPTION/LOBBY AREA 
(l)'LOBBY 
(2) RECEPTION/INFORMATION AREA 
(3) BOOK SHOP 
(4)TOILET 
EXHIBITION AREA 
(I) GALLERIES 
(2) INDOOR REST AREA 
(3) OUTDOOR REST AREA 
(4)TOILET 
EDUCATION AREA 
(I) LECTURE HALL 
(2) EDUCATION ROOM/STUDIO 
(3) STAFF/PREPARATON ROOM 
(4) WORKSHOP 
(5) REFERENCE ROOM 
(6)TOILET 
EATING/FOOD PREPARATION AREA 
(l)LOUNGE . 
(2) KITCHENETTE 
(3)TOILET 
ADMINISTRATION AREA 
(I) ADMINISTRATIVE OFFICES 
(2) MEETINGS ROOM 
(3) TOILET 
MISCELLANEOUS 
(I) LOADING/ STORAGE AREA 

(2) MECHANICAL ROOM 

···.. 
• • • • • • • • 
() 

() 

l) 

0 
C> 
CJ 
() 

CJ 
() 

0 
() 

0 

() 

0 
0 

• public 
() semi-public 

o private 
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SPACE SUMMARY 
RECEPTION/LOBBY AREA . . · ~·· . -.. '. .. . . . .. . . .. . ~· 

(!)_!-_Q_~~X.-. . . .. . . . . . ... . .. .. 
(2) RECEPTION/INFORMATION AREA 
(~~~.QQ!<_§.tfpP . 
(4)_T_Q_J!,J;:r .. _ ..... 
EXHIBmON AREA 
CD _gAL.i.E.~S . . 
(2) INDOOR REST AREA 
(3) ott.rnooR. REST AREA 
c4f to_it~r.· -. · ·· . .. 
EDUCATION AREA 

OlJ~~GTURB HA.L~ . -··. . ... 
Ci> EP..V.C~ TIQN ROOM.J~TupI9 . 
(~.S'[AfFjP~PAIµ.TON ROOM 
(4)..W.Q~~J:IQ.P 
(?)REFERENCE ROOM 
(6)rQILET. 
EATING/FOOD PREP ARING AREA 
(!).LOUNGE 
(~~ .~J'CHENJ::TTE 
(~). I~ILET 
ADMINISTRATION AREA 
(!)ADMINISTRATIVE OFFICES 
{~l_~~JJ.NGS ROOM 
(3) .TO~ET 
MISCELLANEOUS 

S. Q.F. 
1200 
50 
350 
400 

7000 
NIA 
2000 
400 

1200 
600 
200 
800 
500 
450 

300 
150 
200 

1300 
400 
300 

(1) ~Q.AD,ING/ STORAGE AREA 1500 
I. TOTAL NET SQUARE FOOTAGE = 19,300 sq. ft. 
II. CIRCULATION ( I x 25%) = 4,825 sq. ft. 
III. MECHANICAL [ ( I + II ) x 5%] = 1,200 sq. ft. 

TOTAL GROSS SQUARE FOOTAGE (I+ II+ III) = 25,325 sq. ft. 

#Of Users Reference 
80 ~.49 
2-10 p.49 
varies p.5.0 
varies .. .. p~50 

350 p.52 
vanes p.53. 
varies p.54 
varies p.~~ 

85 p.5.§ 
30 p.57 
3 p.57 
18 p.58 
varies p.58 
varies p.59 

10 p.60 
2 p.60 
vanes p.61 

5 p.62 
25 p.63 
varies p.63 

varies p.65 

70 



FACILITY-TYPE CASE STUDY# 1 

Vehicle: An art gallery 
Title: Whitechapel Art Gallery (1895) 
Place: London, England 
Client: Trustees ofWhitechapel 
Architects: Colquh01m & Miller 
Focus: The remodelling of the gallery (1985) 

PROJECT INTENT 
The remodelling of Wbitechapel Art Gallery by Colquhoun & 

Miller is due to the intention of the Gallery Trustees to reorganize the 
accommodation within the existing building to create more space. 

PROJECT ANALYSIS 
Many changes and additions are made. The Gallery has added a 

new entrance (secondary entrance) facing to Angel Alley so that it 
could be used for special events - like evening lectures - while the rest 
could be closed. Another entrance is also added at the rear side of the 
building facing to Osborne Street to provide a public moos of escape. 

