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Preface 

While spending the summer of 1999 in Italy, I spent much of my 
time looking at and trying to understand the culture. The things that 
struck me most about the culture were the inherent pride, heritage, and 
the history that everyone encountered everyday. One of the buildings that 
l had to walk through every day was the Palladian Basilica in Vicenza. The 
idea of encountering such spaces on a regular basis was not easy to 
comprehend. 

Trying to understand why these great buildings were produced, 
and, more importantly, rebuilt in large part after World War II, lead me to 
the conclusion that the architecture stands as a monument to the city, and 
its citizens; both past and present. The architecture has become part of the 
inherent character of the place. 

The idea that all of these architectural works were monuments got 
me to think about the impact of a monument. And more importantly the 
role of monumentality in architecture. 

The following thesis represents the conclusions that I came to from 
my experience in Italy, and from further research into the matter while at 
T exas T ech. 

Before I start the discussion in more detail I will explain some of 
the terms that I am going to be using, and explain how their use is defined 
for the purpose of this thesis. 1 

Monument: A work of construction that has been 
produced so as to convey a statement or story through the use of 
symbols and constructs in such a way as to evoke an emotional 
response from the commonality of the masses for whom or by 
whom the work was constructed. 

To expand: a monument can be a single entity, such as the 
St. Louis Arch or Trajan's Column. Or it can be a building, or 
complex thereof, such as the Brion Tomb or the Acropolis. A 
monument properly should make a simple statement within the 
contemporary society. The story of a monument should then be 

1 Definitions by author. 
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best communicated to the society that built it. Therefore, 
monuments are singularities in time. 

Monumental: Simply being in possession of those qualities 
of a monument. 

Monumentality: A state of being. Monumentality is not 
just being a monument but lies beyond in a state of craftsmanship 
and design details. Monumentality has, in large part, to do with the 
proportional scale of "the detail" as related to the whole. That is: 
where the bulk of an elevation should be recognized for its form 
and overall size without the detailing being recognized on the scale 
of the elevation. However, there must be designed detail ever
present in all aspects and views of the said elevation in order for 
the work to be monumental. Examples are the projects of Frank 
Lloyd Wright and also the Art Deco style within the Arts and 
Crafts movement. 

If the size of the detail is such that it can be recognized at 
the level and scale of the elevation, then it becomes a design 
feature of the elevation and is no longer a detail, thus loosing its 
monumentality. Likewise, if there are too few details then the 
monumentality is forsaken for incomplete design. 

A monument, by its very nature should have monumentality, but a 
construct can have monumentality without being a monument. This is 
because of the use of symbology and meaning that is within the detailing: 
The detailing must make the connection between the individual and 
humanity in order to be monumental. 

v 
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Abstract: 

Thesis Statement 

Community is a collection within humanity. It is community 
architecture that should be monumental and possesses monumentality, 
because as a monument to the people of a community, both past and 
present, a major work of architecture describes a heightened level of 
humanity that the community is capable of achieving. 

The expanded vocabulary of symbol and meaning should be used 
to make every building that is for the community a monument to that 
community in which it stands. This will also mean that is possible that as a 
monument to the community, the symbols may not be as readily 
interpretable to visitors as they are to the members of the community. 

The importance of symbolism in architecture holds especially true 
for the theatre building. The essence of a theatre is a synthesis of the plays 
that will be performed in them. The design of a theatre building should 
relate to the stage, so as to emphasize the reason for the building, and the 
reason for being in the building. 

The state of the art of theatre design is represented by theatres 
that capture the best of that which endures and that which changes, and 
that relates insightfully to the human experience of participating in 
theater.2 

2 Bile llo, Joseph, Ph.D. In notes to author in previous drafts of this thesis program. 
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Scope of Project 

This thesis program and design project shall be an educational 
theatre that relates to the existing facility of the Bangsberg Fine Arts 
Complex of Bemidji, Minnesota. Bangsberg currently represents 
approximately 10% of the total academic and support space of the 
university.3 The new facility should be close to the overall size of 
Bangsberg: 86,878 square feet. The actual site is on an existing parking lot, 
and the lost spaces for parking shall be addressed within the design. 

The essence of a theatre is a synthesis of the productions that will 
be performed within them. An ideal stage has a clear area with a full fly 
that enables the most versatility in creating a stage set. A stage is the most 
important place in a theatre, and so should drive the entire design. The 
design of the building should also relate to the stage, so as to emphasize 
the reason for the building, and the reason for being in the building. 

The area of the building shall be appropriate to facilitate a full 
learning experience within an educational theater. Therefore there should 
be the three basic stage types (a proscenium, a thrust and a round stage) 
available with fully equipped support areas, including construction and 
costume shops, and formal lobby spaces. In addition, there shall be fu ll 
academic areas that include classrooms, offices and a library. 

3 Lee, Art. Universiry in the Pines. Bemidji Minnesota: BSU Press. 1989. 524-525. 
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Context Statement 

The theatre is to be located on the campus of Bemidji State 
University. BSU is located on the eastern shores of Lake Bemidji. The area 
immediately south of Bangsberg Fine Arts Complex is currently a parking 
lot, with a capacity of 460 cars. 

Bemidji, Minnesota is city of 12,000 people, and is located 320 
miles north of the Minneapolis-St. Paul area, and 150 miles west of the 
western tip of Lake Superior. Bemidji is the northern-most point in the 
Mississippi river, and claims to be its first city. Historically the local 
economy has been dominated by the logging industry. Bemidji also the 
home of the Paul Bunyan legend (See the legend of Paul Bunyan in 
Appendix A). 

The local economy is currently supported predominately by the 
state university and tourism. 

The contextual issues that will require major design considerations 
are: 

a. The campus of Bemidji State University. 
b. The city of Bemidji. 
c. The legend of Paul Bunyan. 
d. The severe weather conditions. 
e. The evolving nature of theater itself. 

The university is a liberal arts educational facility and the new 
building should reflect this educational philosophy. Conservative and 
traditional forms should be avoided. 

The site is located at the south end of the campus and will serve as 
both a visual and academic landmark. The north end of the campus is 
dominated by housing, sports, and recreation. A 14 story high-rise 
dormitory that marks the location of the campus for approximately 50 
miles anchors the north end. There should be more of 
an emphasis on the academic core area and the new 
theatre complex will attempt to do this. 

The legend of Paul Bunyan will be directly 
addressed, thereby honoring the heritage of the logging 
industry. The material choices and design detailing 
become important to these ends. The design can 
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Figure 1: Looking across the lake to the 
Campus. 



incorporate the presence of the lake, just as Paul Bunyan seems to be ever~ 
present in Bemidji. 

The winters provide a severe struggle for many of the residents. A 
rejection of the harshness, and a sense of permanence should radiate like 
heat out from the building to affect the entire area. The building can serve 
as a symbolic source of heat for the campus, and a warm spot when viewed 
from across the lake. 

A theatre is a place in which people gather to watch other 
people represent a series of actions that lead to a common event of 
discovery into the nature of humanity. 

In its basic form, a theater requires only a space for actors to move 
and a space for an audience to gather. But in practice, a theatre is a place 
made of several spaces. These several spaces combine to provide a 
common experience between the actors and the audience. The role of the 
space/building is to provide a place for actors to act, and for the audience 
to learn from the actors and playwrights. 

An educational theatre must be this place as well as a space that 
encourages experimentation and learning by the audience and the actors. 

xv 



Section I: 

Theoretical Basis 



Supporting Theories 1 

There are existing theoretical discussions about monument in 
architecture; however, the main portion of the discussion for this program 
shall be that of my personal experience of architecture: 

To theorize about architecture is to theorize about 
humanity. Architecture is an art: a combination of all other arts. 
Therefore, architecture must accomplish and be accompanied by 
all other arts: visual, aural, performance, and experiential. 2 The 
only way architecture can exist is with this accompaniment. 

In this way architecture is more than a temple to life. It can 
become a monument to life. 

If architecture is to be monumental, its scale does not need 
to be monumental. For it to be best inhabited by the combined 
arts, and therefore humanity, we must be able to appreciate and 
relate to architecture on its own. It is this appreciation that gives 
architecture its monumentality. This appreciation comes from the 
relationship of the work of architecture to the human body. 3 

It is ultimately inhabitability and cohabitability that all 
architecture should be concerned with.4 Once these are achieved, 
architecture should then be concerned with its own 
monumentality. It is unfortunate, however, that so much 

1 Theories here have been developed by the author from a combination of sources, the 
most influential of which was his travels to Italy in the summer of 1999. Other read texts 
that became influential in this writing is: Bachelard, Gaston. The poetics of Space and 
The Psychoanalysis of Fire; Blum, Alan and Peter McHugh. Self-Reflection in the Arts 
and Sciences; Eco, Umberto. Six Walks in the Fictional Woods; Hersey, George. The 
Lost Meaning of Classical Architecture; Riegl, Alois. "The modern Cult of Monuments" 
Journal of Architectural Education; Waldie, D. J. Holy Land: A Suburban Memoir; 
Wittkower, Rudolf. Architecture in the Age of Humanism. All are listed in full detail in 
the bibliography at the end of this program. 
2 W ittkower, Rudolf. Architecture in the Age of Humanism. New York, New York: W. 
W. Norton & Company. 1971. P 103. 
3 Frascari, Marco. "The Body and Architecture in the Drawings of Carlo Scarpa" RES 14 
(Autumn 1997): 123-139. 
4 Summerson, Sir John. Heavenly Mansions and Other Essays on Architecture. New 
York, New York: W.W. Norton & Company. 1998. P. 74. 

·.... ··---.: . . ~~.r. ... ·: . 
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architecture today is only concerned with its own monumentality 
that it fails to be inhabitable5

, and therefore fails to be architecture 
at all. Monuments are inherently architectural. 

s Summerson, Sir John. Heavenly Mansions and Other Essays on Architecture. New 
York New York: W.W. Norton & Company. 1998. P. 73. ) 

.. . 
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Issue: Monumentality 

Monumentality, or the impression of such shall be the leading 
architectural issue for this program. The facility being proposed shall be a 
monument to the community in which it stands: Bemidji State University, 
and the city of Bemidji, Minnesota. In achieving this, there will be a heavy 
reliance on the historic background of the city, its founding as a logging 
community, its reliance on wood products, its location as the first city on 
the Mississippi River, and its geographical location in the north woods of 
Minnesota and as the northern most point on the Mississippi River. 

Goal: To be a monument to Bemidji State University 
and to the City of Bemidji. 

Performance Requirement 1: To have design details that 
can be observed at pedestrian levels. 

N iche: Places for details that relate to body. 

Surface mounted: Details at eye level. 

Benches: Details that are 
the same size as pedestrians. 



Performance Requirement 2: The building should have 
design details that can be observed on the level of the entire 
building. 

_] fkITH] 
Repeated forms over entire building. 

Repeated forms that create rhythm. 

. . - ,.-;;.. .. . 
-· ,,_.......,..~--:· :~: ...... : . . .... 

--·. ' ·~·~·,-· .... - . ·- .,, . ~ ... - ' . , " 
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Performance Requirement 3: The building should present more 
than one view of itself. 

No Square corners. 

Varying depths of walls. 

Seeing many shapes. 

Transparency in layers. 

. . ' "' - ' . . ~ ... ----· _,. ... " 

.~-·.. . ·. 
• - I • ,. ,., 
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Performance Requirement 4: There should be common visual 
cues that connect the users experience throughout the building . 

•• 
Repeated visual elements 

Repeated physical forms. Repeated forms from exterior to interior. 

• -~ ......... -.P"t"l"' ---- -- - ••• 

. . . ,.J:---:---;,: . .;,:_ .,. ... :, ~~.. .. . .-

:.\ .. .., ~ .:.....:,~~¢·" • \\~. ~ ..... _. ·_- .. 
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Goal: To express the shared experiences of the citizens 
to the users of the facility. 

Performance Requirement 1: To express the heritage and 
growth of the communities to the users of the facility. 

Providing areas of interest. 

