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:: Chipboard and Basswood Model & Sections of Samé Polytechnic, Tanzania :: *Collaborated with Graduate Studio from Design to Final Presentation
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SITE PLAN LEGEND
1  College Administration Offi ces
2  Library
3  Central Computer Labs
4  Central Classrooms
5  Auditorium / Amphitheater
6  Student Dormitories
7  Temporary Staff Housing
8  International Volunteer Housing
9  Dining Hall / Student Center
10   Recreation Facilities
11  Water Treatment Facilities
12   Constructed Wetlands
13   Parking

SCHOOLS
A Agriculture, Food, and Environmental Sciences
B Building Sciences and Construction Technologies
C Education
D Business Management
E Tourism and Hospitality
F Automotive and Mechanical Technology
G Social Studies
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Vumari Polytechnic College
SAME, TANZANIA

COURTYARDS
The emphasis of the design surrounds the fractal weave patterns 
found in the beading of the Masai necklaces. At a global scale 
this pattern can be seen represented by the campus organization 
and passages. This weave continues to be represented at a more 
detailed level in the courtyards. Each courtyard presents a unique 
fractal experience weaving into the overal scheme, from the “wa-
ter courtyard”, to the “central courtyard” and the “node court-
yard”. This variety creates unique repeatable environments that 
can be utilized through the campus.
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:: Initial Rendered Site Plan, Courtyard Details, & Diagrams of Samé Polytechnic, Tanzania ::
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:: Site Rendering, Adjusted Site Plan & Energy Diagram of Samé Polytechnic, Tanzania ::
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:: Adjusted Detail Rendering, Water Treatment Sections & Social Space Diagram of Samé Polytechnic, Tanzania ::





:: Final Residential Rendering & Passive Systems Diagrams of Samé Polytechnic, Tanzania ::
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In the second phase, the first permanent campus facilities and infrastructure will open, 
accommodating up to 300 full-time students in the School of Agriculture, Food, and Earth 
Sciences (SAFES) and the School of Building Science and Construction Technology 
(SBSCT). 

The third phase will expand the campus to include the School of Education, the School of 
Business Management, and the School of Automotive and Mechanical Technology. It will bring 
the residential capacity to 600 full-time students.

The fourth phase will expand the campus further to include the School of Tourism and 
Hospitality and the School of Social Studies. It will bring the residential capacity to 900 
full-time students.

The fifth and final phase will expand residential facilities to bring the campus to the full planned 
capacity of 1,200 full-time students.

All proposed materials are locally available or can be procured on site.

For shading devices, local materials to be used as innovative material use.

Following principles are monitored through material selection criteria:
  Manufacturing process
  Durability and honesty
  Local availability and transport
  Low Carbon Materials/ Environmental impacts of material use
  Fit the color palette

Main Entrance

Classrooms Residential Buildings

Central Landmark

Samé Polytechnic College Masterplan
Samé, Tanzania

Campus Arial View

Open fl oor plans were designed to promote cross ventila-
tion.

All buildings were designed to have openings in exterior 
walls due to unpredictable winds and desired ventilation 
area of at least 5% of gross fl oor area.

Ceilng Fans are used throughout campus to help facilitate 
or supplement natural ventilation.

High outlets for hot air to 
relase. Outlets are larger 
than inlets and spaced 
far apart.

Low vents capture cool air. 
Vents allow air fl ow and 
protect from debris.

Insulated or Double Skin Roof. 

PASSIVE DESIGN GOALS:  1. Prevent Heat Gain  2. Provide Cooling

Vertical windows 
allow daylighting 
without direct heat 
gain

Vertical and Horizontal Shading 
designed based on Sun path and 
angles of average hottest day, 
Feb. 2nd.

Rock Stores/Labrynth produces 
cool air to diffuse into building

Mass acts as thermal 
sink storing heat during 
day and releasing at 
night

Shading elements 
designed to not 
obstruct views

12:00

13:30

16:30

Sun Angles for Average Hottest Day

Circulation

Design Meeting with Arup

Water Systems
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The third phase will expand the campus to include the School of Education, the School of 
Business Management, and the School of Automotive and Mechanical Technology. It will bring 
the residential capacity to 600 full-time students.

The fourth phase will expand the campus further to include the School of Tourism and 
Hospitality and the School of Social Studies. It will bring the residential capacity to 900 
full-time students.

The fifth and final phase will expand residential facilities to bring the campus to the full planned 
capacity of 1,200 full-time students.

All proposed materials are locally available or can be procured on site.

For shading devices, local materials to be used as innovative material use.

Following principles are monitored through material selection criteria:
  Manufacturing process
  Durability and honesty
  Local availability and transport
  Low Carbon Materials/ Environmental impacts of material use
  Fit the color palette

Main Entrance

Classrooms Residential Buildings

Central Landmark

Samé Polytechnic College Masterplan
Samé, Tanzania

Campus Arial View

Open fl oor plans were designed to promote cross ventila-
tion.

All buildings were designed to have openings in exterior 
walls due to unpredictable winds and desired ventilation 
area of at least 5% of gross fl oor area.

Ceilng Fans are used throughout campus to help facilitate 
or supplement natural ventilation.

High outlets for hot air to 
relase. Outlets are larger 
than inlets and spaced 
far apart.

Low vents capture cool air. 
Vents allow air fl ow and 
protect from debris.

Insulated or Double Skin Roof. 

PASSIVE DESIGN GOALS:  1. Prevent Heat Gain  2. Provide Cooling

Vertical windows 
allow daylighting 
without direct heat 
gain

Vertical and Horizontal Shading 
designed based on Sun path and 
angles of average hottest day, 
Feb. 2nd.

Rock Stores/Labrynth produces 
cool air to diffuse into building

Mass acts as thermal 
sink storing heat during 
day and releasing at 
night

Shading elements 
designed to not 
obstruct views

12:00

13:30

16:30

Sun Angles for Average Hottest Day

Circulation

Design Meeting with Arup

Water Systems

:: Final Entrance Rendering & Energy Use Diagrams of Samé Polytechnic, Tanzania ::
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:: Chipboard Model & AutoCAD Plan of Community Housing in Armory Square :: *Collaborated with Ian Nicholson from Design to Final PresentationPlinth Level (+14’) @ 1/8”=1’
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:: Revit Architecture Unit Plans & Concept of Community Housing in Armory Square :: 





:: Basswood Model & Revit Architecture Sections of Community Housing in Armory Square :: 
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:: Façade Model & Revit Architecture & InDesign Details of Community Housing in Armory Square :: 
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:: Light Study & Revit Architecture Façade of Community Housing in Armory Square ::

CommunityHousinginArmorySquare
CHiAS

Danton Spina || Ian Nicholson

Street Level (+0’) @ 1/8”=1’

W. Fayette St. elevation @ 1/8”=1’
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Pub

Retail Retail Retail Retail Retail Retail Retail

Office Office Office Office Office Office Office
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:: Sketchup and Photoshop Rendering & Aerial Rendering of The Ragdale Ring, Lake Forest, IL :: *Collaborated with WhAT for Submission
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Covered Seating for 50
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:: Sketchup and Photoshop Rendering & Illustrator Concept Diagrams of The Ragdale Ring, Lake Forest, IL ::





:: Sketchup and Photoshop Crate Renderings of The Ragdale Ring, Lake Forest, IL ::





:: Daytime Sketchup and Photoshop Theater Renderings of The Ragdale Ring, Lake Forest, IL ::



{STAGE(S) OF TRANSITION}



:: Illustrator Diagrams and Site Analysis of Stage(s) of Transition :: 

Stage(s) of Transition
Extending & Blurring Thresholds in American Theater through the use of Theatricality

Danton Spina
2009 - 2010
Thesis Advisors: A. French & J. Yoder
Thesis Submitted 11-11-09

Theatricality in Transition

Syracuse University School of Architecture

Danton Spina
2009 - 2010

Thesis Advisors: A. French & J. Yoder
Thesis Submitted 11-11-09

Syracuse University School of Architecture

Theatricality in Transition

9

The Plot - Choosing a site while creating a story

South Street, Philadelphia is the ideal site for this project because there is the cast of 
characters already exist on the street corners and in the shops. Adding a theater can help 
develop the site beyond it’s current state.  etc. etc. 

10
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A: Greater Philadelphia Area B: Downtown Philadelphia

I contend that the audience needs to be able to transition into a theater space through a lively and dramatic urban and 

C: General Sites, Broad Street and South Street

A: Greater Philadelphia Area B: Downtown Philadelphia

C: General Sites of Study: Broad Street and South Street

B

C

A: Greater Philadelphia Area B: Downtown Philadelphia

I contend that the audience needs to be able to transition into a theater space through a lively and dramatic urban and 

C: General Sites, Broad Street and South Street

B

C

A: Greater Philadelphia Area B: Downtown Philadelphia

I contend that the audience needs to be able to transition into a theater space through a lively and dramatic urban and 

C: General Sites, Broad Street and South Street

Act 1:  The Site
Scene 1: The Plot

14

Many contemporary theaters in the U.S. compel the audience members to go from a public, “real” world into a private “unreal” world with little or no 
distinction between those two realms. Venues such as Garnier’s Opera House, or the National Grand Theater of China by Paul Andreu, allow the audience more of a 
chance to connect with the performance they are attending through the architecture and spatial experience. 

Therefore I contend that the audience needs to be able to transition into a theater space through a lively and dramatic urban and cultural context and with the help 
of procession, materiality and ornament.