The improvement to die existing galleries is made very 
seriously. A new gallery is added; along with new improved office and 
cafe accommodation, a book store and storage. Education facilities -
lecture hall~ audio-visual room and studio/classroom • are also added 
which has strengthen the Gallery's role in the local community. The 
Gallery has now become a means of bringing art to the oppiessed are of 
East London (Cruicks~ 1985~ p. 80). Moreover~ the fimding for the 
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6, looking into the ground
floor gallery from the newly 
created reception area. 

remodelling, which is about 1. 7 m, is also raised from art organizations 
of that area. 

The· new stair at the far end of the main ground floor gallery is 
interesting to he studied. It rises in three straight flights to the first floor 
with the main intermediate landing serving the mezzanine level. To 
make sure that visitors do not have to retrace their steps during the 
touring, another new staircase is placed, at the other end of the 
building. 

Colquhoun and Miller has also provided a new "classical" 
elevation facing to Angel Alley. Its major elements are asymmetrical 
but reflecting the functions within. The success of the Gallery may not 
depend on the style but the ingenuity of interior design and planning 
which make it easier to display, see, and appreciate the works on show 
(Cruickshank, 1985, p. 84) 

Therefore, the planning of the Lubbock Art Gallery would 
certainly adopt some of the substantial ideas that Colquhoun and Miller 
have practiced in their design of Whitechapel Art Gallery. The galleries 
of the Lubbock Art Gallery would adopt a good circulation pattern 
based on the uninterrupted route through the journey from one space to 
another. The users would not have to repeat the same route through out 
their journey. 

Furthermore, Whitechapel Art Gallery has given me an overall 
understanding about the concept of combining two distinctive functions 
(exhibit and education departments) under one roof. It also teaches me 
about providing secondary entry/exit for special functions like 
education and administration activities. 
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FACILITY-TYPE CASE STUDY# 2 

Vehicle: Amuseum 
Title: National Museum of Modem Art, Centre Georges Pompidou 
(1977) 
Place: Paris, France 
Client: French govenunent 
Architect: Gae Aulenti 
Focus: The redesign of galleries (1985) 

PROJECT INTENT 
The project is to redesign the fourth floor in Piano and Rogers' 

Beaubourg building of the National Museum of Modem Art. The 
reason that brought about the changes was two-fold. First, the gallery 
spaces were utterly alien to the conditions in which pre-1960 art work 
was intended to be seen. Second, the hanging arrangements were not at 
all flexible in practice. Since the opening on 1977, the spatial 
arrangement of screens was not changed, although there were frequent 
rehangings. The overall concept of the collections was left meaningless 
with low partitions, lacking order and hierarchy, which impacted 
individual works - paintings that needed a wall to mean anything, 
sculptures that needed a wall to stand out. 

PROJECT ANALYSIS 
Aulenti's solution is brilliant. She has created a series of small, 

intimate, room-like galleries for paintings; drawings, books, 
photographs, other documents and small objets are displayed in small, 
corridor-like spaces which is in parallel with the galleries. She also 
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,_, ~ added a good circulation and relaxation area. Here, she has exploited :-· ~- ·· -·-·· :··---;-...., ~ ·» , ~ · ·T~z--_=-_J _
11 

the full potential for vistas within the building itself, by remodelling 

Pn s r·m: I-·-, 18:~~ :~ITTB. .. r---] 1--: -,_ ........ ..-1 : sculpture courts and gardens, to the views over Paris. Visitors ,now, 
11 I I • · • · · benefit from the circulation system with points of reference to give 
L.: C ~ ---I - II._ ' ' -• J. ·- 1° :__ ~ them direction around the floor area. The layout of the new galleries are 

- 1 - 1 1 1_]: 1 1 
:___ 1. 1~ 1~ planned according to the bays between the main structural cross-

L I ~ l ]. I T., ~~ , • • ~ members of the original building. Five metre-high partitions replace the 
1-1 ~ l 1 1 I freestanding panels that are so hated by the museum staff - because L~..==6i==='==-====!:==~· == 

................. -- they added a secondary frame to paintings. The solid partitions are 

.---.--.---r----r----i-.--.--r---r-T--r--r--i suspended overhead and anchored on the ground. They are intended to 
I _ L ! ! f =iJ 

1 1 1 1 1 
--l be flexible in use and also stable in construction. 

r-111 H 1q1 II 1.,- '.!..-i l :.n.q~-. The ancillary display areas for drawings and others follows the 
I I- [ l _[ l _ 1 j 1.!l i_ J: - I j'- f t···~ l- i ~ ..J 1-. line of the structural cross-beams. Here, lighting levels are controlled 