' 
Engaging choices. Areas to relax in. 

··": :~-; ... :~~ ... ·_ -~. -·-. .. . . . 
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Performance Requirement 2: Building should promote personal 
interaction. 

Close proximity. 

Spaces that relate to human scale. 

Places to stop and interact in . 

. -~ · .. :···~ :: !~.-=,-.:--:;~!~ . , ; 
.;~~:::..,-:_ ...... 

-~ <"' - '. - .:,,,...,·"' ..... '>'1:'~, . ~-.:!' .. -.:... ·=::.:.. ··. . , "" . 



Performance Requirement 3: The building should tell the story 
of Paul Bunyan. 

Books tell stories. 

I Building as books. 

I Audio complements. 



Figure 2. Overview of the Vietnam Veterans War Memorial, 
Washington D.C. 

The Vietnam War created a segment within the 
U.S. population of people who were veterans of the war. 
The strongest commonality within this group of people is 
the mental and emotional support that they lend to each 
other. The network of contacts that had developed 
between the veterans is based on the shared lived 
experiences of having been involved in the war.6 

The Vietnam Memorial is an effective memorial 
and a giant monument to the veterans of the war. The 
effectiveness of the design as a memorial is 
because the essence of the commonality of 
the veterans was captured in the monument. 
The essence is the fact that the veterans feel 
as if they have been separated from 
society, and they know and want to be 
part of society. The wall captures this 
theme effectively. 

The wall is made of black 
granite panels that are highly polished, 
so that there is a reflection of the 
viewer in the wall. The names of the 

6 Waldie, D. J. Holy Land: A Suburban Memoir. 
New York, New York: Buzz Books for St. 
Martin's Press. 1996. Pl 74-95 . 
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Case Study: 
The 

Vietnam 
Veterans' War 

Memorial 

Figure 3. Reflection of the Washingto 

Figure 4. In reflection at the wal 



lost men and women are 
etched into the surface. So 
the effect on the viewer is 
that they are themselves, 
but upon viewing the names 
of the lost, they can realize 
that the lost are part of the 
total society. A little of the 
person is in each of us as we 
view their name. 

The memorial is below grade, and is 
a wall that is continuous within the entire 
environment because of the fading away of 
the edges. The significance of the dug out 
form is that we, the viewers, go into the 
ground, a symbolic return to the earth. This 
lowering also greatly defines the space, and 
creates a separation from the rest of the 
surrounding environment. 

The highly polished surfaces create 
a powerful statement that allow people of 
all ages and life experiences to connect 
with the monumentality of the memorial. 
The nature of the material and the detail of 
the carved names create a dynamic and 
ever changing quality of the memorial that 
creates a point of clarity. This point of clarity 
is that we are all one people, and we will 
always remember the ones whom we have 
lost.7 

This is a solemn place that 
encourages the sharing of experiences. 
There is often memorabilia that is left 
in the honor of the fallen whose names 
are engraved into the wall. This 

7 Blum, Alan and Peter McHugh. Self
Rejl.ection in the Arts and Sciences. Atlantic 
Highlands, New Jersey: Humanities Press 
International. 1984. P. vi. 

Figure 5. Collection of memorabilia 

Figure 6. Looking in the names of the wal 

Figure 7. Left memorabilia 



memorabilia changes from day to day, and 
gives the monument a personality of the 
people who are being remembered and a 
shared link with the country as a whole . 

. - -, .. - ... 
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Case Study: 
The Lobby of the Ballet Building at Lincoln 

Center: New York. 

Philip Johnson's design for the 
lobby of the New York Lincoln 
Center Ballet Building has been 

Figure 8: Plan described as monumental for several 
of stair. From 

reasons. The stair travels only one 
Lewis. 

floor, but is designed and 
proportioned in a French Renaissance manner. 

One of the most striking details of the stair is 
the banding of the lines in the stone. This striping 
and the articulation of the handrails give a human 
scale to the stairs. This human scale in details lends 
the idea of certain monumentality in modem terms. 8 

This monumentality comes from a dramatic form 
that can be directly related to the human body.9 

One other reason for the stairs Figure 9: Looking at stair from below. From Lewis. 

monumentality can be attributed to the fact that 
it looks back upon itself. As a person descends Figure 10: Plan of building. From Lewis. 

the stair, they tum 180 degrees and end facing the 
direction that they came from. There is also a wall 
that one faces at the first landing that is polished 
stone, so that there is a slight reflection of oneself in 
the stone. This ghosting adds another dimension to 
the experience of traveling the stair. There is 
suddenly something that we can relate to, but are 
not able to out, right understand. 10 

8 Blum, Alan and Peter McHugh. Self-Reflection in the Arts 
and Sciences. Atlantic Highlands, New Jersey: Humanities 
Press International. 1984. P. 137-139. 
9 Frascari, Marco. "The Body and Architecture in the 
Drawings of Carlo Scarpa" RES 14 (Autumn 1997): 123-139. 
10 Seamon, David, and Robert Mugerauer Ed. Dwelling, Place 
and Environment: Towards a phenomenology of Person and 
World. New York, New York: Columbia University Press. 

1989. P. 74. 



Section II: 

Facility Program Description 



Facility Analysis: 

A theatre is a place in which people gather to watch others 
represent a series of actions that Brings us to a discovery of the nature of 
humanity. 

In its basic form, a theater requires only a space for actors to move 
and a space for an audience to gather. A theatre can be as humble as a 
clear space on a sidewalk, or can be as complex as a covered auditorium 
with permanent seating and controlled sound and lighting abilities. 

In reality a theatre is a place made of several spaces. These several 
spaces (the stage and the auditorium) combine to provide a common 
experience between the actors and the audience. The role of the 
space/building is to provide a place for actors to act, and for the audience 
to learn from the actors and playwrights. 

The synthesis of a theatre building is the synthesis of the plays that 
will be performed within them. An educational theatre must teach by 
providing opportunities for experimentation and learning through 
experience and participation. 

An educational theatre must be this space as well as a space that 
encourages experimentation and learning not only by the audience but 
also the actors who become students of the stage. 

The existing state of educational theatre is that of a balance 
between history and experimentation. The history of humanity is studied 
from accent Greco-Roman playwrights to morality plays to Elizabethan 
theatre to playwrights of the turn of the century. 

Experimentation is directly observed through producing plays that 
have been created since about 1910. With the experience and discussion 
of both traditional and experimental theatre the students are encouraged 
to take the lessons of the 201

h century stage and apply them to all plays. An 
alternative production of traditional plays lead to new readings and 
discoveries within humanity and society in general across time. 

This engaged method of learning develops expanded thinking and 
encourages further discussion of themes that the playwrights and directors 
were trying to convey. 
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The beginnings of theater are based in religious ceremonies that 
conveyed the humility of humanity in front of the Gods. There was always 
in underlying theme and lesson to be learned by the audience. 

Today theatre has the same role in society. It is partly concerned 
with entertainment, but in educational theatre, it is dedicated to some 
degree of commentary on modern times and society. 

The designer of an educational theatre must experience theatre 
because the majority of learning in the theatre occurs through experience. 

An educational theatre must provide space for experiencing. That 
includes the greatest number of types of stages as possible, including a 
thrust, a proscenium and a laboratory theatre. To supplement a complete 
experience in theater, an educational theatre must provide full technical 
support for all stages. This means there must be a makeup room that is 
large enough to accommodate classes in it. The costume shop must be able 
to produce any type of costume, from simple fabric clothes to metal suites 
and masks. The construction shop should have room to produce full sets in 
wood, metal, or glass. The building must combine all aspects of theatre and 
become a total experience of theatre production. 

When designing the educational theatre, it is important to 
understand that the stage and its support areas within the building are 
purely functional in nature and their design should be addressed from a 
functional standpoint. It is the public areas (the auditorium, the lobby 
spaces and the exterior of the building) that should convey the 
monumentality of the building to the community. The academic areas of 
the building should be reflective of the liberal arts philosophy of the 
university. Three different approaches should be taken in designing the 
three different areas of this facility. These three different approaches 
should then be resolved in the connections of the parts and the circulation 
between them. The auditorium spaces should be complimentary to the 
stage and the persona of the building that the outside and the lobby spaces 
convey. The auditorium needs to be functional to the stage but also retain 
the monumental qualities of the public spaces. 
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Facility Synthesis: 

Mission Statement 

This thesis is to create an educational theatre that will serve to 
educate the students of the stage as well as educate the public as to their 
own role in their community. 

Goals and Objectives 

Discussion is a major part of the theater experience. By discussion, 
I am not referring to verbal alone. There is always discussion between the 
actors on stage and the viewing audience. The act of acting is a discussion 
because of the play and energy flow back and forth between the audience 
members and the acting troupe. To maximize this, it is important to be as 
close to, or as intimate with the audience as possible. 

The stage is the most important place in a theatre and so should 
drive the entire design. However, to place several stages in one building 
can be risky from the standpoint of confusion. Confusion can set in 
because if there are multiple stages and auditoriums in one building the 
hierarchy of importance can be lost. To counter this, the several 
auditoriums cannot converge in the lobby spaces, but should converge in 
the stage areas. Once in the seating areas, a viewer should be hard pressed 
to understand the entire building. The building should not be the primary 
concern of the viewer, the stage and set should be. Also by placing the 
stages together, it is advantageous to scene construction and 
transportation. 
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Facility Organization and Layout: 

A List of Spaces 

Stage and support areas: 
Thrust stage with auditorium seating 
Proscenium stage with auditorium seating 
Round stage with seating accommodations (Black box theatre) 
Support areas for the several stages: 

Green room 
Dressing room 
Make,up room 
Actor bathrooms and shower areas 

Set and properties construction area 
Material delivery area 
Storage area 

Costume design and construction area 
Costume storage area 

Rehearsal spaces 
Light and sound booths 

Academic Areas: 
Library 
Offices 

Faculty 
Staff 
Teaching assistants 

Classrooms 
Study areas 
Student gathering area 
Student restrooms 

Public Areas: 
Lobby spaces 
Ticketing areas 
Restrooms 
Possible cafe 
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Stage Areas: 
There should be space for several types of stages: Thrust stage with 

auditorium seating; proscenium stage with auditorium seating; round stage 
with seating accommodations (black box theatre) . These areas also need 
the support areas in immediate proximity. These areas are: green room; 
dressing room; make-up room; actors' bathroom and shower areas. 

How the stage relates in space to the support areas. 

20 



Shop Areas: 
The set and properties (props) construction area needs to be 

centrally located with open circulation to all of the stage areas. A material 
delivery area should be immediately adjacent to the construction area or 
incorporated into the construction area. There should be storage areas 
that are out of the way but are in convenient locations to the shop. There 
should be a bundling of these spaces. 

i 
~tv• ~~ 
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How the shop can be set up. 
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Costuming: 
The costume design and construction area needs to be convenient 

to the stages, but not necessarily adjacent to them. The costume storage 
area should be bundled within the confines of the design and construction 
area for costuming. 

How the costume shop can be organized 
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Rehearsal and class rooms: 
There should be rehearsal spaces that are integrated into the 

overall design of the building. These only need to be spaces, not necessarily 
rooms. But if separate rooms are to be designed, then they should resemble 
the size and dimensions of the main stages as much as possible. The 
activities for this area could also be held in classrooms or the black box 
theatre. 

23 
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Academic Areas: 
There should be the basic academic facilities in this building that 

will support the liberal education of the students of this theater. T hese 
spaces should include a library; and offices for faculty, staff, teaching 
assistants and graduate professional degree candidates. These areas should 
be grouped together in such a way as to promote the interaction and 
sharing of knowledge between all of the parties involved and listed. 

Offices 
Classrooms 
Study areas 
Student restrooms 
Student gathering area 
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Public Areas: 
The lobby spaces will be the most visible of all of the areas that are 

open to the public, and should be separated from the stage and stage 
support areas. The spaces that are included here are: lobbies, ticketing 
areas, restrooms, and possibly a cafe. 