I am aware that these elements are all distinct discourses, but I argue that theatricality is composed of all of these discourses and as such they all must 
be investigated. Theatricality is not only Spectacle. It may suggest spectacle but it is not spectacle in and of itself. Spectacle is an event, moment, or space of 
enormous cultural significance and not observed on a regular basis. Theatricality can be observed on a smaller scale and more frequently. Technically, I define 
theatricality and dramatic as follows:

Theatricality (n): 
1. Suggestive of theater or of acting, artificiality, or spectacle.
2. Marked by exaggerated self-display and unnatural behavior.
3. Spatially denoted by high levels of ornamentation which are often exaggerated; extremely detailed material use which often coincides with a 
performance; condensed spatial sequence and/or a highly developed procession into a theater

Dramatic (adj):
1. Characteristic of live performance, esp. involving conflict or contrast; vivid; moving.
2. Highly effective; striking, shocking, exaggerated.

The National Grand Theatre of China by Paul Andreu is theatrical in its idea of procession that allows the audience time and space to prepare for the show. 
However, I imagine that this space could also be used as a gallery which would have elements from the show in the space, allowing the audience to become even 
more connected to the performance. Teatro Olimpico by Palladio, with the set by Vincenzo Scamozzi, takes the real world and places it in a forced perspective 
onstage. The stage mimics the life outside the theater, but I propose that the life outside the theater should mimic the stage as well.

The Set for Mystere de la Passion built in Lucerne in 1853 and set at the Piran Round near Perranzabuloc essentially brings the life of reality to a performance 
space to be viewed. It overlaps the concepts of the Teatro Olimpico with its own inverse, that being the stage interacting with the life outside the theater. Also, 
Renzo Piano’s Niccolo Paganni Auditorium in Parma, Italy essentially forces the set to fit in the building, but I argue that the set should inform the building much 
more. It should not be simply “fit in.” There should be a clear relationship between the stage and the set, the theater, the theater lobby and entry space, and the 
exterior of the theater, which is the urban context. 

In the city of Philadelphia, most of the theaters are lumped together in an “arts” strip on South Broad Street that, despite cultural potential, results in the 
surrounding streets and sidewalks only being populated either just before or shortly after performances. Many people do not remain in the area and often go back 
to their cars and back home without engaging the city. 

I argue that rather than being arranged in a row for high society to enjoy when it wishes, theaters should instead be integrated into an inherently theatrical 
or dramatic space for its audience to feel integrated into the urban fabric. The theater should accommodate its audience. The life on South Street in Philadelphia, 
between 2nd and 6th streets is extremely vibrant and would act as a catalyst for visitors to engage whichever performance is occurring. There is a culturally and 
socially diverse established atmosphere that can inherently act as the first aid of one’s transition into a theater. 

The procession into the theater itself has dissolved to merely a box office and occasionally a grandiose staircase. The procession needs to be elongated, not 
solely physically, but experientially because the audience needs time to become engaged with the upcoming performance. The barrier between what is real and 
what is a set piece needs to be removed and the worlds of reality and of performance need to overlap more. (Diagram A)

Theater also has a history of key material and ornament usage since its origins and it has evolved greatly over the years peaking with the baroque theater. I 
wish to understand and critically evaluate the use of materials and ornament and interpret that information in a way that allows me to incorporate those concepts 
to best assist in the audience’s transition into the theater. 

Ultimately, by using theatricality, as I define it, in the process of designing a theater or performing arts space the building will be most successful at allowing 
the audience to best immerse themselves in the atmosphere of the show. 

In the immediate future, I plan to visit and document both the existing “theater” row in Philadelphia at a variety of times both during the day and night, 
specifically observing how patrons enter the different theaters. I also plan to document the existing conditions of South Street in the same way, while trying to 
locate an ideal spot for the project. This is one of the quickest ways to truly see if my assumption is accurate. If it is not, then I must reconsider the location of my 
site.

My research shall manifest not only in the form of a theater in Philadelphia, but also portions of the research can be tested with the design of a set to actually 
be constructed in April for a musical production which I have written I believe I can use the set for this show in collaboration with additional set pieces throughout 
the campus to blur the line between reality and performance and also use key materials to emphasize the message of the show while building a relationship 
between the performers and the audience. I may be able to test the success of this set and a portion of the thesis by surveying the audience about their experience. 

Gideon, Sigfried. Architecture and the Phenomena of Transition: The Three Space Conceptions in Architecture. Cambridge, MA: Harvard University Press, 1971. Print.
- This text provides a great deal of material about the history of theaters and transition in the sense of transition between time periods. It is a relevant 
understanding of how the general architectural thoughts differed during different time periods and then how that relates to theater.

Heathcote, Edwin. Cinema Builders. New York, NY: Wiley-Academy, 2001. Print.
- The text provides comparative material between theaters for live performance and lives for film. By having this information, I can best distinguish what makes 
live performance theaters specifically theatrical. 

Fentress, Curt. “Designing Public Space: Process/Concept/Ideas.” Fentress Bradburn Architects: Museums and Theaters. New York, NY: Edizioni Press, Inc, 2003. 
Print..
- As some of my exploration will involve understanding the public space around my site, this specific article contains a concise and clear explanation of designing 
public space, specifically around theaters. 

Kliment, Stephen A, ed. Building Types Basics for Performing Arts Facilities. Hoboken, NJ: John Wiley & Sons, Inc, 2006. Print.
- As in the title, the goes over the basics of the design of theater itself in not only a visual way but also clearly explains the design elements in text. 

Aronson, Arnold. Architect of Dreams: The Theatrical Vision of Joseph Urban. New York, NY: Miriam and Ira D. Wallach Art Gallery, Columbia University, 2000. Print.
- This text analyzes theater spaces metaphorically in terms of vision and what makes theater design unique. It also explores the vague definition of “theatricality” 
and how to redefine that term

Leacroft, Richard, and Helen Leacroft.. Theatre and Playhouse: An Illustrated Survey of Theatre Building from Ancient Greece to the Present Day. New York, NY: 
Methuen, 1984. Print
- This text primarily serves as a visual historic guide to the design of theaters since the ancient Greeks. 

Guthrie, Tyrone, Richard Southern, Sean Kenny, Christopher Stevens, Hugh Hunt, and John English. Actor and Architect. Manchester, UK: University of Manchester, 
1964. Print.
- This book discusses the life around theater and performing arts. How that life, the life of the actor, and the life of the architect are all affected by the theater. 

Hammond, Michael. Performing Architecture: Opera Houses, Theaters and Concert Halls for the Twenty-First Century. New York, NY: Merrell Publishers Limited, 2006. 
Print. 
- This text shows examples of performance spaces that either use materiality and/or ornament in a transitional way or is integrated into an inherently dramatic 
place. Primarily, I find the National Grand Theatre of China by Paul Andreu to be especially theatrical in its transition for the audience. 
 
Davis, Tracy, ed. and Thomas Postlewait, ed. Theatricality. New York, NY: Cambridge University Press, 2003. Print.
- Trying to define Theatricality

Morrison, Craig. Theaters. New York, NY: W.W. Norton & Company, Inc. , 2006. Print. 
- Contains precedents specifically relevant to the U.S.

Hardy Holzman Pfeiffer Associates. Theaters. New York, NY: Back Stage Books, 2003. Print.
- Contains precedents dealing with transition

Rockwell, David, and Bruce Mau. Spectacle. New York, NY: Phaidon Press, 2007. Print.
- To emphasize the difference between spectacle and theatricality.

Venturi, Robert, and Denise Scott-Brown. Learning from Las Vegas. Cambridge, MA: Massachusetts Institute of Technology, 1977. Print.
- As a case study on how one goes about researching a concept such as mine.

Brownell, Blaine, ed. Transmaterial. New York, NY: Princeton Architectural Press, 2006. Print.
- A catalog for material reference.

Brownell, Blaine, ed. Transmaterial 2. New York, NY: Princeton Architectural Press, 2008. Print.
- A catalog for material reference.
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cultural context and with the help of procession, materiality and ornament.
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cultural context and with the help of procession, materiality and ornament.
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Hypar Restaurant - Diller Scofidio + Renfro

The theatrical concept drawn from this project was visibility. 
At multiple locations in this project, one can both be viewed 
and view. At times however the visibility is obscured. It some 
cases, it is more about being viewed and less about viewing. 
The overlap in these ideas of visibility is on that is inherent in 
the type of performing arts space I wish to generate.

Busan Cinema Center - COOP HIMMELb(l)au

“Media, technology, entertainment and leisure are 
merged in an open-architecture of changeable and tailored 
event experiences. The result is a responsive and changing 
space of flows acting as an urban catalyst for cultural exchange 
and transformation.”*

45*http://www.coop-himmelblau.at/
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This space has a sequence of procession worthy of courty
society and such notions of transition should return to theater 
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Many contemporary theaters in the U.S. compel the audience members to go from a public, “real” world into a private “unreal” world with little or no 
distinction between those two realms. Venues such as Garnier’s Opera House, or the National Grand Theater of China by Paul Andreu, allow the audience more of a 
chance to connect with the performance they are attending through the architecture and spatial experience. 

Therefore I contend that the audience needs to be able to transition into a theater space through a lively and dramatic urban and cultural context and with the help 
of procession, materiality and ornament.