::: :.=JC f ~ :!.. - ·' • - ' - LJ .!..-· by glazed, diffuser ceilings fixed immediately beneath structural beams. 
[ ~ '}--J r-ri 1 : • Direct spotlighting is only provided for sculptures. All other lighting is 

1.:--......c:::::...:w==.:;;....~'- n_J_n ..:..1!-•~,..-~~.,..J....- ~..z+-.....:.·+;~: indirect and even - without shadow. 
L:::bd:=.bd::o=l~kd=::b~-+ ::t=:==6=:1==±==i~ The transformation of the Beaubourg building is a successful ..................................... 
... _. ·-....... ,.._ 
•C-·••1 ·---,.-.•o.. ... ,,,.._. ·--............. -,_,_ ........ ~ . .._ ..... 
'"""' ·... ·.... ·-•. -,....._ 
•'-' ·---·--... _ 
·~·-··-. .._ 
' '-·=-·-. ......... ~., ..... .. _ ...... .. ....... 
~ --~ .. f ., .. 

one. Aulenti succeeds in solving both functional and practical problem 
~ of the previous exhibit space. Now, the place is more "intimate" and 

"rational" to visitors. 
Therefore, the Lubbock Art Gallery would employ some of the 

technical aspects of the museum's galleries design like lighting, gallery 
layout, and partitioning system. Artificial lighting would be used in the 
exhibit areas, while natural lighting is to light circulation and other 
indoor rest areas. In addition, direct spotlighting would be provided just 
for the sculptures, while the rests would use even lighting. 

Gallery layout should emphasize on the difference between 
private and public area. Furthermore, exhibit spaces (rooms or 
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galleries) could be easily understood and maneuvered when they are 
arranged in a hierarchical order, usually from a lesser important space 
to the more important ones, or from the smaller to the larger ones. 
Partitions should be removable and easy to install. The use of 
partitioning system is depending on the type of intended exhibitions, 
usually to create small, roomy areas. 
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ECONOMIC ANALYSIS 

The following indicates the total building cost, annual project 
income, and the payback for the development of the Lubbock Art 
Gallery. 

Total Building Cost 
The building cost is based on the following criteria: 

I The Gross Building Cost, in dollar per square feet, is based on the 
1985 Dodge Construction System Cost (Pereira, 1985). 

facility type average cost of 
facility type 

G. S. F gross total cost 
(U.S $) 

Art Gallery $ 78.50 25,325 $ 1,988,012.50 

Therefore, the Gross Building Cost=$ 1,988,012.50 

II. Site Work is based on 15% of the Gross Total Building Cost. 
Therefore, 15% x $ 1,988,012.50 = $ 298,201.90 

~ 
III. Construction Loan Cost is based on 11 % of the Gross Building 
Cost. '. '\ 
Therefore, 11% x $ 1,988,012.50 = $ 218,681.40 

IV. Land Value is based on 15% of the Gross Building Cost. 
Therefore, 15o/o x $ 1,988,012.50 = $ 298,201.90 
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V. Contingency Cost is based on 5% of the Gross Building Cost. 
Therefore, 5% x $ 1,988,012.50 = $ 99,400.60 

Ttierefor.e, the Total Building Cost is: 
('~fr II + III + IV + V ) = $ 2,902,498.30 

Annual Project Income 
The lease space for the facility is 50% of the Gross Square 

Footage of the building. ·'fv 
I. Cost per square foot per year = $ 14.80 I sq. ft I year 
II. Total leaseble area = 12,662.5 sq. ft'. 

Therefore, the Annual Project Income is : 
( I + II ) = S 187,405.00 

Payback 
Payback is the number of years required for the client recoup the 

project through income. 

Therefore, 
Payback = Initial Cost Annual Project Income 

= $ 2,902,498.30 $ 187,405.00 
= 15.S years 
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ADDITIONAL SOURCES 

(I) An interview with Jean Badger, supervisor of Municipal Garden & 
Arts Center, Lubbock, Texas. 

(2) An interview with Connie Gibbons, supervisor of Lubbock Fine 
Arts Center, Lubbock, Texas. 

(3) A survey in February, 1992 by the 4th. year architecture students (6 
teams of 3 students each) under the supervisor of Prof. Rick Lewis. 
Over 30 art-related groups and organizations in Lubbock were 
interviewed. 
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