These areas should be close together, and in a predominate area in 
relationship to the parking structures and to the campus entrance. If there 
are to be several different stage auditoriums, then there should be a 
separate lobby for each seating area. These lobbies should contain the 
support areas for themselves, and be proportional in size to the seating in 
the auditorium that they serve. 

How the public spaces fit inco rhe building. 
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Figure 11: Diagram for the ideal educational cheater. 
Robinson, H. W. Architecture for the Educational Theatre. 
Portland, Oregon: The University of Oregon Press. 1970. 
P. 73. How all of the spaces connect. 



Case Study: 
Alto Theatre, Essen, Germany 

The theatre in Essen Germany 
was conceived as a modem response 
for a community theatre where the 
theatre was to be a symbol of the 
rebuilding of the city after its 
destruction after World War II. 

Figure 12: Plan and Section of the 
Alto theatre. PA 6:89. 

The theater stage is of a 4,square 
configuration with a proscenium opening and an 
extended apron. The wings are the same size as the 
main acting stage as well as an extended backstage 
area. The shop and dressing areas are all behind and 
directly access the main stage through the wings or 
the back stage area. 

This configuration gives a 
large amount of versatility to the 
stage and the extra spaces lend 
themselves to becoming rehearsal 
spaces. 

The lobby space is open 
and inviting. The access to the 
balcony seating is from the 
balconies expressed in the lobby. 
The private use areas are then 
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tucked under the lobby area and are less inviting to 
the public. 

T he office support areas are located on the 
upper floors in a ring around the auditorium and 
stage. There is a parking garage under the building 
that accommodates 500 cars. 11 

11 Pepchinski, Mary. "Alto Theater Opens." Progressive Architecture (6, I 989): 94-97. 
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Activity and Spatial Analysis 

This theatre facility should encourage imagination and experiential 
growth for a liberal arts university setting and should encourage the 
understanding of human interaction between the university and the local 
city. 

Stage and support areas: 

The stage and its support areas are functional in nature. The stage 
functions as a platform for the actors, directors, and the playwrights, while 
the support facilities of the stage serve.as a foundation to the productions 
of the plays. These areas should be designed with the primary approach of 
function. If the areas fail to support the production, then each 
performance is lessened. There should be a sense of freedom placed into 
the spaces. A changing texture of walls and floors complemented by 
moving ceiling planes lend themselves to a feeling of possibilities and 
imagination. 12 Functionality and a sense of security needs to be maintained 
for the sake of the production throughout the spaces that work in support 
of the stages. 

12 Mohanty, J. N. Phenomenology: Between Essentialism and Transcendental 
Philosophy. Evenston Illinois: Northwestern University Press. 1997. P 43-50. 
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Stage areas: 
Thrust stage with seating: 
Stages are places where 

actions of a play are performed on. 
The thrust configuration allows a 
greater intimacy between the actors 
and the audience because of the 
closer proximity of the seats to the 
stage, and greater space for 
interaction with the audience. There 
is typically three times the seating 
frontage to area of the stage with a 
thrust stage verses a traditional 
proscenium stage. 

A thrust stage comes to the 
audience in a way that lets the 
audience surround the performances. 
With having a back stage area and a 
small proscenium, there is a strong 
presence to the stage and acting area. 

A thrust stage is like a living 
room, where the audience sits along 
the outer walls, and the action takes 
place in the middle of the room. 

The stage proper should be 
140x80 feet, with the thrust being 
approximately an additional 20% of 
the stage area. 13 There should also ~---.. _.,.
a full fly loft above the back stage 
area, the ceiling height above the 
thrust area of at least half the height 
of the fly loft. 14 

13 Times-Savers Standards for Building Types. 3rd Edition. Joseph DeChiara and John 
Hancock Callender, Ed. New York, New York: McGraw-Hill Inc. 1990. P. 375. 
14 Robinson, H. W. Architecture for the Educational Theatre. Portland, Oregon: The 
University of Oregon Press. 1970. P.78. A fu ll height fly, or ' fu ll fly' is defined as a 
vertical space above the entire stage area that is I .5 times the height of the proscenium 
opening. 
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Proscenium stage with seating: 
All stages are spaces where 

actions of a play are performed. The 
proscenium is a set of parts of a 
traditional stage in which there is a 
viewing box. The audience is set 
opposed to the stage, as if in a game 
where there are two sides. The stage 
is elevated and the action is a 
presentation to the audience with 
minimal audience interaction. 

The proscenium stage is like a 
television set where the audience is 
not involved other than simply 
looking and listening. It is a place for 
presentation rather than discussion 
or interaction. 

The proscenium stage is like a 
television set where the audience is 
not involved other than simply 
looking and listing. It is a place for 
presentation rather than discussion 
or interaction. It is a space that is 
formal, and somewhat 
confrontational. 

The stage should be a double 
square with the proscenium 10% 
smaller than the depth of the stage 
area. The center acting area should 
be 70x80 feet with equal wing spaces 
on both sides. There can be a slight 
bulge for a projecting apron that is 
no longer than 20% of the total 
depth of the acting area. 15 

ifr 1·--... llll 1 
Avo 

15 Times-Savers Standards for Building Types. 3rd Edition. Joseph DeChiara and John 
Hancock Callender, Ed. New York, New York: McGraw-Hill Inc. 1990. P. 398. 
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A black box theatre: 
All stages are spaces where 

actions of a play are performed on. 
The round theatre is where there is 
seating on all sides of the stage, as if 
the stage were a fish bowl. The stage 
is often at the lowest possible level, 
and all of the seating goes up from 
the stage level, and the entrances of 
the stage are through the audience. 
The advantage of the round theatre 
i.s that it allows for the seats to be as 
close to the stage as possible. 

The round stage is a fish bowl 
where there is limited interaction 
with the audience and always a view 
of the back of half of the actors. The 
limited involvement comes from the 
exits and entrances through the 
seating areas. There are also 
acoustical problems inherent to 
having an actor's back to the 
audience. 

A black box theatre is a room 
that can be configured into any of 
the three stage types, but is usually 
used as a round stage. The other 
stage types can be formed in a black 
box theatre, where the box theatre 
becomes the quintessential 
h1boratory theatre. 

The space should be a 
complete square. Its height should be 
at least half the length of the space16

• 

This area should be 80 feet x 80 feet. 
There should also be an electrical grid 
with catwalks above the entire area. 

I 

' 

~ ' ._.,_ .._ -------
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16 Robinson, H. W. Architecture for the Educational Theatre. Portland, Oregon: The 
University of Oregon Press. 1970. P 76. 
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Green room: 
The green room is a room 

where the transformation of an actor 
into a character is completed. This 
room is often not a room, but a space 
that is familiar to all of the actors. It 
also serves as a gathering space and a 
place often used for the posting of 
announcements, etc. It is a 
communal space that all of the cast 
and crew use to communicate with 
one another. 

The green room also serves as 
a warm,up area, and depending on 
the configuration of the room, as a 
place of contemplation for the actors, 
and a place for rehearsals. 

The green room is a park for 
contemplation and concentration for 
the actors to get into character. It is 
the place of the last stage of the 
transformation of the actor into the 
character. 

The green room will have a 
posting board for announcements, 
and will be mostly an open area that 
serves toward the making of a 
comfortable common area for the 
actors and crew of all of the 
productions of the theatre. 

The room should be able to 
accommodate the largest reasonable 
cast and crew, about 50. The space 
should then be about 7 50 square 
feet. 17 ~ 

~=> ~=1> 
17 Ibid. P 45. 
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Dressing room: 

The dressing room is another 
space where the transformation from 
actor to character happens. It is the 
second place that the transformation 
happens. An actor must put on 
make,up before dressing because of 
the potential harm to the costume. 
The dressing room is often a large 
space that is unseparated for genders. 

This space also stores all of 
the costumes for the current 
productions of the entire threatre. 
There should only be one dressing 
room, green room, and make,up 
room per building, no matter how 
many stages, because there should 
never be more than one stage in use 
at a given point in time. 

The dressing room is where 
the actors put on the clothing of the 
character they will play. This is the 
second most important ritual of 
actors. The dressing room is a place 
of rituals and opening up, and a place 
were people lose their inhibitions and 
modesties. The dressing room serves 
as the second transitional space for 
actors to get into character. 

The dressing room can be 
combined with the makeup room. 
The dressing room will be a clear 
span room with many 6' tall wall 
mounted mirrors as space allows. 
There will be no permanent mounted 
obstruction in the middle area of the 
room. The entrances and exits of the 
room must be wide enough to allow 
for passage of a full garment rack on 
wheels. There should be partitioned 
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spaces along the walls for the 
personal storage of items of the 
actors, and the hanging of one 
characters entire wardrobe, a 
minimum of 10 outfits. This equates 
to approximately 1,500 square feet.

18 
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18 Ibid. P 42. 

35 



Make,up room: 

The Make,up room is where 
the start of the transformation from 
an actor to a character begins. In this 
area, there is the application of 
rnake,up, and the time to do so also 
serves as a time of concentration for 
the transformation. The make,up 
room is a place that is used in limited 
time amounts, but is very important 
to the overall production of theater 
because it is the first step of 
transformation from actor to 
character. 

The makeup room is a 
community of people who are in 
transition together. 

The make,up room will have 
several built,in desks with a 3'x4' 
mirror mounted on the wall. Each 
mirror will have no less than 2250 
watts of light evenly spaced around 
the mirror (fifteen 150 watt light 
bulbs). There will be a minimum of 4 
feet between each makeup area. 
There will be movable seating 
around the areas, and no less than 35 
makeup areas within the room. A 
T otal of 280 linear feet of counter 
space, and 840 square feet of counter 
space. 19 The total area of the space 
should be about 1,200 square feet. 

This space could be within 
the dressing room, or 
immediately adjacent to it. 

19 Ibid. P 48. 
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Actor bathrooms and shower areas: 
These are simply restrooms 

that are dedicated for the use by the 
actors during a production. Actors, 
because of the amount of stress that 
performing brings to them, needs at 
least one area that is completely 
separated from all other spaces. 

The bathrooms need to 
include showers, sinks, and relief 
facilities appropriate in number for 
the size of the stage. 

The bathroom facilities are 
simple, utility driven spaces. 

There should be, at a 
minimum, two showers with no less 
then four toilets per bathroom. There 
should also be at least six water 
basins with continuous counter space 
and mirrors. They should be directly 
accessible to the dressing room and 
or the makeup room. There should 
be a separate bathroom for each of 
the sexes. 

380 square feet is a standard 
area for each of the bathrooms.20 

20 Times-Savers Standards for Building Types. yd Edition. Joseph DeChiara and John 
Hancock Callender, Ed. New York, New York: McGraw-Hill Inc. 1990. P. 430. 
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Set and properties construction area: 
The set and properties 

construction area is a place of 
function. The set pieces are large, 
temporary structures that are 
constructed out of lightwood, fabric 
and paint. These set pieces are often 
modular in nature, and are in 
constant need of repair due to the 
temporary nature of their 
construction. The shop needs to be 
proportional to the size of the stage 

The set construction area is 
of a utilitarian nature. 

There should be a clear space 
for construction and set up of major 
set pieces in the shop. This space 
should be the same area and shape as 
the largest of the stages that it serves. 
There will be an additional 10 feet 
on all sides for workbenches and 
construction machines21

• There 
should be electrical outlets of both 
110 volts and 220 volts throughout 
the space. There should also be an 
air compressor and air supply system 
throughout the space, including 
retractable supply lines and electrical 
outlets from the ceiling. 

The area should be at least 
100 feet long in each direction; there 
is an ideal of 150 feet square.22 
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21 Saws, drills, sanders, and other carpentry tools. 
22 Robinson, H. W. Architecture for the Educational Theatre. Portland, Oregon: The 
University of Oregon Press. 1970. P. 143. 
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Material delivery area: 
This is a space that is directly 

connected to the construction area 
where raw materials are to be 
delivered, and used materials are to 
be picked up for disposal. 

This area is a function of the 
construction shop and serves as a 
support area and outside access area 
for the shop. It can be as simple as a 
large doorway into the shop area. 