I am aware that these elements are all distinct discourses, but I argue that theatricality is composed of all of these discourses and as such they all must 
be investigated. Theatricality is not only Spectacle. It may suggest spectacle but it is not spectacle in and of itself. Spectacle is an event, moment, or space of 
enormous cultural significance and not observed on a regular basis. Theatricality can be observed on a smaller scale and more frequently. Technically, I define 
theatricality and dramatic as follows:

Theatricality (n): 
1. Suggestive of theater or of acting, artificiality, or spectacle.
2. Marked by exaggerated self-display and unnatural behavior.
3. Spatially denoted by high levels of ornamentation which are often exaggerated; extremely detailed material use which often coincides with a 
performance; condensed spatial sequence and/or a highly developed procession into a theater

Dramatic (adj):
1. Characteristic of live performance, esp. involving conflict or contrast; vivid; moving.
2. Highly effective; striking, shocking, exaggerated.

The National Grand Theatre of China by Paul Andreu is theatrical in its idea of procession that allows the audience time and space to prepare for the show. 
However, I imagine that this space could also be used as a gallery which would have elements from the show in the space, allowing the audience to become even 
more connected to the performance. Teatro Olimpico by Palladio, with the set by Vincenzo Scamozzi, takes the real world and places it in a forced perspective 
onstage. The stage mimics the life outside the theater, but I propose that the life outside the theater should mimic the stage as well.

The Set for Mystere de la Passion built in Lucerne in 1853 and set at the Piran Round near Perranzabuloc essentially brings the life of reality to a performance 
space to be viewed. It overlaps the concepts of the Teatro Olimpico with its own inverse, that being the stage interacting with the life outside the theater. Also, 
Renzo Piano’s Niccolo Paganni Auditorium in Parma, Italy essentially forces the set to fit in the building, but I argue that the set should inform the building much 
more. It should not be simply “fit in.” There should be a clear relationship between the stage and the set, the theater, the theater lobby and entry space, and the 
exterior of the theater, which is the urban context. 

In the city of Philadelphia, most of the theaters are lumped together in an “arts” strip on South Broad Street that, despite cultural potential, results in the 
surrounding streets and sidewalks only being populated either just before or shortly after performances. Many people do not remain in the area and often go back 
to their cars and back home without engaging the city. 

I argue that rather than being arranged in a row for high society to enjoy when it wishes, theaters should instead be integrated into an inherently theatrical 
or dramatic space for its audience to feel integrated into the urban fabric. The theater should accommodate its audience. The life on South Street in Philadelphia, 
between 2nd and 6th streets is extremely vibrant and would act as a catalyst for visitors to engage whichever performance is occurring. There is a culturally and 
socially diverse established atmosphere that can inherently act as the first aid of one’s transition into a theater. 

The procession into the theater itself has dissolved to merely a box office and occasionally a grandiose staircase. The procession needs to be elongated, not 
solely physically, but experientially because the audience needs time to become engaged with the upcoming performance. The barrier between what is real and 
what is a set piece needs to be removed and the worlds of reality and of performance need to overlap more. (Diagram A)

Theater also has a history of key material and ornament usage since its origins and it has evolved greatly over the years peaking with the baroque theater. I 
wish to understand and critically evaluate the use of materials and ornament and interpret that information in a way that allows me to incorporate those concepts 
to best assist in the audience’s transition into the theater. 

Ultimately, by using theatricality, as I define it, in the process of designing a theater or performing arts space the building will be most successful at allowing 
the audience to best immerse themselves in the atmosphere of the show. 

In the immediate future, I plan to visit and document both the existing “theater” row in Philadelphia at a variety of times both during the day and night, 
specifically observing how patrons enter the different theaters. I also plan to document the existing conditions of South Street in the same way, while trying to 
locate an ideal spot for the project. This is one of the quickest ways to truly see if my assumption is accurate. If it is not, then I must reconsider the location of my 
site.

My research shall manifest not only in the form of a theater in Philadelphia, but also portions of the research can be tested with the design of a set to actually 
be constructed in April for a musical production which I have written I believe I can use the set for this show in collaboration with additional set pieces throughout 
the campus to blur the line between reality and performance and also use key materials to emphasize the message of the show while building a relationship 
between the performers and the audience. I may be able to test the success of this set and a portion of the thesis by surveying the audience about their experience. 

Gideon, Sigfried. Architecture and the Phenomena of Transition: The Three Space Conceptions in Architecture. Cambridge, MA: Harvard University Press, 1971. Print.
- This text provides a great deal of material about the history of theaters and transition in the sense of transition between time periods. It is a relevant 
understanding of how the general architectural thoughts differed during different time periods and then how that relates to theater.

Heathcote, Edwin. Cinema Builders. New York, NY: Wiley-Academy, 2001. Print.
- The text provides comparative material between theaters for live performance and lives for film. By having this information, I can best distinguish what makes 
live performance theaters specifically theatrical. 

Fentress, Curt. “Designing Public Space: Process/Concept/Ideas.” Fentress Bradburn Architects: Museums and Theaters. New York, NY: Edizioni Press, Inc, 2003. 
Print..
- As some of my exploration will involve understanding the public space around my site, this specific article contains a concise and clear explanation of designing 
public space, specifically around theaters. 

Kliment, Stephen A, ed. Building Types Basics for Performing Arts Facilities. Hoboken, NJ: John Wiley & Sons, Inc, 2006. Print.
- As in the title, the goes over the basics of the design of theater itself in not only a visual way but also clearly explains the design elements in text. 

Aronson, Arnold. Architect of Dreams: The Theatrical Vision of Joseph Urban. New York, NY: Miriam and Ira D. Wallach Art Gallery, Columbia University, 2000. Print.
- This text analyzes theater spaces metaphorically in terms of vision and what makes theater design unique. It also explores the vague definition of “theatricality” 
and how to redefine that term

Leacroft, Richard, and Helen Leacroft.. Theatre and Playhouse: An Illustrated Survey of Theatre Building from Ancient Greece to the Present Day. New York, NY: 
Methuen, 1984. Print
- This text primarily serves as a visual historic guide to the design of theaters since the ancient Greeks. 

Guthrie, Tyrone, Richard Southern, Sean Kenny, Christopher Stevens, Hugh Hunt, and John English. Actor and Architect. Manchester, UK: University of Manchester, 
1964. Print.
- This book discusses the life around theater and performing arts. How that life, the life of the actor, and the life of the architect are all affected by the theater. 

Hammond, Michael. Performing Architecture: Opera Houses, Theaters and Concert Halls for the Twenty-First Century. New York, NY: Merrell Publishers Limited, 2006. 
Print. 
- This text shows examples of performance spaces that either use materiality and/or ornament in a transitional way or is integrated into an inherently dramatic 
place. Primarily, I find the National Grand Theatre of China by Paul Andreu to be especially theatrical in its transition for the audience. 
 
Davis, Tracy, ed. and Thomas Postlewait, ed. Theatricality. New York, NY: Cambridge University Press, 2003. Print.
- Trying to define Theatricality

Morrison, Craig. Theaters. New York, NY: W.W. Norton & Company, Inc. , 2006. Print. 
- Contains precedents specifically relevant to the U.S.

Hardy Holzman Pfeiffer Associates. Theaters. New York, NY: Back Stage Books, 2003. Print.
- Contains precedents dealing with transition

Rockwell, David, and Bruce Mau. Spectacle. New York, NY: Phaidon Press, 2007. Print.
- To emphasize the difference between spectacle and theatricality.

Venturi, Robert, and Denise Scott-Brown. Learning from Las Vegas. Cambridge, MA: Massachusetts Institute of Technology, 1977. Print.
- As a case study on how one goes about researching a concept such as mine.

Brownell, Blaine, ed. Transmaterial. New York, NY: Princeton Architectural Press, 2006. Print.
- A catalog for material reference.

Brownell, Blaine, ed. Transmaterial 2. New York, NY: Princeton Architectural Press, 2008. Print.
- A catalog for material reference.
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Hypar Restaurant - Diller Scofidio + Renfro

The theatrical concept drawn from this project was visibility. 
At multiple locations in this project, one can both be viewed 
and view. At times however the visibility is obscured. It some 
cases, it is more about being viewed and less about viewing. 
The overlap in these ideas of visibility is on that is inherent in 
the type of performing arts space I wish to generate.

Busan Cinema Center - COOP HIMMELb(l)au

“Media, technology, entertainment and leisure are 
merged in an open-architecture of changeable and tailored 
event experiences. The result is a responsive and changing 
space of flows acting as an urban catalyst for cultural exchange 
and transformation.”*

45*http://www.coop-himmelblau.at/

Paris Opera House - Charles Garnier

This space has a sequence of procession worthy of courty
society and such notions of transition should return to theater 
design with a contemporary twist. 53
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Busan Cinema Center - COOP HIMMELb(l)au

Hypar Restaurant - Dillar Scofidio + Renfro

Opéra de Paris - Charles Garneir
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Many contemporary theaters in the U.S. compel the audience members to go from a public, “real” world into a private “unreal” world with little or no 
distinction between those two realms. Venues such as Garnier’s Opera House, or the National Grand Theater of China by Paul Andreu, allow the audience more of a 
chance to connect with the performance they are attending through the architecture and spatial experience. 

Therefore I contend that the audience needs to be able to transition into a theater space through a lively and dramatic urban and cultural context and with the help 
of procession, materiality and ornament.

I am aware that these elements are all distinct discourses, but I argue that theatricality is composed of all of these discourses and as such they all must 
be investigated. Theatricality is not only Spectacle. It may suggest spectacle but it is not spectacle in and of itself. Spectacle is an event, moment, or space of 
enormous cultural significance and not observed on a regular basis. Theatricality can be observed on a smaller scale and more frequently. Technically, I define 
theatricality and dramatic as follows:

Theatricality (n): 
1. Suggestive of theater or of acting, artificiality, or spectacle.
2. Marked by exaggerated self-display and unnatural behavior.
3. Spatially denoted by high levels of ornamentation which are often exaggerated; extremely detailed material use which often coincides with a 
performance; condensed spatial sequence and/or a highly developed procession into a theater

Dramatic (adj):
1. Characteristic of live performance, esp. involving conflict or contrast; vivid; moving.
2. Highly effective; striking, shocking, exaggerated.