This can be up to 15 % of the 
total area of the shop. 23 

23 Times-Savers Standards for Building Types. 3rd Edition. Joseph DeChiara and John 
Hancock Callender, Ed. New York, New York: McGraw-Hill Inc. 1990. P 402. 
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Storage area: 
The storage area for the 

properties and set pieces can be in 
the shop area and do not have to be 
in a separate room, but it is 
preferable that they have their own 
room. Storage of smaller pieces of 
properties is often anywhere there is 
a space for them. The greatest two 
concerns of this area are the 
protection of the pieces and 
properties, and the organization of 
them. There must be areas for 
shelving of small items and an area of 
storage for the largest set pieces that 
the stage is capable of handling. 

The storage of past sets is a 
major space concern. This area needs 
height above all and should be at 
least as tall as the ceiling in the shop. 
The space should be attached to the 
shop in some form, if not directly. 
There should be a wide, clear 
passageway from the storage area to 
the shop. The storage area does not 
need electrical or compressed air 
lines. The overall floor space should 
be one third of the floor space of the 
shop. 

This area should be at least 
half the area of the shop area. The 
ideal of 1000 square feet for a major 
shop should be tried for.24 

24 Ibid. P. 398. 
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Costume design and construction area: 
Costumes are often custom 

designed for a specific play and a 
specific actor. The costume design and 
construction area is a fashion workshop 
and clothing factory. The measuring of 
actors in private, the design of 
clothing, and the construction of 
clothing happens in this area. One 
person often manages a costume shop, 
so the openness and constant 
communication between seamstresses 
is of import to the design of this space. 

The costuming shop should be 
an open and free feeling space that will 
encourage imagination. This area 
should also be user friendly because of 
the time intensity of costuming. 

The costume shop should be 
separated from the set shop for matters 
of dust and pollution. It should be a 
space that has room for at least eight 
sewing tables of 6,foot x12,foot 
dimensions. This will allow the 
simultaneous construction of up to 16 
garments. There should be a clear 
space between each construction table 
of three feet. There should be both 
floor and retractable ceiling electrical 
outlets of 110 volts each. There must 
also be semiprivate areas within the 
room for the fitting and measuring of 
actors. To accommodate a total 
possible crew of up to 20 people there 
should be 850 square feet in this area.25 

25 Ibid. P. 421. 
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Costume storage area: 
The storage of all past 

costumes in one area that is easily 
accessible to the costume shop is very 
important. There is often both 
permanent collection costumes and 
rental costumes in the inventory of 
the costume storage area. 

The costume storage area is 
purely utilitarian in nature. It is a 
large closet. This space should be 
connected directly with the costume 
shop. There should be room for 
permanently mounted garment racks 
spaced end to end with enough room 
between them to easily move rolling 
garment racks between them. There 
should be a smaller portioned off area 
or separate racks for the storage of 
rental costumes and currently used 
costumes. This should be a 300 
square foot closet.26 

26 Robinson, H. W. Architecture for the Educational Theatre. Portland, Oregon: The 

University of Oregon Press. 1970. P 4 1. 
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Rehearsal spaces: 
The rehearsal space is an area 

that replicates the stage for a limited 
amount of time if the stage is 
occupied with a show. A rehearsal 
space is flexible to accommodate any 
type of stage arrangement and must 
be accessible enough to move a 
limited amount of properties and set 
pieces in and out of the space. 

The rehearsal spaces are areas 
that substitute for the stage in 
limited stretches of time. The 
rehearsal spaces are like small, 
private stages. 

The rehearsal areas can be in 
classrooms or on unused stages at the 
time of rehearsal. The floor covering 
is rhe single most important 
consideration for these areas27

• 

Each rehearsal space needs to 
have entryways that are large enough 
to allow the passage of a limited 
number of properties for use in 
rehearsal. There should also be tack, 
able walls and an erasable surface. In 
this way, the rehearsal rooms are 
simply large classrooms. 

There could be a potential of 
30 people in this area at one time, so 
the space should be 1125 square feet 

in size. 

28 
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27 Ibid. P 25. 
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28 Times-Savers Standards for Building Types. 3rd Edition. Joseph DeChiara and John 
Hancock Callender, Ed. New York, New York: McGraw-Hill Inc. 1990. P. 370. 
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Light projection and sound booths: 
The booths are purely 

utilitarian in nature. The activities 
that occur in these spaces only take 
place during performances and dress 
rehearsals. This is were the 
production of sound and lighting 
effects happen along with the 
operation of follow spotlights. 

There should be two booths 
for each stage located at the back of 
each auditorium. One of the booths 
shall be dedicated to sound 
production and the other to light 
production and spot light movement. 
These rooms are the central control 
areas of the stage production. They 
require at least 200 square feet 
each.29 

29 Robinson, H. W. Architecture f or the Educational Theatre. Portland, Oregon: The 
University of Oregon Press. 1970. P 185. 
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Academic areas: 

The academic areas of this building are to have closest 
connection to the university. The liberal arts philosophy of providing a 
solid base of general knowledge in the arts and humanities along with the 
social and natural sciences must be maintained in this area of the building. 
An expressiveness of a well~rounded education must be reinforced by the 
teaching elements of the theatre department. Therefore these spaces 
should not be conventional in shape but must engage the users. The 
organization of the spaces should also lead the users to think about their 
placement. There should be a challenge of making the students think 
while using the spaces that a liberal education encourages rather than 
repeating traditional shapes and organizations. This area needs to serve to 
ends of engaging its users: the student body, the faculty, and the staff. 
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Library: 

The library of a theatre is the 
storage area for books about theatres 
and theater. The library often houses 
books and scripts of past productions 
and anthologies of plays. Class 
discussions are often held in this area 
when class is working with scripts 
that are fragile in nature or are rare. 
There should be a more formal 
academic setting in the library of a 
theatre as opposed to the rest of the 
building. 

The library for a stage is a 
place of history and a house for past 
masters of the stage. There are often 
only scripts for reading and research. 
There should be at least enough 
shelving space to hold 50,000 
different scripts and books. This 
represents about 360 linear feet of 
shelving that are no closer than 18 
inches vertically. 

T here also needs to be at 
lease two large study tables in the 
middle of the room. And as a house 
of knowledge, the library should look 
in on itself, reflecting the body of 
learning that it contains. 

This will require areas for 
reading, book collections, circulation, 
and studying totaling 1250 square 
feet.30 

lt~i E ==-
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30 Times-Savers Standards f or Building Types. 3rd Edition. Joseph DeChiara and Joh n 
Hancock Callender, Ed. New York, New York: McGraw-Hill Inc. 1990. P. 400. 
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Office areas: 
Faculty: 

Random and abstract 
thinkers who are the resident experts 
on communicating ideas from a 
written script to a live audience 
occupy the faculty offices. The space 
must accommodate room for 
traditional office material, such as 
desks, bookshelves and seating. The 
office is a space that is often used as a 
counseling room for students and 
actors because of the relative privacy 
of the room. Each faculty member 
should have a personal office. The 
arrangement of the offices needs to 
reaffirm the equal authority of the 
faculty. 

The offices of the faculty 
members are often times the least 
used spaces in a theatre. Theses are 
the spaces where a teacher prepares 
lesson plans and uses the telephone 
to return messages. 

There needs to be enough 
room for a desk, computer, drafting 
table, and shelving units that are wall 
mounted. There should also be room 
for a table that seats at least three 
people. The wall surfaces should 
have a tack~able quality to them. 
The offices should be equal in size, 
600 square feet,31 but not necessarily 
in shape. T he arrangements of the 
offices should also reinforce the idea 
of a hierarchy without 
acknowledging a leader. 

31 Ibid. P . 4 18. 
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The staff offices are more 
functional and efficient than the 
faculty offices. The activities of 
running the business of the theatre 
and of the academics of universities 
are in this area. 

The offices of the staff should 
be in an area that is easily accessible 
to the student body, and represent a 
welcoming space for the students. 
There should also be a connection to 
the offices of the faculty as well as to 
the box office area. 

The staff often is important 
to the day,to,day running of the 
theatre so their offices should be the 
front,of,house of the theatre. There 
should be 450 Square feet allowed for 
each office. 32 

STAFF 

32 Ibid. 
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Teaching assistants: 
The offices for the teaching 

assistants are communal in nature. 
Lesson organization and grading of 
papers are the main functions of the 
area. There should be enough room 
for several assistants at the same 
time, but be a semi-private area. 

The offices of the teaching 
assistants are courtesy areas for them 
to gather that are separated from the 
rest of the student body. The 
functions of these areas are to 
support the development of research 
of the teaching assistants. 

So there should be enough 
area in each room for three desks and 
a common table, with a limited 
amount of shelving and storage. 
There should be no more area per 
room then what there is in any one
faculty office. An allowable area for 
each office is the same size as the 
facility offices. 33 

33 Robinson, H. W. Architecture for the Educational Theatre. Portland, Oregon: The 
University of Oregon Press. 1970. 
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Classrooms: 
The classroom spaces are 

multi,function spaces that should be 
large enough to accommodate 30 
students and also double as rehearsal 
and try,out spaces. There should be 
movable seating to accommodate 
different learning and teaching 
techniques. 

Classrooms of the theatre are 
spaces that are used for the technical 
learning of theater. There should be 
one room for drafting, with large 
drafting tables able to be set up in an 
organized fashion. 

There should be at least two 
general classrooms of a traditional 
layout, with a chalkboard and 
movable seating. Each classroom 
should be able to accommodate a 
minimum of 45 students. 

There should be a classroom 
that is for the building of models of 
sets, for set design, and as well as for 
the function as a light studio. 

The classrooms are spaces 
where there should be a discovery of 
knowledge and self by the student. It 
is also a space that should encourage 
the interaction between students and 
teachers. They are the kitchens of 
the theater. 

A typical classroom size of 
1,600 square feet should be adhered 
to.34 

34 Times-Savers Standards/or Building Types. 3rd Edition. Joseph DeChiara and John 
Hancock Callender, Ed. New York, New York: McGraw-Hill Inc. 1990. P. 365. 
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Study areas: 
Study areas for students of 

theater must accommodate the 
informal learning from one student 
to another. There should be informal 
furniture and places that can be used 
by individual students, or by small 
groups of students, for the quiet 
absortion of knowledge. 

The study areas should be out 
of the way, but close to the library 
and greenroom. This proximity is to 
encourage the group study. Each 
room should be lighted with natural 
light and have 2 large tables in them. 
The tables should not be so large 
that they cannot be put together for 
cast meetings and read-throughs. 

The areas do not have to be 
rooms, but should be havens of calm 
within the storm of academics. 

These areas should be 550 
square feet in area. 
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Student gathering area: 
The student gathering area is 

an informal place for the impromptu 
gathering of students before and after 
classes. There will sometimes be last 
minute studying, and often informal 
conversation in this area. This area is 
often formed from areas that are 
convenient to another, such as halls 
are to a classroom. 

This area needs to work like a 
lobby for the students. This is an area 
that is separate from the green room 
were postings can be kept and 
monitored. The main goal of this 
space is to serve as the nerve center 
of the theater. 

There should be areas for 
standing and sitting that 
accommodate no less than 50 people, 
so a space that is 700 square feet in 
area would be desirable35

. This area 
does not have to be a room, but 
could be a wide space in a hall or 
some other space. 

35 Ibid. P. 378. 
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Student restrooms: 
Restrooms with relief facilities 

and washbasins that are in proximity 
of the classrooms are necessary for 
the use of the general student 
population on a day-to-day basis. 
This is different from the public 
restrooms because of the formality of 
the spaces of the students. 

The bathroom facilities are 
simple, utility driven spaces. 

There should be at least two 
sets of restroom spaces for each 
gender in the building. The 
bathrooms should contain at least 
three stalls and three washbasins 
each. This makes for an area of 190 
square feet per restroom.36 

• 

36 Ibid. P. 395. 
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Public Areas: 

The public areas of this campus building are the front doors to the 
building and the symbol of the theatre. These spaces are the symbolic 
entrance to the theatre experience. The lobby and exterior presentation of 
the building make the impressions formed by the public. These areas in 
particular are what need to be monumental. 

The monumentality of the entrance to the performances of the 
theatre, as culmination of a liberal arts philosophy, should be symbolic to 
the university as well as the community. The symbolism of the areas that 
the public uses need to relate to the human body as well as the humanity 
of the community. There should be a story that the public knows and can 
relate to. In this case, Paul Bunyan is a legend commonly known and that 
also speaks about the determinedness of the settlers of the area. 

Within monumentality there is a need for a feeling of strength and 
security. This can either be addressed with size or with proportions of the 
walls and spaces. The feelings of the spaces that the public uses should 
always convey this strength and stability with security. The symbolism that 
gives a monument monumentality are the human touches that allow the 
individual to relate to something th~t is much greater. 

This is the same way as the individual relates to humanity. The 
public areas are our connections between being human and understanding 
our humanity. 
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Lobby spaces: 
The lobby spaces are 

gathering and organizing spaces for 
the public and serve as a holding area 
where people pass through before 
going into the auditorium. The lobby 
is important because it is where first 
impressions are formed. The space 
can be decorated for a production, or 
can simply be the front door to the 
house of the auditorium. 

The lobby spaces serve as the 
entrance to the theatre. There 
should be one lobby per auditorium, 
and each lobby should access only 
the auditorium that it severs as well 
as the outside. The space should be 
reflective of the over all design and 
should be the most symbolic space of 
the building. This is where the 
building achieves its monumentality. 

The volume and area of the 
lobbies should be reflective of the 
theatre that it serves. The lobby for 
the proscenium should be mostly one 
grand space, where the lobby for the 
thrust stage should be a wandering 
area that accesses all sides of the 
auditorium. The lobby's size will be 
directly related to the seating 
capacity of the auditoriums as 
dictated by tradition. 

A lobby for the thrust theatre 
should be 3, 150 square feet in area; 
the proscenium lobby: 4,500 square 
feet; and the lobby for the Black Box 
should be 2, 700 square feet in area. 37 

Ticketing areas: 

37 Ibid. P. 434. Based on 9 square feet per person at maximum use. 
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The ticketing areas contain 
the box-office with the technology to 
sell tickets to the productions. This is 
an area that is primarily a walk-up 
space that severs the public for short 
intervals of time. 

The ticketing areas are where 
the box-office is located. Records and 
supplies related to sales are to be 
kept here. This is the food line of the 
theatre. 

There should be two window 
spaces here. For the box offices that 
serve the smaller stages, there can be 
one window. Each window space 
should contain a wall mounted desk 
and a computer terminal with inter
net capabilities. There should also be 
a ticket printer and a safe in the area. 
Room should also be allocated for a 
file cabinet. The box office should be 
a room unto itself and be equipped 
with locks. The room can be 
freestanding, but should be within 
the confines of the lobby. The space 
that should be devoted to ticketing 
should be 7 5 square feet per ticketing 
area.38 

I 

38 Robinson, H. W. Architecture for the Educational Theatre. Portland, Oregon: The 
University of Oregon Press. 1970. P. 140. 
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Possible cafe: 
There could be a cafe that is 

for the use of the public before and 
after performances. This would be an 
area that had limited seating, but 
greater numbers of stand-up tables. 
The cafe would sell refreshments. 
Coffee, tea, water, and fruit would be 
the fare, such that a person could 
dispose of any unused portion in case 
the performances started 
unexpectedly. 

The exchange of small 
amounts of cash, the distribution of 
foodstuffs, and the acquisition of 
trash would be the main activities in 
this area. It could be separate from, 
or contained within the lobby or 
other public spaces. 

There may be a possible 
rolling cafe cart for use in the lobby 
areas. This could be seen as the oasis 
of the theatre. This cart should be 
able to be moved by one person, and 
have space for cold and hot drinks. 
T here does not need to be space for 
prepared food. 

There is no need for seating, 
because as people are exiting the 
auditorium between acts, their desire 
is to stand and stretch. There could 
be areas that are designated for free 
standing tables that are at a height to 
be used for standing. This area 
should be approximately 1,800 
square feet in total area.39 

39 Times-Savers Standards for Building Types. 3rd Edition. Joseph DeChiara and John 
Hancock Callender, Ed. New York, New York: McGraw-Hill Inc. 1990. P 434. 
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Restrooms: 
The restrooms for the public 

are areas that contain relief facilities 
and washbasins in a formal setting. 
The use of these restrooms is limited 
to the actual times of stage 
productions and is for public use 
only. These restrooms should be 
separate from the student facilities, 
and more private than all of the 
other facilities. 

The bathroom facilities are 
simple, utility-driven spaces. 

There should be at least one 
set of facilities for each gender in 
each lobby area. The bathrooms 
should contain at least three stalls 
and three washbasins each. There 
should be twice the number of 
women's stalls as there are men's. · 
The number of men's stalls shall be 
proportional to the number of seats 
in the auditorium for which that 
bathroom is intended. The 
bathrooms should conform to 
standard building practices, 
encompassing 300 square feet for the 
men's restroom, and 500 square feet 
for the women's.40 

40 Ramsey/Sleeper: Architectural Graphics Standards. John Ray Hoke, Jr. Ed. New York, 
New York: John Wiley and Sons, Inc. 1994. P. 135. 
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Section III: 

Contextual Description. 



Overview of Contextual Issues 

The major physical contextual issues are the woods, the water and 
the campus. 

The predominant tree in the northern woods are Jack Pines. Jack 
Pine is a relatively hardy and robust breed of pine that grows relatively fast. 
There are also a large number of Tamarack trees that grow in the marshy 
area north west of Lake Bemidji. The logging industry helped founded 
Bemidji, and continues to play a major role in the local economy.41 

Bemidji is the first city on the Mississippi River as well as being the 
northern most point on that river. This is historically significant because of 
the logging industry during the tum of the century. Bemidji served as a 
major gathering point for loggers and as a logging,route gathering point for 
the Mississippi. 

The lake and the river are major contextual considerations. The 
lake accounts for almost half of the local summer economy through 
tourism. It is damed by locals that tourism now accounts for 35% of the 
summer population, and 30% of the total economic input into the city 
over the course of a year.42 

Bemidji State University is second to tourism in terms of economic 
impact. While the city's population was 12,800 in 1998, the fall enrollment 
of the University in 1998 was 4,80043

• The student population is not 
included in this city population. All things related to the university 
represent 35% of the local economy.44 

The last issue that 
should be addressed in the 
program is the severe winter 
climate. 

41 Bemidji. John James, Ed. Bemidji 
Minnesota: BSU Press. 1997. P 37. 
42Ibid. 
43 Enrolment figures obtained through 
conversation at the office of the 
registrar on August 18, 1999. 
44 Bemidji. John James, Ed. Bemidji 
Minnesota: BSU Press. 1997. P. vi. 
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The climate in Bemidji can range from over 100 degrees in the 
summer with up to 90% humidity to below -60 degrees in the winter with 
up to 60% humidity. 

There are other potential context issues that could be addressed. 
This includes the fact that the facility is for a liberal arts college and this 
should be expressed within the design of the academic areas of the facility. 
There is also a long heritage of logging that is identified with Paul Bunyan 
that should play a major organizing theme in the design details throughout 
the building. The economic history is based on trade with the native 
cultures and the logging industry. The current economic base of the area is 
from the university and the tourism industry. The logging industry is still 
predominant, but plays a lesser role in the overall economy. 

61 



Contextual Goals and Objectives 

It is the goal of this program to make a monumental theatre. To 
achieve this the contextual goals must be oriented toward the design 
details. The detailing of the building has to tell a story of Paul Bunyan and 
or acknowledge the past hard, physical labor that the area of Bemidji was 
built upon in a monumental way. 

The best ways to acknowledge the lake is to provide views to it that 
are at least as monumental as the lake itself. 

The context of the campus could be acknowledged by the theatre 
being a visual monument for the south end of campus, serving as an 
anchor for the academic core. The new building could 
also serve as a reaction to Tamarack Hall, a 14-story hi-
rise dorm at the north end of the campus, in the middle 
of the residence core, and at the edge of the student 
recreational fields. The new building could become an 
icon for the university. 
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Figure 14: View of campus from across 
lake. Photo by author. 



Issue: Monument. 
Goal: To be a physical landmark/monument for the 

south end of the campus (the academic core area). 
Performance Requirement 1: To be as visible as 

Tamarack Hall from the opposite side of the lake, about 9 miles 
away. 

Ideal view with new theatre. 
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View to Bemidji State campus from across Lake 
Bemidji, about 9 miles. 



Performance Requirement 2: To have an overall design that is 
composed of primary shapes that give a unique overall form to 
the building. 

Primary shapes that overlap to create distinctiveness. 

Primary shapes that create plan. Primary shapes that create section. 
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Issue: Symbol. 
Goal: To be a new symbol for the campus. 
Performance Requirement 1: The building's overall for 

should easily translate into a symbol. 

Skyline makes symbol for Chicago. 

65 

Empire State Building as symbol 
for New York City. 

Abstracting the form of the building into a symbol. 



Performance Requirement 2: The buildings overall form should 
be the most recognizable on campus (See Appendix B). 

• 

Conventional building forms. 

I fr 

Distinctive forms. 

Non~descript vs. recognizable using the same forms. Engaging forms 
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Case Study: Addition to the Boston Public 
Library, Boston Massachusetts. 

This 
addition was to a 
historic building in 
downtown Boston. 
Philip Johnson 
completed the 
addition in 1992. 
The context of the 
existing building was paramount to the design of the 
addition.45 

Johnson's response was to limit the cornice 
line to the existing height of the old building and to 

emulate the organization of the original library. 
These two considerations allow for the matching of 
themes between the buildings. These connections 
also allow the buildings to become visually 
connected with out one taking a dominant role over 
the other. 

The response of a new building being 
visually tied to the old is a strong connection and an 
acknowledgement of the historic standing of the 
original building. 46 In this case the visual link serves 
to unify the two buildings into one complex with 
two equal parts. 

45 Lewis, Hilary, and John O'Conner. 
Philip Johnson: The Architect in His 
Own Words. New York, New York: 
R.izzoli International Publications, 
lnc. 1994. P68. 
•1~ Wittkower, Rudolf. Architecture in 
the Age of Humanism. New York, 
New York: W.W. Norton & 
Company. 1971. P . 5 . 
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Figure 15: Model of library addition. From Lew 



Case Study: 
The Vietnam 

Veterans War 
Memorial 

Figure 16: Overview of memorial. 

The Vietnam War created a segment 
within the U.S. population of people who were 
veterans. 

In that theme, the memorial created its 
own site out of the context of the Washington 
Mall area. The Mall area is a large green space with 
several varied types of monuments and memorials 
placed in its proximity. 

The Vietnam Memorial is placed in 
the middle of the mall towards the west 
end. It derived its shape from pointing at 
both the Washington Monument to the east, and 
the Jefferson Memorial to the southwest. The area 
of the Vietnam Memorial is sunk below the 
ground level of the rest of the mall, and 
thereby creates its own area and context 
within the existing Mall. 

This memorial is successful 
because its design is appropriate to 
its meaning and context.47 It 
remains controversial as a 
monument, and jarring as an 

47 Hersey, George. The Lost Meaning 
of Classical Architecture. Cambridge, 
Massachusetts: The MIT Press. 1988. 
P. 147. 

68 

Figure 17: View of entranc 

Figure 18: Looking at the Washington Memorial. 



experience. It does not 'fit in' with the rest of the 
mall area, but it is appropriate because of the people 
whom it memorializes and their generation. Their 
societal time was in ways very much non~traditional 
in the same way their monument is.48 It is this link 
to humanism that creates the greatness and 
enduring qualities of this place. 

48 Summerson, Sir John. Heavenly 
Mansions and Other Essays on 
Architecture. New York, New York: 
W. W. Norton & Company. 1998. P. 