The National Grand Theatre of China by Paul Andreu is theatrical in its idea of procession that allows the audience time and space to prepare for the show. 
However, I imagine that this space could also be used as a gallery which would have elements from the show in the space, allowing the audience to become even 
more connected to the performance. Teatro Olimpico by Palladio, with the set by Vincenzo Scamozzi, takes the real world and places it in a forced perspective 
onstage. The stage mimics the life outside the theater, but I propose that the life outside the theater should mimic the stage as well.

The Set for Mystere de la Passion built in Lucerne in 1853 and set at the Piran Round near Perranzabuloc essentially brings the life of reality to a performance 
space to be viewed. It overlaps the concepts of the Teatro Olimpico with its own inverse, that being the stage interacting with the life outside the theater. Also, 
Renzo Piano’s Niccolo Paganni Auditorium in Parma, Italy essentially forces the set to fit in the building, but I argue that the set should inform the building much 
more. It should not be simply “fit in.” There should be a clear relationship between the stage and the set, the theater, the theater lobby and entry space, and the 
exterior of the theater, which is the urban context. 

In the city of Philadelphia, most of the theaters are lumped together in an “arts” strip on South Broad Street that, despite cultural potential, results in the 
surrounding streets and sidewalks only being populated either just before or shortly after performances. Many people do not remain in the area and often go back 
to their cars and back home without engaging the city. 

I argue that rather than being arranged in a row for high society to enjoy when it wishes, theaters should instead be integrated into an inherently theatrical 
or dramatic space for its audience to feel integrated into the urban fabric. The theater should accommodate its audience. The life on South Street in Philadelphia, 
between 2nd and 6th streets is extremely vibrant and would act as a catalyst for visitors to engage whichever performance is occurring. There is a culturally and 
socially diverse established atmosphere that can inherently act as the first aid of one’s transition into a theater. 

The procession into the theater itself has dissolved to merely a box office and occasionally a grandiose staircase. The procession needs to be elongated, not 
solely physically, but experientially because the audience needs time to become engaged with the upcoming performance. The barrier between what is real and 
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locate an ideal spot for the project. This is one of the quickest ways to truly see if my assumption is accurate. If it is not, then I must reconsider the location of my 
site.

My research shall manifest not only in the form of a theater in Philadelphia, but also portions of the research can be tested with the design of a set to actually 
be constructed in April for a musical production which I have written I believe I can use the set for this show in collaboration with additional set pieces throughout 
the campus to blur the line between reality and performance and also use key materials to emphasize the message of the show while building a relationship 
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Gideon, Sigfried. Architecture and the Phenomena of Transition: The Three Space Conceptions in Architecture. Cambridge, MA: Harvard University Press, 1971. Print.
- This text provides a great deal of material about the history of theaters and transition in the sense of transition between time periods. It is a relevant 
understanding of how the general architectural thoughts differed during different time periods and then how that relates to theater.

Heathcote, Edwin. Cinema Builders. New York, NY: Wiley-Academy, 2001. Print.
- The text provides comparative material between theaters for live performance and lives for film. By having this information, I can best distinguish what makes 
live performance theaters specifically theatrical. 

Fentress, Curt. “Designing Public Space: Process/Concept/Ideas.” Fentress Bradburn Architects: Museums and Theaters. New York, NY: Edizioni Press, Inc, 2003. 
Print..
- As some of my exploration will involve understanding the public space around my site, this specific article contains a concise and clear explanation of designing 
public space, specifically around theaters. 

Kliment, Stephen A, ed. Building Types Basics for Performing Arts Facilities. Hoboken, NJ: John Wiley & Sons, Inc, 2006. Print.
- As in the title, the goes over the basics of the design of theater itself in not only a visual way but also clearly explains the design elements in text. 

Aronson, Arnold. Architect of Dreams: The Theatrical Vision of Joseph Urban. New York, NY: Miriam and Ira D. Wallach Art Gallery, Columbia University, 2000. Print.
- This text analyzes theater spaces metaphorically in terms of vision and what makes theater design unique. It also explores the vague definition of “theatricality” 
and how to redefine that term

Leacroft, Richard, and Helen Leacroft.. Theatre and Playhouse: An Illustrated Survey of Theatre Building from Ancient Greece to the Present Day. New York, NY: 
Methuen, 1984. Print
- This text primarily serves as a visual historic guide to the design of theaters since the ancient Greeks. 

Guthrie, Tyrone, Richard Southern, Sean Kenny, Christopher Stevens, Hugh Hunt, and John English. Actor and Architect. Manchester, UK: University of Manchester, 
1964. Print.
- This book discusses the life around theater and performing arts. How that life, the life of the actor, and the life of the architect are all affected by the theater. 

Hammond, Michael. Performing Architecture: Opera Houses, Theaters and Concert Halls for the Twenty-First Century. New York, NY: Merrell Publishers Limited, 2006. 
Print. 
- This text shows examples of performance spaces that either use materiality and/or ornament in a transitional way or is integrated into an inherently dramatic 
place. Primarily, I find the National Grand Theatre of China by Paul Andreu to be especially theatrical in its transition for the audience. 
 
Davis, Tracy, ed. and Thomas Postlewait, ed. Theatricality. New York, NY: Cambridge University Press, 2003. Print.
- Trying to define Theatricality

Morrison, Craig. Theaters. New York, NY: W.W. Norton & Company, Inc. , 2006. Print. 
- Contains precedents specifically relevant to the U.S.

Hardy Holzman Pfeiffer Associates. Theaters. New York, NY: Back Stage Books, 2003. Print.
- Contains precedents dealing with transition

Rockwell, David, and Bruce Mau. Spectacle. New York, NY: Phaidon Press, 2007. Print.
- To emphasize the difference between spectacle and theatricality.

Venturi, Robert, and Denise Scott-Brown. Learning from Las Vegas. Cambridge, MA: Massachusetts Institute of Technology, 1977. Print.
- As a case study on how one goes about researching a concept such as mine.

Brownell, Blaine, ed. Transmaterial. New York, NY: Princeton Architectural Press, 2006. Print.
- A catalog for material reference.

Brownell, Blaine, ed. Transmaterial 2. New York, NY: Princeton Architectural Press, 2008. Print.
- A catalog for material reference.

cultural context and with the help of procession, materiality and ornament.
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23

Initially, the site was viewed simply in terms of the maximum potential volume that could fill 
it. But how, at least in a generic sense, can one begin to break down this space?

25

This new proposal would involve shifting the percentages around giving more space to the 
Lobby/Entry and less to the remaining areas.

*Venues analyzed include Garnier Opera House, Kimmel Performing Arts Center, The Living Arts Theater, The Walnut Street The-
ater, Hedgerow Theater, F. Loren Winship Drama Building,  The New York State Theater at Lincoln Center, Santa Clara Convention 
Center, The Castle Theater at Maui Arts & Cultural Center, & Union Theater of New Orleans. 24

After analyzing 10 performance spaces* in terms of 4 primary programmatic elements, an 
average percentage of those spaces was deduced. Those four elements were Lobby/Entry, 
Stage, Audience, and Other/Storage/ Basic Facilities. This diagram depicts that percentage as 
potentially implemented on the chosen site.

26

However, the shift alone is not enough. How can the space change overlap more? How can 
these different parts become more integrated? The following diagrams attempt to answer 
those questions.

around performance spaces, the transition thresholds can be
Theatricality (n): 
1. Suggestive of theater or of acting, artificiality, or spectacle.
2. Marked by exaggerated self-display and unnatural behavior.
3. Spatially denoted by high levels of ornamentation which are often exaggerated and extremely detailed material use which 
often coincides with a performance; Also typically has a condensed spatial sequence and/or a highly developed procession into a 
theater

Dramatic (adj):
1. Characteristic of live performance, esp. involving conflict or contrast; vivid; moving.
2. Highly effective; striking, shocking, exaggerated.

Threshold (n):
1. A piece of wood or stone placed beneath a door; a doorsill.
2. An entrance or a doorway.
3. The point that must be exceeded to begin producing a given effect or result or to elicit a response: a low threshold of pain.
4. Any place or point of entering or beginning: the threshold of a new career.
5. Most importantly the point at which a stimulus is of sufficient intensity to begin to produce an effect: the threshold of
consciousness; a low threshold of pain, etc.

Transition (n):
1. Movement, passage, or change from one position, state, stage, subject, concept, etc., to another; change.
2. A passage from one scene to another by sound effects, music, etc., as in a television
program, theatrical production, or the like.

Mise en scène (n): 
1. The process of setting a stage, with regard to placement of actors, scenery, properties, etc.
2. The stage setting or scenery of a play.
3. Surroundings; environment.

Performer (n):
1. One who carries out; executes; does.
2. One who goes through or executes in the proper, customary, or established manner. 
3. One who fulfills a duty.
4. One who acts (a play, part, etc.), as on the stage, in movies, or on television.
5. One who renders life to a inanimate object or space.
6. One who accomplishs any action involving skill or ability before an audience.

Procession (n):
1. The act of moving along or proceeding in orderly succession or in a formal and ceremonious manner, as a line of people, 
animals, vehicles, etc.
2. The line or body of persons or things moving along in such a manner.
3. The act of coming forth from a source.

Proscenium (n):
1. The area of a modern theater that is located between the curtain and the orchestra.
2. The stage of an ancient theater, located between the background and the orchestra.

Interactivity (n):
1. The extent to which something is interactive.

Interactive (adj):
1. Connecting with a human user, often in a conversational way, to obtain data or commands and to give immediate results or 
updated information.
2. An object or a party that allows 2 groups to relate.

Interact (v):
1. To act one upon another through a means that is additional to the participating parties: E.g. Two familys interact using vid-
eo-messaging via the internet.

Spectacle (n):
an event, moment, or space of enormous cultural significance which is not observed on a regular basis. 

Program: Suspense:
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The Lobby/Entry space begins to extend onto the street. Here it is very rigid, but one could 
imagine a more fluid relationship between the pedestrians on the street and the space itself. 

28

This example shows a portion of the stage being moved to the front of the building and 
contained inside the Lobby/Entry portion.

29

Here. the Audience portion becomes more integrated with the Lobby/Entry space.

30

This option allows for a clear distinction between a front, public lobby/performance space 
with audience stage and lobby all as elements while the back portion can remain as a private 
independent theater venue.
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cultural context and with the help of procession, materiality and ornament.

N
U
M
B
E
R

O
F

P
E
O
P
L
E

TIME OF DAY

15

30

45

60

75

90

120

150

180

210

7:15am
-

8:25am

11:00am
-

12:40pm

3:15pm
-

4:50pm

7:00pm
-

8:20pm

10:30pm
-

11:55pm

240

Passing Two Barrier on Theater Side of the Street

Kimmel Center on Broad Street

Theater of Living Arts on South Street

N
U
M
B
E
R

O
F

P
E
O
P
L
E

TIME OF DAY

10

20

30

40

50

60

7:15am
-

8:25am

11:00am
-

12:40pm

3:15pm
-

4:50pm

7:00pm
-

8:20pm

10:30pm
-

11:55pm

Passing One Barrier on Theater Side of the Street

Kimmel Center on Broad Street

Theater of Living Arts on South Street

1/8” = 1’

Broad Street

South Street

1 5 10 20

13

By understanding the given sections of both study blocks, one can begin to understand the 
varying densities. Broad street is very much designed for vehicles. And though the sidewalks 
on Broad Street are nearly double the size of those on South Street, South Street sees more 
people. (See pages 14 & 15) Why is this important? Part of what makes a street theatrical is 
density. The more dense a street is the more suspense can built up. And when one finally finds 
a space that opens up, the release is greater and the feeling therefore much stronger.  (See dia-
grams on page 64)

cultural context and with the help of procession, materiality and ornament.
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2. One who goes through or executes in the proper, customary, or established manner. 
3. One who fulfills a duty.
4. One who acts (a play, part, etc.), as on the stage, in movies, or on television.
5. One who renders life to a inanimate object or space.
6. One who accomplishs any action involving skill or ability before an audience.

Procession (n):
1. The act of moving along or proceeding in orderly succession or in a formal and ceremonious manner, as a line of people, 
animals, vehicles, etc.
2. The line or body of persons or things moving along in such a manner.
3. The act of coming forth from a source.

Proscenium (n):
1. The area of a modern theater that is located between the curtain and the orchestra.
2. The stage of an ancient theater, located between the background and the orchestra.

Interactivity (n):
1. The extent to which something is interactive.

Interactive (adj):
1. Connecting with a human user, often in a conversational way, to obtain data or commands and to give immediate results or 
updated information.
2. An object or a party that allows 2 groups to relate.

Interact (v):
1. To act one upon another through a means that is additional to the participating parties: E.g. Two familys interact using vid-
eo-messaging via the internet.

Spectacle (n):
an event, moment, or space of enormous cultural significance which is not observed on a regular basis. 
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Many contemporary theaters in the U.S. compel the audience members to go from a public, “real” world into a private “unreal” world with little or no 
distinction between those two realms. Venues such as Garnier’s Opera House, or the National Grand Theater of China by Paul Andreu, allow the audience more of a 
chance to connect with the performance they are attending through the architecture and spatial experience. 

Therefore I contend that the audience needs to be able to transition into a theater space through a lively and dramatic urban and cultural context and with the help 
of procession, materiality and ornament.

I am aware that these elements are all distinct discourses, but I argue that theatricality is composed of all of these discourses and as such they all must 
be investigated. Theatricality is not only Spectacle. It may suggest spectacle but it is not spectacle in and of itself. Spectacle is an event, moment, or space of 
enormous cultural significance and not observed on a regular basis. Theatricality can be observed on a smaller scale and more frequently. Technically, I define 
theatricality and dramatic as follows:

Theatricality (n): 
1. Suggestive of theater or of acting, artificiality, or spectacle.
2. Marked by exaggerated self-display and unnatural behavior.
3. Spatially denoted by high levels of ornamentation which are often exaggerated; extremely detailed material use which often coincides with a 
performance; condensed spatial sequence and/or a highly developed procession into a theater

Dramatic (adj):
1. Characteristic of live performance, esp. involving conflict or contrast; vivid; moving.
2. Highly effective; striking, shocking, exaggerated.

The National Grand Theatre of China by Paul Andreu is theatrical in its idea of procession that allows the audience time and space to prepare for the show. 
However, I imagine that this space could also be used as a gallery which would have elements from the show in the space, allowing the audience to become even 
more connected to the performance. Teatro Olimpico by Palladio, with the set by Vincenzo Scamozzi, takes the real world and places it in a forced perspective 
onstage. The stage mimics the life outside the theater, but I propose that the life outside the theater should mimic the stage as well.

The Set for Mystere de la Passion built in Lucerne in 1853 and set at the Piran Round near Perranzabuloc essentially brings the life of reality to a performance 
space to be viewed. It overlaps the concepts of the Teatro Olimpico with its own inverse, that being the stage interacting with the life outside the theater. Also, 
Renzo Piano’s Niccolo Paganni Auditorium in Parma, Italy essentially forces the set to fit in the building, but I argue that the set should inform the building much 
more. It should not be simply “fit in.” There should be a clear relationship between the stage and the set, the theater, the theater lobby and entry space, and the 
exterior of the theater, which is the urban context. 

In the city of Philadelphia, most of the theaters are lumped together in an “arts” strip on South Broad Street that, despite cultural potential, results in the 
surrounding streets and sidewalks only being populated either just before or shortly after performances. Many people do not remain in the area and often go back 
to their cars and back home without engaging the city. 

I argue that rather than being arranged in a row for high society to enjoy when it wishes, theaters should instead be integrated into an inherently theatrical 
or dramatic space for its audience to feel integrated into the urban fabric. The theater should accommodate its audience. The life on South Street in Philadelphia, 
between 2nd and 6th streets is extremely vibrant and would act as a catalyst for visitors to engage whichever performance is occurring. There is a culturally and 
socially diverse established atmosphere that can inherently act as the first aid of one’s transition into a theater. 

The procession into the theater itself has dissolved to merely a box office and occasionally a grandiose staircase. The procession needs to be elongated, not 
solely physically, but experientially because the audience needs time to become engaged with the upcoming performance. The barrier between what is real and 
what is a set piece needs to be removed and the worlds of reality and of performance need to overlap more. (Diagram A)

Theater also has a history of key material and ornament usage since its origins and it has evolved greatly over the years peaking with the baroque theater. I 
wish to understand and critically evaluate the use of materials and ornament and interpret that information in a way that allows me to incorporate those concepts 
to best assist in the audience’s transition into the theater. 

Ultimately, by using theatricality, as I define it, in the process of designing a theater or performing arts space the building will be most successful at allowing 
the audience to best immerse themselves in the atmosphere of the show. 

In the immediate future, I plan to visit and document both the existing “theater” row in Philadelphia at a variety of times both during the day and night, 
specifically observing how patrons enter the different theaters. I also plan to document the existing conditions of South Street in the same way, while trying to 
locate an ideal spot for the project. This is one of the quickest ways to truly see if my assumption is accurate. If it is not, then I must reconsider the location of my 
site.

My research shall manifest not only in the form of a theater in Philadelphia, but also portions of the research can be tested with the design of a set to actually 
be constructed in April for a musical production which I have written I believe I can use the set for this show in collaboration with additional set pieces throughout 
the campus to blur the line between reality and performance and also use key materials to emphasize the message of the show while building a relationship 
between the performers and the audience. I may be able to test the success of this set and a portion of the thesis by surveying the audience about their experience. 

Gideon, Sigfried. Architecture and the Phenomena of Transition: The Three Space Conceptions in Architecture. Cambridge, MA: Harvard University Press, 1971. Print.
- This text provides a great deal of material about the history of theaters and transition in the sense of transition between time periods. It is a relevant 
understanding of how the general architectural thoughts differed during different time periods and then how that relates to theater.

Heathcote, Edwin. Cinema Builders. New York, NY: Wiley-Academy, 2001. Print.
- The text provides comparative material between theaters for live performance and lives for film. By having this information, I can best distinguish what makes 
live performance theaters specifically theatrical. 

Fentress, Curt. “Designing Public Space: Process/Concept/Ideas.” Fentress Bradburn Architects: Museums and Theaters. New York, NY: Edizioni Press, Inc, 2003. 
Print..
- As some of my exploration will involve understanding the public space around my site, this specific article contains a concise and clear explanation of designing 
public space, specifically around theaters. 

Kliment, Stephen A, ed. Building Types Basics for Performing Arts Facilities. Hoboken, NJ: John Wiley & Sons, Inc, 2006. Print.
- As in the title, the goes over the basics of the design of theater itself in not only a visual way but also clearly explains the design elements in text. 