76. 
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Figure 19: Statue at mall level. 



Site Analysis: 

Site location and adjacent land use. 
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Location of vegetation. 
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View of the overall campus and surrounding areas showing the 
significance of the lake to the campus. Site is in lower left hand 
corner. 

Campus is a triangle with the lake on two sides. 
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Ganada 

C 1999 Ma pQuest.com. Inc.: C 1999 AND MapplnQ B.V. 

Cold artic air from the North Pole 
Q uickly moves south along the 
Rocky Mountain range to 
Minnesota (an Alberta Clipper) 
where it meets with cold moist 
air from over Hudson's Bay 
causing severe cold with high 
winds. In early spring the Alberta 
Cliper meets warmer moist air 
that moves north from the Gulf 
of Mexico causing snow storms of 
up to 28 inches at a time. 
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How weather patterns develop in winter to cause 
severe weather. 
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Green- Academic areas 
Yellow and Red- Stage and auditoriums 
Blue- Construction and costume shops 
Magna- Lobby spaces 

Addresses formal entrance of university while 
allowing shops direct outside access. Academic 
areas have view to lake and vertical element. 

Addresses formal entrance to university and has direct 
access to outside from shops without disturbing local 
residences. Auditoriums are separated with parking near 
lake. Academics are too far awav from the camous. 
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Addresses formal entry to university. Shops have direct 
outside access but it is too close to local residences. 
Academic spaces are separated. 

Asymmetrical response to the formal entrance. Academic 
areas have nice view of lake. Auditoriums are separated with 
separate parking areas. Shops are too close to local residences. 
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Addresses formal entry to university. Separated auditorium 
spaces with separate lobby areas. Shops have direct access to 
outside but not too close to local residences Academics are 
close to rest of university and have good view of lake. Black 
box theatre may be hard to fine. Limited parking solutions. 
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Figure 22: Map of headwaters region with Bemidji. From Brochure. 
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Figure 23: General map of campus. From BSU brochure. 
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Figure 24: Legal drawing of site. City of Bemidji. 
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Section IV: 

Space Summary 



Tabular representation of spaces49: 

(Minimum recommended areas) 

Area .... . . . ..... (Number of users) ... . .............. . .. .. . Square Footage Area 

Stage Areas: 
T hrust stage with auditorium seating .... (seating for 350) ..... stage (140x80) +20%: 13,400 

Auditorium .......... . . . .. 3,430 

Proscenium stage with auditorium seating ....... (seating for 500) .... stage (l 40x80): 11,200 
Auditorium ............... 5,200 

Round stage with seating accommodations (Black Box Theatre) .............. 80x80 
(seating between 75,300) ................. 6,400 

Total of the Stage Areas ............. .. ..................... .. . . ......... . . ....... ........... 39,630 

Support areas for the several stages: 

Green roon1 ............. ...... . . . ... . ............ (50) . .......... .. ................................. 7 50 

Dressing room ........... . . . ... . . . ... . . . ......... (30) . ......... . . . ............. ......... ... . ..... l ,500 

l'v1ake,up room ..... . ............................. (30) .. . . . . .. . . ............. ..................... 1,200 

Actor bathrooms and shower areas .. . . ...... . (20) ........ .. . ............. . ........... .380x2: 7 60 

Set and properties construction area .... . .... ( 15) ... . . . .... . . . ...... . ............. ... . ....... 1, 7 50 

Material delivery area . ..... ....... . .. .. ... . . . ... (5) ......... . .... .. .... . ......... . ......... 15%: 2 70 

Storage area . .. . ........ ...... ............... . . .... (2) ... ............ .. ......... . .... . ...... . . . .... 1, 000 

Costume design and construction area ... . ... (20) ... ... ........................... ........... . 850 

49 Areas from previously noted sorces, or Times-Saver Standards for Building Types. 3rd 
Edition. Joseph DeChiara and John Hancock Callender, Ed. New York, New York: 
McGraw-Hill Inc. 1990. P 357-434. 
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Costume storage area ....................... . .... (2) ... . .......................................... 300 

Rehearsal spaces ......................... . ........ (30) .................. . ... .. .......... . ....... l,125 

Projection and sound both: 2 per stage ... (2 each) ................ . ................ 200x6: 1,200 

Total for support areas: ..... ......... . ........................ ......................... . .... 10, 705 

Academic Areas: 
Library ........................ : ................ (10) . ..... ... . .. . ........... . ........ Collections: 500 

Reading: 350 
Circulation:400 

Offices: 
Faculty ............ . .. ......... . .......... . ..... (8) ............... . ............. . .. . ..... 600x8: 4,800 

Staff ...... .. .................................... (3) .. . ........ . .................. . ....... .450x3: 1,350 

Teaching assistants .......................... (up to 6) . . . . ............................. 600x2: 1,200 

Class Rooms . . . . ....... . ................. ... .. (up to 46) .. .. ............ . . . .. . ... .... l,600x6: 9,600 

Study areas ........... . ... . .................... (7 each) ................. . ....................... ... 550 

Student restrooms ...... ......... ..... . ... ... .. (120) .................... . ...... . ......... 190x2: 380 

Student gathering area . ... ...... . ... .. . ....... (30) .......... ............ . . . ....................... 700 

Total for Academic Areas ........................................................... .. ..... 19,830 

Public Areas: 
Lobby spaces ................ . ... . ............ (350) ...... . ....... . ..................... .350x9: 3, 150 

(500) ... . . . ... . .... . ...................... .500x9: 4,500 
(300) ..... . . . . . .......................... .300x9: 2, 700 

Ticketing areas . .. . .......................... (502) ....... . . . .... . .................................. 7 5 

Restrooms .... .. ......................... ..... . (500 men) ... . .... . ......... 500x.4xl.5: 300 
(500 women) ........... ... . 500x.8xl.5: 600 

x3 lobbies: 2,700 
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Possible cafe .... .. . . . ................ ....... ... (360) ...... . ...... . .... . ............ ... ... ... ... .. l ,800 

Total for Public Areas ........ ..... . ... . .. ..... .. .. .. ... ........... .. ........... ... .. ........ 15,525 

Total for Complex (unadjusted) ................. ................ ... . ... ....... ... 85,090 

Net for Complex . ... ... (unadjusted xl.2) .............. .......... . ..... .. .. .... 102,108 

Gross for Building Complex .... (net xl.3) .............. . . ......... . ... ... . .. 132, 740 

Replacement of parking spaces lost in site ... . (460 spaces) ........ .. ... . ....... ..... ... 148,580 
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Design Conclusions 



The Role of Monumentality in Community Architecture: 
An Educational Theatre for Bemidji State University. 

A Thesis Presented to Mr. John 
Edgar 

For the fulfillment of the requirements of: 
Masters of Architecture 

Matthew Gallegos 
& 

Danny Nowak 
Advisors 

Monument: A work of construction that has been 
produced so as to convey a statement or story through the use of symbols and 
constructs in such a way as to evoke an emotional response ... 

Monumentality: A state of being. Monumentality is not 
just being a monument but lies beyond in a state of craftsmanship and designed 
details. 

Community: A collection within humanity. 

Theater: The production of drama or comedy that uses 
symbol and action to covey a story in such a way as to evoke an emotional 
response. 

Theatre: A place where theater is produced. 

Paul Bunyan: An American legend of a greater than life 
sized lumberjack, who was born in Bemidji, Minnesota. 

Community architecture should be both monumental and posses 
monumentality, because as architecture for the people of a 

community, both past and present, a major work of architecture 
describes a heightened level of humanity that the community is 

capable of achieving. 

88 



Conclusions: 

There is a connection between theater, the monumentality, 
and community that is inherent. A monument is a work of 
construction that is to communicate to a community through symbol. 
Monumentality is about detail and craftsmanship, particularly within 
the symbolic. Theater cannot exist without symbol. Every actor and 
every action on stage is a symbol that communicates and idea to the 
audience. 

In other words, it is symbol (the bases of monumentality) that 
makes architecture accessible to the masses (community). 

The final design was derived as a combination of three 
previous design schematics. The fist of these ideas was about a line 
that ran the entire site, with clustering of activities around the middle 
of the site (figure 25). The second was based around the idea of mass, 
one large mass of a building, with all activities contained within 
(figure 26, 27). The third idea was expressed as a tall academic tower 
that stood above all other activities (figure 28). 
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Figure 25. 

Figure 26. 

Figure 27. 

Figure 28. 



In the final solution there was a line, a large mass, and 
an academic tower. The building encompasses all activities 
called for above in this document. The most fundamental 
change to the program was to combine the lobby spaces into 
one area, rather than three (figures 29, 30). This idea 
combined with the requirement of one shop that served the 
three theatres created a situation where in some areas the shop 
and the lobby must overlap (figure 31). This is a new idea in 
theatre design. 
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Figure 29. 

Figure 30. 

Figure 31. 



This design decision created a space between the 
two larger theatres where the academic areas were created 
in a vertical shaft, and then allowed the enclosure of the 
shop area, creating a monumental scale of this space 
(figure 32). The activities here are the main lobby area 
and public entrance and the shop floor. There are 
catwalks that service the auditoriums as well as the 
academic areas (figure 33) . This space is the hart of the 
building and the design. It is monumental in its scale, in its 
designed details, and in its use. 

The "tall lobby" area is an organic floor plan that is 
roughly triangular in nature and is 120 feet at its greatest 
interior height. The first mezzanine is 40 feet above the floor 
to allow access from the shop to the backstage areas of the 
two major theatres (figure 34). 

Besides the scale of this space, there is a monumental 
combination of activities that will occur here. This is the 
combination of the public, who are coming to watch theater, 
walking through an area in which the play is being produced. 
There will be occasions where members of the public may be 
involved in the production of the sets, in zipping up a dress 
for an actor, or even being recruited to help in the backstage 
coordination of the production. 

In the vast majority of theatres there is a separation 
between the audience and the production. If there is a 
combination, and no separation between the two, there will 
be a learning that will occur between the student body of 
the theater and the public who support it. It is this that is 
symbolic and monumental in its implications of the 
exploration into the meaning of theater and community. 
There is a barrier and separation that this design breaks 
down. This will allow a closer relationship between the 
university and the community and will better express the 
connection and interdependence of the two. 
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Figure 32. 
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Figure 34. 



The design itself is about a duality of two separate 
things. The lines that organize the floor plan are the north, 
south lines of the streets of the city, and the lines of the 
university that are 32 degrees east of north. The expression of 
the backstage areas as large, oversized blocks are the support of 
the theatre performances, but also the structural support for 
the building (figure 35). There is the above,mentioned 
combination of the activities of public entrance and the shop 
floor. There is also the relatively static roofline that is seen 
from the west of the building (figure 36), and the dynamic roof 
forms that are seen from the lake (figure 3 7). These are 
expressions of the solidity of the land, and the waves of the 
lake. There is the vocabulary of the external materials that 
speak to the rest of the established campus, but are then 
carved into murals that speak of the legend of Paul Bunyan, 
which is imbedded into the vocabulary of the city. 

It is the combination of things that can 
create conflict, and the theatrical is built on 
conflict. This building design, on many levels 
expounds theater and monumentality through 
symbolism on many levels. It is the overall design 
that speaks to the point that architecture that is 
on the scale of a community should, and can 
become monumental through its use of 
appropriate symbol and insightful design that 
becomes a monument to the community for 
which it was created. 
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Explanation of the Design: 

Lower Parking Level; , 30 feet 

The lower 
parking level (figure 
38) is 30 feet below 
the grade level at 
Birchmont Drive. 
There are 410 or the 
required 460 parking 
spaces on this level. 
There is also small 
lobby area that 
serves as the access 
to the lower lobby 
area of the theatre. 
The lobby has an 
open staircase that 
transcends into the 
middle of the Tall 
Lobby area. The 
main car circulation 
routes correspond to 
the pedestrian 
circulation from the 
building to the rest 
of the campus. The 
parking will replace 
the majority of the 
lost spaces of the 
commuter parking 
lot. They will serve 
in the daytime as the 
commuter lot, and 
then as patron parking in the 
evenings when there are 
performances. 

93 

,I 

Figure 38: Lower Parking Plan 



Lower Lobby Level; , 15 feet 

The lower 
lobby area is the 
main space for the 
public use (figure 
39). The reserved 
parking areas that 
can be used by 
faculty and special 
guests of the theatre 
occupy the south 
end of the plan. 
There is then direct 
access to the lobby 
areas from the 
parking areas. 

The other 
major points of 
concern on this level 
are the theatre and 
there auditoriums. 
The thrust being in 
the southwest area, 
located on a east 
west configuration. 
The seating bowl is 
on the east side. The 
black Box theatre is 
to the east of the 
lobby areas, and the 
proscenium is 
located on the north 

. .. 

side of the building. Under the 
auditoriums of each of the two major 
stages are support functions: 
restrooms, coat closets, janitor areas, 
and the major mechanical areas. All 
are isolated by a double shell, 
insolated concrete construction 
system. 

On the far west end of the 
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Figure 39: Lower Lobby Level with 
Walkout plaza. 



plan in the basses of the academic core. 
This is the area where the make,up, 
dressing and actor's bathrooms are located. 
The north area is reserved for flat storage 
and material delivery. 

The triangular area that is north of 
the thrust stage, south,west of the 
proscenium and to the east of the academic 
base is the shop floor and the main public 
entrance. This is the organizing area of the 
total design. It is here that the public will 
enter the building through a Greek theatre 
that is outside of the building and through 
a ceremonial gateway that is the elevator 
shafts (figure 40). The public can walk 
through the space alongside the thrust 
backstage area or watch the last minute 
activities of the backstage that are 
occurring in the shop floor just to the 
north, in the same space. This volume 
continues up to a peak of 120 feet. There 
are mezzanines that ring and define the 
volume where there are students watching 
the activities. This area is in a way an 
impromptu theatre itself that 
resembles the globe theatre idea in 
special organization. 

On the other side of the grand 
staircase that accesses the seating mezzanine 
and the lower parking level is the shorter 
lobby space (figure 41). This space has a 
walkout to a hard landscaped area that 
addresses Lake Bemidji between the existing 
Bangsburg and the proposed black Box 
theatre. This space is accessed on the floor 
from the grand stair or from grade level, 15 
feet above, and down either the northern or 
the southern staircases. The mezzanines that 
are connected to these two stairs only access 
the auditoriums of the thrust and the 
proscenium stages. 

There is a long walkway that runs 
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Figure 40: Perspective of ceremonial 
entry with Greek theatre. 

Figure 41 : Section showing grand 
staircase. 



along the northeast side of the 
proscenium stage area that leads to a 
large outdoor stair that then leads to 
the rest of the campus area. This 
corridor is designed to be used as a 
gallery of art and photographs of past 
play productions. 
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Grade Level; 0 feet 

This level is for 
entrance and exit of 
the building on the 
north and southeast 
sides (figure 42). 
These entrances lead 
to the access 
mezzanine of the 
auditoriums and the 
grand staircase only. 
The mezzanine 
accesses the 
proscenium 
auditorium in three 
places and the thrust 
in four. In the area of 
the grand stair there is 
a smaller stair that 
leads up to the first 
level, containing the 
classrooms, another 
25 feet above. 

Above the 
academic base are the 
properties lofts. There 
are two levels that can 
be accessed by build 
ladder or hydraulic 
elevator, located on 
the north side of the 
lofts. 
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Classroom Level; + 25 feet 

This level is 
accessed through the 
enclosed stairs that are 
located on the east 
face of the tower 
structure, by the two 
elevators on the west 
side of the building, or 
by the east open stairs 
that travel to the 
auditorium mezzanine. 

There are three 
classrooms that are 
located on this level 
(figure 43). Two are in 
the academic tower. 
They have windows 
that face west and a 
mezzanine that 
overlooks the 
lobby/shop floor. The 
mezzanine cantilevers 
over the edge of the 
academic base by 15 
feet, so as to give the impression of a 
hierarchy within the academic tower. 

The third classroom is 
triangular and is located above the 
greenroom on the lobby floor level. 
This area is in the space between the 
thrust stage fly,tower and the edge of 
the seating bowl of the thrust 
auditorium. 

There is also a student 
balcony that is to be used for 
instruction that over,looks the 
auditorium of the proscenium stage. 
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Figure 43: Classroom Leve 



Office Level; +40 feet 

This level 
contains the offices for 
the faculty and the 
teaching assistance 
(figure 44). All of the 
administrative 
functions are located 
in this level of the 
academic tower. 

Above the 
triangular classroom 
below, there is another 
classroom on this 
floor. It is also accesses 
by the mezzanine that 
runs the side of the L _.......,__,,.. 
back,stage of the 
thrust theatre. 

As below, the 
mezzanine that 
encompasses the ~ c/ 
space, this levels 
cantilevers another 5 
feet into the space to 
better overlook the 
floor area. 

There is also a 
teaching balcony in this level in the 
proscenium. This level has two rows 
of open seating and a small,enclosed 
room with windows that would allow 
for talking during a performance. 
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Figure 44: Office Level. 

,J 



Library Level; + 55 feet 

The main 
function that is on this 
level is the library of 
the theater (figure 45). 
The library contains 
space for shelving 
books and scripts as 
well as areas for study 
and instruction. There 
is also a small out,door 
area that is at roof 
level and is accessible 
from the library only. 

The student 
restrooms are on this 
level as well as a 
student lounge/study 
room. The lounge is 
places over the 
triangular classrooms 
that are next to the 
thrust fly, loft. 

There is a full 
mezzanine that 
encircles the open shop floor area 
and accesses the upper light booths. 
These booths are for the follow 
spotlights or can be used as 
additional instructional space. 
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Figure 45: Library Level. '
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North Elevation 

The northern elevation faces 
the rest of the campus and is 
dominated by the backside of the fly, 
loft of the proscenium stage (figure 
46). This wall that faces the campus 
is split into several different plains. 
The two ends and the middle section 
are raked at a 5,degree angle to give 

an idea of a dynamic movement to 
the building. The two areas between 
are vertical and have carved trees in 
the brick fa~ade. The center section 
has a beaver carved into the bricks: 
the school mascot, and one of the 
greatest tree falling machines ever 
devised. 

The roof that can be seen 
here is of a compound angle upwards 
from the fa~ade. There is a vertical 
plain that interrupts the roof that is 
brick and is to be used as a display 
board to the rest of the campus about 
the goings on. 
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Figure 46: North Elevation. 



West Elevation 

The west elevation addresses 
the city as is the facades that the 
public will travel past on the way to 
the university (figure 4 7) . There are 
many things happening in this 
fa<;ade. On the north side is the fly
loft of the proscenium and is 
decorated with brick carvings. These 
are to include a 

forest and the ax of Paul Bunyan: 
one of the two greatest tree falling 
machines ever created. 

The academic tower that is 
seen is capped by a falling of the 
roofline. The roof forms that can be 
seen here is standing seem copper, 
and is the only area on this fa~ade 
that can the copper waves can be 
seen. The brick fa~ade of the 
academic tower is decorated with a 
carved woodpile that is leaned up 
against the north comer of the 
tower. There are two set backs in the 
plane of the fa~ade that are filled 
with windows. The lower are 
windows that are circles with wood 
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Figure 47: West Elevation.1 



mullions that resemble different leaf 
patterns. The upper windows are tree 
forms, were the glassing is between 
the 'branches.' 

The elevator towers that are 
extended up to become the tallest 
points on the building dominate the 
building fa~ade. These towers are 
clad in locally quarried limestone and 
have a series of windows between 
them that correspond to the interior 
mezzanines. The top of the infill is 

capped by a composition of colored 
glass, a copper capital and a wood 
corbel. The windows depict a sunrise. 
The elevator towers are flanked by 
vertical shafts of beveled glass in a 
bundled reed motif that is 
emblematic of grain and wild rice 
harvests. 

The back of the thrust fly~loft 
is the major piece on the south end 
of the fa~ade. It is mostly a black wall 
where a sign for the university is to 
be placed. The lower left area of the 
brick wall will be carved into the 
image of Babe the Blue Ox, who 
holding up the wall. It is in front of 
this space that there is to be the 
vehicle drop off that leads people to 
the Greek theatre in front of the 
elevator towers. 
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South Elevation 

The left side of this elevation 
is anchored by the profile of the 
thrust fly,loft {figure 48). The brick 
wall will be carved into different tree 
forms that represent the different 
native trees of the area. The roofline 
falls off to the right, and continues to 
cover the classrooms and student 
lounge. A 

circular form that is supported by 
limestone vertical mullions with glass 
infill caps this strait line. This curved 
form encloses the shop/lobby area 
below, and is 120 feet above the floor 
at its peak. 

To wave forms of the roof 
over the auditoriums are clad in 
standing seem copper panels, and 
move the eye in the direction of the 
lake. Below is a glazed wall that 
encloses the auditorium access 
mezzanine. There is an entrance 
below grade from the reserved 
parking area. 

To the west of the theatre is a 
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Figure 48: South Elevation. 



long curved roof that slopes towards 
the viewer. This coves the walkway 
that leads to a grade level entrance. 

Further to the west is the 
Black Box theatre that shows its 
copper roof that extends over the 
walkway. The walls of the black box 
are curved and have no comers to 
them. The can be decorated with 
carved bricks that depict all of the 
faces and people of the logging camps 
of Paul Bunyan. 
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East Elevation 

The east elevation is the most 
dynamic in form. The forms are 
created by the wave that cover the 
interior volumes (figure 49). On the 
southern end is the long, gentle 
canopy above the walkway that leads 
to the southern entryway. 

Above this are the three 
curved plains that cover the thrust 
auditorium. Above this is the 
downward sloping roof of the fly,loft 
and the student lounge. 

Protruding towards the 
viewer is the captivated roof that 
covers the walkout plaza between 
Bangsburg and the black box theatre. 
This form slops down, away from the 
viewer to cover and enclose the 
shorted lobby area. The fa~ade is 
glazing supported by tapering wood 
uprights and wood angled mullions 
in front of rectangular sheets of glass 
that are held in place by brushed 
bronze mullions. 
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Figure 49: East Elevation 



Beyond this is the glazed 
fa~ade that encloses the mezzanines 
of the tall lobby and shop area (figure 
50). The mullions and supports are 
treated the same as the lower glazing. 
The curved rooflines are exposed 
above the glazing. 

To the 
north of the 
plaza cantilever 
is the north 
entrance to the 
building. It is 
curves and 
connects to a 
glass and stone 
fa~ade that 
tapers down to 
the scale of the 
pedestrian as to 
moves north. 
The window 
mullions are to resemble a forest and 
the spider webs of the branches. All 
of the glass panels are to be square 
with brushed bronze mullions. There 
is to be a lime stone base to the wall. 
Above is an angled triangular roof 
with sky lighting that encloses a two, 
story space that accesses the east side 
of the proscenium stage. 

There is then the east fa~ade 
of the proscenium fly, loft that is 
decorated in a carved brick mural 
depicting the cranes that delivered 
Paul Bunyan at his birth. 
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Figure 50: Section showing interior height of 
tall lobby and shop area, middle. 
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Appendixes 



Appendix A: 

The legend of Paul Bunyan. As told by the Bemidji Chamber of 
Commerce and T autism Burrow in two free leaflets that they publish for 
free distribution to visitors of the Bemidji area. The following is a verbatim 
reproduction from those leaflets. 

Paul Bunyan: An American Legend. 
Mythical King of Lumberjacks lives on in Bemidji! 

The greatest outdoorsman who ever lived was Paul Bunyan, and 
the tell stories invented by fisherman and hunters to this day can never 
equal the "truth" to Paul's exploits in the Northwood's. 

This legendary superman and woodsman, hero of the early logging 
days, was born in Bemidji, Minnesota. The actual site of his birth is 
marked today by giant statues of both Paul and his Blue Ox, Babe, 
standing on the shoreline of Lake Bemidji. 