Aronson, Arnold. Architect of Dreams: The Theatrical Vision of Joseph Urban. New York, NY: Miriam and Ira D. Wallach Art Gallery, Columbia University, 2000. Print.
- This text analyzes theater spaces metaphorically in terms of vision and what makes theater design unique. It also explores the vague definition of “theatricality” 
and how to redefine that term

Leacroft, Richard, and Helen Leacroft.. Theatre and Playhouse: An Illustrated Survey of Theatre Building from Ancient Greece to the Present Day. New York, NY: 
Methuen, 1984. Print
- This text primarily serves as a visual historic guide to the design of theaters since the ancient Greeks. 

Guthrie, Tyrone, Richard Southern, Sean Kenny, Christopher Stevens, Hugh Hunt, and John English. Actor and Architect. Manchester, UK: University of Manchester, 
1964. Print.
- This book discusses the life around theater and performing arts. How that life, the life of the actor, and the life of the architect are all affected by the theater. 

Hammond, Michael. Performing Architecture: Opera Houses, Theaters and Concert Halls for the Twenty-First Century. New York, NY: Merrell Publishers Limited, 2006. 
Print. 
- This text shows examples of performance spaces that either use materiality and/or ornament in a transitional way or is integrated into an inherently dramatic 
place. Primarily, I find the National Grand Theatre of China by Paul Andreu to be especially theatrical in its transition for the audience. 
 
Davis, Tracy, ed. and Thomas Postlewait, ed. Theatricality. New York, NY: Cambridge University Press, 2003. Print.
- Trying to define Theatricality

Morrison, Craig. Theaters. New York, NY: W.W. Norton & Company, Inc. , 2006. Print. 
- Contains precedents specifically relevant to the U.S.

Hardy Holzman Pfeiffer Associates. Theaters. New York, NY: Back Stage Books, 2003. Print.
- Contains precedents dealing with transition

Rockwell, David, and Bruce Mau. Spectacle. New York, NY: Phaidon Press, 2007. Print.
- To emphasize the difference between spectacle and theatricality.

Venturi, Robert, and Denise Scott-Brown. Learning from Las Vegas. Cambridge, MA: Massachusetts Institute of Technology, 1977. Print.
- As a case study on how one goes about researching a concept such as mine.

Brownell, Blaine, ed. Transmaterial. New York, NY: Princeton Architectural Press, 2006. Print.
- A catalog for material reference.

Brownell, Blaine, ed. Transmaterial 2. New York, NY: Princeton Architectural Press, 2008. Print.
- A catalog for material reference.
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TEST BLOCKS WITH BARRIERS

VIDEO LOCATIONS

Description of Sections and how it allows one to understand the difference in density at 
either location, and explaining in futher detail why that is relevant. 
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Hypar Restaurant - Diller Scofidio + Renfro

The theatrical concept drawn from this project was visibility. 
At multiple locations in this project, one can both be viewed 
and view. At times however the visibility is obscured. It some 
cases, it is more about being viewed and less about viewing. 
The overlap in these ideas of visibility is on that is inherent in 
the type of performing arts space I wish to generate.

Busan Cinema Center - COOP HIMMELb(l)au

“Media, technology, entertainment and leisure are 
merged in an open-architecture of changeable and tailored 
event experiences. The result is a responsive and changing 
space of flows acting as an urban catalyst for cultural exchange 
and transformation.”*

45*http://www.coop-himmelblau.at/

Paris Opera House - Charles Garnier
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Many contemporary theaters in the U.S. compel the audience members to go from a public, “real” world into a private “unreal” world with little or no 
distinction between those two realms. Venues such as Garnier’s Opera House, or the National Grand Theater of China by Paul Andreu, allow the audience more of a 
chance to connect with the performance they are attending through the architecture and spatial experience. 

Therefore I contend that the audience needs to be able to transition into a theater space through a lively and dramatic urban and cultural context and with the help 
of procession, materiality and ornament.

I am aware that these elements are all distinct discourses, but I argue that theatricality is composed of all of these discourses and as such they all must 
be investigated. Theatricality is not only Spectacle. It may suggest spectacle but it is not spectacle in and of itself. Spectacle is an event, moment, or space of 
enormous cultural significance and not observed on a regular basis. Theatricality can be observed on a smaller scale and more frequently. Technically, I define 
theatricality and dramatic as follows:

Theatricality (n): 
1. Suggestive of theater or of acting, artificiality, or spectacle.
2. Marked by exaggerated self-display and unnatural behavior.
3. Spatially denoted by high levels of ornamentation which are often exaggerated; extremely detailed material use which often coincides with a 
performance; condensed spatial sequence and/or a highly developed procession into a theater

Dramatic (adj):
1. Characteristic of live performance, esp. involving conflict or contrast; vivid; moving.
2. Highly effective; striking, shocking, exaggerated.

The National Grand Theatre of China by Paul Andreu is theatrical in its idea of procession that allows the audience time and space to prepare for the show. 
However, I imagine that this space could also be used as a gallery which would have elements from the show in the space, allowing the audience to become even 
more connected to the performance. Teatro Olimpico by Palladio, with the set by Vincenzo Scamozzi, takes the real world and places it in a forced perspective 
onstage. The stage mimics the life outside the theater, but I propose that the life outside the theater should mimic the stage as well.

The Set for Mystere de la Passion built in Lucerne in 1853 and set at the Piran Round near Perranzabuloc essentially brings the life of reality to a performance 
space to be viewed. It overlaps the concepts of the Teatro Olimpico with its own inverse, that being the stage interacting with the life outside the theater. Also, 
Renzo Piano’s Niccolo Paganni Auditorium in Parma, Italy essentially forces the set to fit in the building, but I argue that the set should inform the building much 
more. It should not be simply “fit in.” There should be a clear relationship between the stage and the set, the theater, the theater lobby and entry space, and the 
exterior of the theater, which is the urban context. 

In the city of Philadelphia, most of the theaters are lumped together in an “arts” strip on South Broad Street that, despite cultural potential, results in the 
surrounding streets and sidewalks only being populated either just before or shortly after performances. Many people do not remain in the area and often go back 
to their cars and back home without engaging the city. 

I argue that rather than being arranged in a row for high society to enjoy when it wishes, theaters should instead be integrated into an inherently theatrical 
or dramatic space for its audience to feel integrated into the urban fabric. The theater should accommodate its audience. The life on South Street in Philadelphia, 
between 2nd and 6th streets is extremely vibrant and would act as a catalyst for visitors to engage whichever performance is occurring. There is a culturally and 
socially diverse established atmosphere that can inherently act as the first aid of one’s transition into a theater. 

The procession into the theater itself has dissolved to merely a box office and occasionally a grandiose staircase. The procession needs to be elongated, not 
solely physically, but experientially because the audience needs time to become engaged with the upcoming performance. The barrier between what is real and 
what is a set piece needs to be removed and the worlds of reality and of performance need to overlap more. (Diagram A)

Theater also has a history of key material and ornament usage since its origins and it has evolved greatly over the years peaking with the baroque theater. I 
wish to understand and critically evaluate the use of materials and ornament and interpret that information in a way that allows me to incorporate those concepts 
to best assist in the audience’s transition into the theater. 

Ultimately, by using theatricality, as I define it, in the process of designing a theater or performing arts space the building will be most successful at allowing 
the audience to best immerse themselves in the atmosphere of the show. 

In the immediate future, I plan to visit and document both the existing “theater” row in Philadelphia at a variety of times both during the day and night, 
specifically observing how patrons enter the different theaters. I also plan to document the existing conditions of South Street in the same way, while trying to 
locate an ideal spot for the project. This is one of the quickest ways to truly see if my assumption is accurate. If it is not, then I must reconsider the location of my 
site.

My research shall manifest not only in the form of a theater in Philadelphia, but also portions of the research can be tested with the design of a set to actually 
be constructed in April for a musical production which I have written I believe I can use the set for this show in collaboration with additional set pieces throughout 
the campus to blur the line between reality and performance and also use key materials to emphasize the message of the show while building a relationship 
between the performers and the audience. I may be able to test the success of this set and a portion of the thesis by surveying the audience about their experience. 

Gideon, Sigfried. Architecture and the Phenomena of Transition: The Three Space Conceptions in Architecture. Cambridge, MA: Harvard University Press, 1971. Print.
- This text provides a great deal of material about the history of theaters and transition in the sense of transition between time periods. It is a relevant 
understanding of how the general architectural thoughts differed during different time periods and then how that relates to theater.

Heathcote, Edwin. Cinema Builders. New York, NY: Wiley-Academy, 2001. Print.
- The text provides comparative material between theaters for live performance and lives for film. By having this information, I can best distinguish what makes 
live performance theaters specifically theatrical. 

Fentress, Curt. “Designing Public Space: Process/Concept/Ideas.” Fentress Bradburn Architects: Museums and Theaters. New York, NY: Edizioni Press, Inc, 2003. 
Print..
- As some of my exploration will involve understanding the public space around my site, this specific article contains a concise and clear explanation of designing 
public space, specifically around theaters. 

Kliment, Stephen A, ed. Building Types Basics for Performing Arts Facilities. Hoboken, NJ: John Wiley & Sons, Inc, 2006. Print.
- As in the title, the goes over the basics of the design of theater itself in not only a visual way but also clearly explains the design elements in text. 

Aronson, Arnold. Architect of Dreams: The Theatrical Vision of Joseph Urban. New York, NY: Miriam and Ira D. Wallach Art Gallery, Columbia University, 2000. Print.
- This text analyzes theater spaces metaphorically in terms of vision and what makes theater design unique. It also explores the vague definition of “theatricality” 
and how to redefine that term

Leacroft, Richard, and Helen Leacroft.. Theatre and Playhouse: An Illustrated Survey of Theatre Building from Ancient Greece to the Present Day. New York, NY: 
Methuen, 1984. Print
- This text primarily serves as a visual historic guide to the design of theaters since the ancient Greeks. 

Guthrie, Tyrone, Richard Southern, Sean Kenny, Christopher Stevens, Hugh Hunt, and John English. Actor and Architect. Manchester, UK: University of Manchester, 
1964. Print.
- This book discusses the life around theater and performing arts. How that life, the life of the actor, and the life of the architect are all affected by the theater. 

Hammond, Michael. Performing Architecture: Opera Houses, Theaters and Concert Halls for the Twenty-First Century. New York, NY: Merrell Publishers Limited, 2006. 
Print. 
- This text shows examples of performance spaces that either use materiality and/or ornament in a transitional way or is integrated into an inherently dramatic 
place. Primarily, I find the National Grand Theatre of China by Paul Andreu to be especially theatrical in its transition for the audience. 
 
Davis, Tracy, ed. and Thomas Postlewait, ed. Theatricality. New York, NY: Cambridge University Press, 2003. Print.
- Trying to define Theatricality

Morrison, Craig. Theaters. New York, NY: W.W. Norton & Company, Inc. , 2006. Print. 
- Contains precedents specifically relevant to the U.S.

Hardy Holzman Pfeiffer Associates. Theaters. New York, NY: Back Stage Books, 2003. Print.
- Contains precedents dealing with transition

Rockwell, David, and Bruce Mau. Spectacle. New York, NY: Phaidon Press, 2007. Print.
- To emphasize the difference between spectacle and theatricality.

Venturi, Robert, and Denise Scott-Brown. Learning from Las Vegas. Cambridge, MA: Massachusetts Institute of Technology, 1977. Print.
- As a case study on how one goes about researching a concept such as mine.

Brownell, Blaine, ed. Transmaterial. New York, NY: Princeton Architectural Press, 2006. Print.
- A catalog for material reference.

Brownell, Blaine, ed. Transmaterial 2. New York, NY: Princeton Architectural Press, 2008. Print.
- A catalog for material reference.
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Description of Sections and how it allows one to understand the difference in density at 
either location, and explaining in futher detail why that is relevant. 
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Hypar Restaurant - Diller Scofidio + Renfro

The theatrical concept drawn from this project was visibility. 
At multiple locations in this project, one can both be viewed 
and view. At times however the visibility is obscured. It some 
cases, it is more about being viewed and less about viewing. 
The overlap in these ideas of visibility is on that is inherent in 
the type of performing arts space I wish to generate.

Busan Cinema Center - COOP HIMMELb(l)au

“Media, technology, entertainment and leisure are 
merged in an open-architecture of changeable and tailored 
event experiences. The result is a responsive and changing 
space of flows acting as an urban catalyst for cultural exchange 
and transformation.”*

45*http://www.coop-himmelblau.at/

Paris Opera House - Charles Garnier

This space has a sequence of procession worthy of courty
society and such notions of transition should return to theater 
design with a contemporary twist. 53
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The Plot - Choosing a site while creating a story
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develop the site beyond it’s current state.  etc. etc. 
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Busan Cinema Center - COOP HIMMELb(l)au

Hypar Restaurant - Dillar Scofidio + Renfro

Opéra de Paris - Charles Garneir
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gathering this data and what 
was obtained from it.
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KIMMEL CENTER

THEATER OF LIVING ARTS

PROPOSED NODE

KIMMEL CENTER

THEATER OF LIVING ARTS

POTENTIAL NEW DENSITY

Explaination of why placing a theater here is important and what it will do for the rest of south 
street

Many contemporary theaters in the U.S. compel the audience members to go from a public, “real” world into a private “unreal” world with little or no 
distinction between those two realms. Venues such as Garnier’s Opera House, or the National Grand Theater of China by Paul Andreu, allow the audience more of a 
chance to connect with the performance they are attending through the architecture and spatial experience. 

Therefore I contend that the audience needs to be able to transition into a theater space through a lively and dramatic urban and cultural context and with the help 
of procession, materiality and ornament.

I am aware that these elements are all distinct discourses, but I argue that theatricality is composed of all of these discourses and as such they all must 
be investigated. Theatricality is not only Spectacle. It may suggest spectacle but it is not spectacle in and of itself. Spectacle is an event, moment, or space of 
enormous cultural significance and not observed on a regular basis. Theatricality can be observed on a smaller scale and more frequently. Technically, I define 
theatricality and dramatic as follows:

Theatricality (n): 
1. Suggestive of theater or of acting, artificiality, or spectacle.
2. Marked by exaggerated self-display and unnatural behavior.
3. Spatially denoted by high levels of ornamentation which are often exaggerated; extremely detailed material use which often coincides with a 
performance; condensed spatial sequence and/or a highly developed procession into a theater

Dramatic (adj):
1. Characteristic of live performance, esp. involving conflict or contrast; vivid; moving.
2. Highly effective; striking, shocking, exaggerated.

The National Grand Theatre of China by Paul Andreu is theatrical in its idea of procession that allows the audience time and space to prepare for the show. 
However, I imagine that this space could also be used as a gallery which would have elements from the show in the space, allowing the audience to become even 
more connected to the performance. Teatro Olimpico by Palladio, with the set by Vincenzo Scamozzi, takes the real world and places it in a forced perspective 
onstage. The stage mimics the life outside the theater, but I propose that the life outside the theater should mimic the stage as well.

The Set for Mystere de la Passion built in Lucerne in 1853 and set at the Piran Round near Perranzabuloc essentially brings the life of reality to a performance 
space to be viewed. It overlaps the concepts of the Teatro Olimpico with its own inverse, that being the stage interacting with the life outside the theater. Also, 
Renzo Piano’s Niccolo Paganni Auditorium in Parma, Italy essentially forces the set to fit in the building, but I argue that the set should inform the building much 
more. It should not be simply “fit in.” There should be a clear relationship between the stage and the set, the theater, the theater lobby and entry space, and the 
exterior of the theater, which is the urban context. 

In the city of Philadelphia, most of the theaters are lumped together in an “arts” strip on South Broad Street that, despite cultural potential, results in the 
surrounding streets and sidewalks only being populated either just before or shortly after performances. Many people do not remain in the area and often go back 
to their cars and back home without engaging the city. 

I argue that rather than being arranged in a row for high society to enjoy when it wishes, theaters should instead be integrated into an inherently theatrical 
or dramatic space for its audience to feel integrated into the urban fabric. The theater should accommodate its audience. The life on South Street in Philadelphia, 
between 2nd and 6th streets is extremely vibrant and would act as a catalyst for visitors to engage whichever performance is occurring. There is a culturally and 
socially diverse established atmosphere that can inherently act as the first aid of one’s transition into a theater. 

The procession into the theater itself has dissolved to merely a box office and occasionally a grandiose staircase. The procession needs to be elongated, not 
solely physically, but experientially because the audience needs time to become engaged with the upcoming performance. The barrier between what is real and 
what is a set piece needs to be removed and the worlds of reality and of performance need to overlap more. (Diagram A)

Theater also has a history of key material and ornament usage since its origins and it has evolved greatly over the years peaking with the baroque theater. I 
wish to understand and critically evaluate the use of materials and ornament and interpret that information in a way that allows me to incorporate those concepts 
to best assist in the audience’s transition into the theater. 

Ultimately, by using theatricality, as I define it, in the process of designing a theater or performing arts space the building will be most successful at allowing 
the audience to best immerse themselves in the atmosphere of the show. 

In the immediate future, I plan to visit and document both the existing “theater” row in Philadelphia at a variety of times both during the day and night, 
specifically observing how patrons enter the different theaters. I also plan to document the existing conditions of South Street in the same way, while trying to 
locate an ideal spot for the project. This is one of the quickest ways to truly see if my assumption is accurate. If it is not, then I must reconsider the location of my 
site.

My research shall manifest not only in the form of a theater in Philadelphia, but also portions of the research can be tested with the design of a set to actually 
be constructed in April for a musical production which I have written I believe I can use the set for this show in collaboration with additional set pieces throughout 
the campus to blur the line between reality and performance and also use key materials to emphasize the message of the show while building a relationship 
between the performers and the audience. I may be able to test the success of this set and a portion of the thesis by surveying the audience about their experience. 

Gideon, Sigfried. Architecture and the Phenomena of Transition: The Three Space Conceptions in Architecture. Cambridge, MA: Harvard University Press, 1971. Print.
- This text provides a great deal of material about the history of theaters and transition in the sense of transition between time periods. It is a relevant 
understanding of how the general architectural thoughts differed during different time periods and then how that relates to theater.

Heathcote, Edwin. Cinema Builders. New York, NY: Wiley-Academy, 2001. Print.
- The text provides comparative material between theaters for live performance and lives for film. By having this information, I can best distinguish what makes 
live performance theaters specifically theatrical. 

Fentress, Curt. “Designing Public Space: Process/Concept/Ideas.” Fentress Bradburn Architects: Museums and Theaters. New York, NY: Edizioni Press, Inc, 2003. 
Print..
- As some of my exploration will involve understanding the public space around my site, this specific article contains a concise and clear explanation of designing 
public space, specifically around theaters. 