Old,time loggers recall the excitement of Paul's birth when it took 
five giant storks, working in relays, to deliver Paul to his parents. And 
what a baby Paul was; his lungs were so strong that he could empty a 
whole pond full of frogs with one holler when he was hungry. It took a 
whole herd of cows to keep his milk bottle filler and he could eat forty 
bowls of porridge just to wet his appetite. 

Paul cut his teeth on a peavey and he grew so fast that one week 
after he was born he had to wear his father's clothes. A lumber wagon 
drawn by a team of oxen was Paul's baby carriage, and by the time Paul 
was one year old his clothing was so large he had to use the wagon wheels 
for buttons. By the time Paul was old enough to go into winter logging 
camps he had mastered all the arts of the lumberjack, but had grown so 
large that he was never able to take part in a spring log drive. No raft of 
logs would support his weight. Only the great outdoors was big enough to 
accommodate Paul and it was natural that he should become the World's 
Greatest Lumberjack. 

On his fist birthday, Paul's father gave him a pet blue Ox which 
Paul named Babe. Like Paul, Babe grew fast, and soon was seven,axe, 
handles,and,a,plug,of,tobacco,wide between the eyes. For a between, 
meals snack, Babe would eat thirty bales of hay, wire and all, and it took 
six men with picaroons to pick the wire out of his teeth. Some say that 
Babe was pure white when he was born but the winter of the Blue Snow 
dyed him blue. 

Babe hauled the huge camp tank wagon, which was used to pave 
the winter logging roads with ice. When it sprung a leak one,day it created 
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Lake Itasca, south of Bemidji, and the overflow trickled down to New 
Orleans to form the Mississippi River. Everywhere the giant ox stepped 
one lake was formed and the area is dotted with hundreds of these 
reminders of the giant lumberjack and his pet ox. And, since Babe refused 
to haul logs unless there was snow on the ground, Paul had to whitewash 
the roads in summer. 

Babe had many jobs around the logging camp where the 
laundrymen hung out the wash on Babe's horns. But perhaps Babe's 
biggest job was pulling the kinks out of crooked logging roads. 

Paul and Babe were a good team and no feat of strength or courage 
was beyond them. No obstacles ever stumped them. Paul could cut down 
acres of timber single, handed in just a few minutes by tying his huge axe to 
the end of a long rope and swinging it in circles, and Babe could haul the 
logs away as fast as Paul could cut them. 

Paul's booming voice forced his lumberjacks to wear earmuffs the 
year round. His lungpower was so great that he called his logging crews 
together by whistling through a hollow tree. Once he whistled too hard 
and blew down 12 acres ofJack pine. And every time Paul sneezed, he 
blew the roof off the bunkhouse. 

Paul's logging crew was made up of giants, too, but none as big and 
as strong as the "King of the Lumberjacks". Never the less, his loggers were 
all over six feet sitting down, and they all sharpened their axes by holding 
them against huge stones rolling down a hill. 

And that brings us to the time when it got so cold in Bemidji it was 
called the "year of the Two Winters". The snow was so deep that Paul had 
to dig down to find the trees. It got so cold that the boiling coffee froze so 
fast it was still hot when frozen. 

The loggers let their beard grow full length that year and soon had 
to tuck them in their boots to keep from tripping. In the spring, Paul cut 
the bears with a large scythe, stacked them like hay, and sold them for 
making mattresses. 

During the "Year of Two Winters" it was so cold that the camp on 
Lake Bemidji that words froze in mid,air. When the words thawed out in 
spring there was a roar of conversation that was heard 600 miles away in 

Chicago. 
That was the year, too, when all the fish went south for the winter. 

Paul Bunyan than crossed the Walleyes and Northern Pike with bobcats 
and, ever since, the fish in the Bemidji area grow fur coats in winter. To 
this day, the skin from one fur,bearing fish is big enough to make a full, 

length coat. 
Paul's camp crew is deserving of mention. There was Sourdough 

Sam, the camp cook, for instance. He made flapjacks on a griddle so big it 
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had to be greased by skaters with slabs of bacon tied to their feet. And 
once, when a load of pork and beans with the ox team pulling it went 
through the ice of Lake Bemidji, Sam had huge fires built along the shore 
and boiled the lake to make soup. All that winter he fed the logger bean 
soup with an ox,tail flavor. 

And Johnny Inkslinger, the camp bookkeeper. He invented the 
fountain pen by running a hose from a barrel of ink to his pen. He saved 
five barrels of ink one summer by not dotting his "i's" and crossing his "t's". 

Big Ole, the camp blacksmith, was the only man beside Paul who 
was strong enough to make shoes for Babe the Blue Ox. In his spare time, 
Big Ole was kept busy punching holes in doughnuts that were so big two 
men could carry only three of them in a long pole. 

There was Shot Gunderson, the giant camp foremen, who once 
dropped logs into a lake without an outlet and had to empty the tank 
wagon to float the logs overland to New Orleans. And Chris Crosshaul, 
the straw boss, who once sent the wrong logs to New Orleans. But Paul 
brought them back to Bemidji by having Babe take a huge gulp from the 
Mississippi River and reversing the current. 

And finally, there was Sport,the,Reversible Dog. One of the 
loggers accidentally cut this camp pet in two with an axe. In his haste to 
sew him up, the logger stitched Sport's hindquarters on upside down. But 
this didn't hinder Sport who ran on his front legs until they were tired, 
then flipped over and ran on his back legs. Sport's diet consisted mainly of 
door,to,door salesman and Internal Revenue agent who visited the camp. 

Paul wandered far from Bemidji at times, and when his crew logged 
off North and South Dakota there was the problem of what to do with the 
stumps. Paul solved the problem by having Big Ole make a two,ton maul 
with which Paul beat the stumps down into the ground,the reason why 
there are so few trees today in the Dakotas. When Babe died he was buried 
in South Dakota, his burial mound fanning what is now know as the Black 
Hills. 

But Paul Bunyan, the King of the Lumberjacks, lives on. And each 
year he returns to Bemidji to fish and play in the hundreds of lakes in his 
birthplace. For those who miss his annual visit a huge statue of Paul, 
eighteen feet tall and weighing 2 Yi tons,stands next on the shore of 
beautiful Lake Bemidji. And next to Paul stands a statue of Babe, the Blue 
Ox,all five tons of the mightiest Ox that ever lived! 

Other stories associated with Paul Bunyan: 

Lucy, the Pumle Cow. 
Lucy, the purple cow, was a champion producer and furnished 
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Paul's dairy products. She was contented so long as the grass was green, so 
in the winters Paul fitter her with green glasses to make the snow look like 
grass. 

The "Year of Two Winters" got so cold her milk turned to ice 
cream before it hit the pail. That was the winter Paul invented the double, 
deck ice cream cone. 

The Troublesome Mosquitoes. 
Mosquitoes were a problem to the loggers. The men fought them 

off with pike poles and axes. Paul brought in big bees to destroy them, but 
they inter,married and became worse. Their craving for sweets caused 
them to swarm a fleet of ships bringing sugar to Paul's camp. They ate so 
much they couldn't fly, and drowned in Lake Superior. Paul saved two of 
the mosquitoes, which he used for drilling holes in maple trees. 

Paul's Trained Ants. 
When Paul was short of help he trained some enormous ants to do 

all kinds of logging work. They weighed over 2,000 pounds and ate 
nothing but best imported Swedish snuff. The ants did the work of 50 
ordinary men. In the winter Paul had them fitted with warm mackinaws to 
keep them from hibernating. 

Paul's Giant Pipe. 
During the slack season, Paul's men made him a pipe. This wasn't 

easy. They had to select a special giant hickory tree and haul it in on two 
flatcars so they could work on it. In the early days Paul's smoking never 
bothered anyone, but in later years he started blowing smoke west to keep 
his forest air fresh. This is what caused the smogs on the West Coast. 

The Round River. 
One time Paul's men started the logs down a new river, which they 

had never seen before. 
They began to notice that they were seeing familiar places over and 

over again and then finally realized that they were on a the Round River 
which went round and round and had no end. 

Paul knew that this was a bad thing so he shoveled out the center 
of the river and made it into a big lake, which is now known as Round 

Lake. 

The Pancake Griddle. 
Paul's axemen ate so many flapjacks they couldn't supply the 
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demand. Ole, the Blacksmith, made a griddle so large you couldn't see 
across it when the smoke was thick. Sourdough Sam had fifty men with 
pork rinds tied to their feet skating around the griddle to grease it. The 
batter was mixed in large barrels and it took a string cook just to turn the 
flapjacks let alone get them to the table. 

Other assorted stories. 

In the winter Paul and the boys walked all the way to Walker to 
feast at the big Eel Pout Festival on Leach Lake. 

Paul dug iron ore to make his ax heads and new shoes for Babe, 
which was the start of the Mesabi Range. 

Paul often used Lake Superior as his private bathtub. He scrubbed 
his back with Norway Pines. Many years ago Millacswinnibigoshishleech 
was one big lake, but Paul divided it into 3 big lakes. 

When Paul was born in Bemidji, the lake was of considerably 
different shape. But Paul got hungry once and he thought that it tock too 
long to make his bottle, so he slammed his foot down and altered the 
shape of Lake Bemidji. Even now it looks like his right footprint. 

The "Year of Two Winter" was also called "The Winter of Blue 
Snow" and was the hardest winter the world has ever seen, It snowed for 
40 days and 40 nights. Men turned blue from the cold, and so did Babe! 

The blue snow finally melted in the spring and filled many lakes in 
the woods. To this day, many of the beautiful lakes in the woods are still 
colored blue from the "Winter of the Blue Snow". The Indians called the 
country "Land of the Sky Blue Water." 

When Paul began writing his life story paper mills had to be built 
all over Minnesota to supply him with writing paper. 

Paul washed and rinsed his red shirts in two large lakes and for 
many years the dye colored the water. He called them the Red Lakes. 

Paul would always wave goodbye slowly or the wind caused by the 
motion of his hand could start dust storms all over Minnesota. 

A single file of sheep, stretching from Iowa to Canada was required 
to make one of Paul's wool shirts. 
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Every maple tree in Minnesota was tapped for Paul's daily supply of 
pancake syrup. 

Paul built the Continental Divide making the water run north 
instead of south, supplying the logging camps near the Canadian border. 

Paul caught a fish so big the fish scales were used as dishes by all of 
the lumber camps in Minnesota. 

One day Paul started to sneeze. Before he was able to stop he had 
cleared so much land that Red River Valley was created. 

At night Paul would hang his pocket watch on the strongest 
Norway pine tree. 

Babe could pull the entire lumber camp to a new location in one 
afternoon! 

The whistling of the loon was the only sound loud enough to wake 
Paul from a sound sleep. 

Paul planted the fist wild rice in Minnesota lakes. 

When Paul Bunyan had cut down all the trees in the Red River 
country, he went into the north woods of northern Minnesota. It was the 
largest forest in the world. The Indians said the trees were so large it took 
all afternoon to walk around one. 
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Appendix B: 

Pictures of existing campus buildings. All photos by author, taken 
on August 18, 1999. 
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View of south end of campus from 
top of Tamarack Hall. 

View of Diamond Point Park from 
top of Tamarack Hall. 

Chet Anderson Stadium. 
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From Between Stanford Hall and the A. 
C. Clark Library, facing east. 

From between Sartgast Hall of Science 
and the Lower Hobson Memorial Student 
Union, looking east 

Looking south from Upper Union to 
Sartgast Hall of Science. 

Looking across southeast across the north 
quadrangle toward the Lower Union. 
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Looking Northeast across the North 
Quadrangle toward Hagg,Sauer Hall. 

Hagg,Sauer Hall from Northwest. 

East side of New A. C. C lark Library. 

Entrance of New A. C. Clark Library. 
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West entrance of Memorial Hall. 

South view of Memorial Hall. 

Southeast view of the David Park House 
from Memorial Hall. 

Southwest entrance of Education/Art 
Building. 
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