Kliment, Stephen A, ed. Building Types Basics for Performing Arts Facilities. Hoboken, NJ: John Wiley & Sons, Inc, 2006. Print.
- As in the title, the goes over the basics of the design of theater itself in not only a visual way but also clearly explains the design elements in text. 

Aronson, Arnold. Architect of Dreams: The Theatrical Vision of Joseph Urban. New York, NY: Miriam and Ira D. Wallach Art Gallery, Columbia University, 2000. Print.
- This text analyzes theater spaces metaphorically in terms of vision and what makes theater design unique. It also explores the vague definition of “theatricality” 
and how to redefine that term

Leacroft, Richard, and Helen Leacroft.. Theatre and Playhouse: An Illustrated Survey of Theatre Building from Ancient Greece to the Present Day. New York, NY: 
Methuen, 1984. Print
- This text primarily serves as a visual historic guide to the design of theaters since the ancient Greeks. 

Guthrie, Tyrone, Richard Southern, Sean Kenny, Christopher Stevens, Hugh Hunt, and John English. Actor and Architect. Manchester, UK: University of Manchester, 
1964. Print.
- This book discusses the life around theater and performing arts. How that life, the life of the actor, and the life of the architect are all affected by the theater. 

Hammond, Michael. Performing Architecture: Opera Houses, Theaters and Concert Halls for the Twenty-First Century. New York, NY: Merrell Publishers Limited, 2006. 
Print. 
- This text shows examples of performance spaces that either use materiality and/or ornament in a transitional way or is integrated into an inherently dramatic 
place. Primarily, I find the National Grand Theatre of China by Paul Andreu to be especially theatrical in its transition for the audience. 
 
Davis, Tracy, ed. and Thomas Postlewait, ed. Theatricality. New York, NY: Cambridge University Press, 2003. Print.
- Trying to define Theatricality

Morrison, Craig. Theaters. New York, NY: W.W. Norton & Company, Inc. , 2006. Print. 
- Contains precedents specifically relevant to the U.S.

Hardy Holzman Pfeiffer Associates. Theaters. New York, NY: Back Stage Books, 2003. Print.
- Contains precedents dealing with transition

Rockwell, David, and Bruce Mau. Spectacle. New York, NY: Phaidon Press, 2007. Print.
- To emphasize the difference between spectacle and theatricality.

Venturi, Robert, and Denise Scott-Brown. Learning from Las Vegas. Cambridge, MA: Massachusetts Institute of Technology, 1977. Print.
- As a case study on how one goes about researching a concept such as mine.

Brownell, Blaine, ed. Transmaterial. New York, NY: Princeton Architectural Press, 2006. Print.
- A catalog for material reference.

Brownell, Blaine, ed. Transmaterial 2. New York, NY: Princeton Architectural Press, 2008. Print.
- A catalog for material reference.
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23

Initially, the site was viewed simply in terms of the maximum potential volume that could fill 
it. But how, at least in a generic sense, can one begin to break down this space?

25

This new proposal would involve shifting the percentages around giving more space to the 
Lobby/Entry and less to the remaining areas.

*Venues analyzed include Garnier Opera House, Kimmel Performing Arts Center, The Living Arts Theater, The Walnut Street The-
ater, Hedgerow Theater, F. Loren Winship Drama Building,  The New York State Theater at Lincoln Center, Santa Clara Convention 
Center, The Castle Theater at Maui Arts & Cultural Center, & Union Theater of New Orleans. 24

After analyzing 10 performance spaces* in terms of 4 primary programmatic elements, an 
average percentage of those spaces was deduced. Those four elements were Lobby/Entry, 
Stage, Audience, and Other/Storage/ Basic Facilities. This diagram depicts that percentage as 
potentially implemented on the chosen site.

26

However, the shift alone is not enough. How can the space change overlap more? How can 
these different parts become more integrated? The following diagrams attempt to answer 
those questions.

around performance spaces, the transition thresholds can be
Theatricality (n): 
1. Suggestive of theater or of acting, artificiality, or spectacle.
2. Marked by exaggerated self-display and unnatural behavior.
3. Spatially denoted by high levels of ornamentation which are often exaggerated and extremely detailed material use which 
often coincides with a performance; Also typically has a condensed spatial sequence and/or a highly developed procession into a 
theater

Dramatic (adj):
1. Characteristic of live performance, esp. involving conflict or contrast; vivid; moving.
2. Highly effective; striking, shocking, exaggerated.

Threshold (n):
1. A piece of wood or stone placed beneath a door; a doorsill.
2. An entrance or a doorway.
3. The point that must be exceeded to begin producing a given effect or result or to elicit a response: a low threshold of pain.
4. Any place or point of entering or beginning: the threshold of a new career.
5. Most importantly the point at which a stimulus is of sufficient intensity to begin to produce an effect: the threshold of
consciousness; a low threshold of pain, etc.

Transition (n):
1. Movement, passage, or change from one position, state, stage, subject, concept, etc., to another; change.
2. A passage from one scene to another by sound effects, music, etc., as in a television
program, theatrical production, or the like.

Mise en scène (n): 
1. The process of setting a stage, with regard to placement of actors, scenery, properties, etc.
2. The stage setting or scenery of a play.
3. Surroundings; environment.

Performer (n):
1. One who carries out; executes; does.
2. One who goes through or executes in the proper, customary, or established manner. 
3. One who fulfills a duty.
4. One who acts (a play, part, etc.), as on the stage, in movies, or on television.
5. One who renders life to a inanimate object or space.
6. One who accomplishs any action involving skill or ability before an audience.

Procession (n):
1. The act of moving along or proceeding in orderly succession or in a formal and ceremonious manner, as a line of people, 
animals, vehicles, etc.
2. The line or body of persons or things moving along in such a manner.
3. The act of coming forth from a source.

Proscenium (n):
1. The area of a modern theater that is located between the curtain and the orchestra.
2. The stage of an ancient theater, located between the background and the orchestra.

Interactivity (n):
1. The extent to which something is interactive.

Interactive (adj):
1. Connecting with a human user, often in a conversational way, to obtain data or commands and to give immediate results or 
updated information.
2. An object or a party that allows 2 groups to relate.

Interact (v):
1. To act one upon another through a means that is additional to the participating parties: E.g. Two familys interact using vid-
eo-messaging via the internet.

Spectacle (n):
an event, moment, or space of enormous cultural significance which is not observed on a regular basis. 

Program: Suspense:
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The Lobby/Entry space begins to extend onto the street. Here it is very rigid, but one could 
imagine a more fluid relationship between the pedestrians on the street and the space itself. 
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This example shows a portion of the stage being moved to the front of the building and 
contained inside the Lobby/Entry portion.

29

Here. the Audience portion becomes more integrated with the Lobby/Entry space.

30

This option allows for a clear distinction between a front, public lobby/performance space 
with audience stage and lobby all as elements while the back portion can remain as a private 
independent theater venue.
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1. The act of moving along or proceeding in orderly succession or in a formal and ceremonious manner, as a line of people, 
animals, vehicles, etc.
2. The line or body of persons or things moving along in such a manner.
3. The act of coming forth from a source.

Proscenium (n):
1. The area of a modern theater that is located between the curtain and the orchestra.
2. The stage of an ancient theater, located between the background and the orchestra.

Interactivity (n):
1. The extent to which something is interactive.

Interactive (adj):
1. Connecting with a human user, often in a conversational way, to obtain data or commands and to give immediate results or 
updated information.
2. An object or a party that allows 2 groups to relate.

Interact (v):
1. To act one upon another through a means that is additional to the participating parties: E.g. Two familys interact using vid-
eo-messaging via the internet.

Spectacle (n):
an event, moment, or space of enormous cultural significance which is not observed on a regular basis. 
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23

Initially, the site was viewed simply in terms of the maximum potential volume that could fill 
it. But how, at least in a generic sense, can one begin to break down this space?

25

This new proposal would involve shifting the percentages around giving more space to the 
Lobby/Entry and less to the remaining areas.

*Venues analyzed include Garnier Opera House, Kimmel Performing Arts Center, The Living Arts Theater, The Walnut Street The-
ater, Hedgerow Theater, F. Loren Winship Drama Building,  The New York State Theater at Lincoln Center, Santa Clara Convention 
Center, The Castle Theater at Maui Arts & Cultural Center, & Union Theater of New Orleans. 24

After analyzing 10 performance spaces* in terms of 4 primary programmatic elements, an 
average percentage of those spaces was deduced. Those four elements were Lobby/Entry, 
Stage, Audience, and Other/Storage/ Basic Facilities. This diagram depicts that percentage as 
potentially implemented on the chosen site.
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However, the shift alone is not enough. How can the space change overlap more? How can 
these different parts become more integrated? The following diagrams attempt to answer 
those questions.
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5. Most importantly the point at which a stimulus is of sufficient intensity to begin to produce an effect: the threshold of
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By understanding the given sections of both study blocks, one can begin to understand the 
varying densities. Broad street is very much designed for vehicles. And though the sidewalks 
on Broad Street are nearly double the size of those on South Street, South Street sees more 
people. (See pages 14 & 15) Why is this important? Part of what makes a street theatrical is 
density. The more dense a street is the more suspense can built up. And when one finally finds 
a space that opens up, the release is greater and the feeling therefore much stronger.  (See dia-
grams on page 64)
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potentially implemented on the chosen site.
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1. Connecting with a human user, often in a conversational way, to obtain data or commands and to give immediate results or 
updated information.
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The Plot - Choosing a site while creating a story

South Street, Philadelphia is the ideal site for this project because there is the cast of 
characters already exist on the street corners and in the shops. Adding a theater can help 
develop the site beyond it’s current state.  etc. etc. 
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Many contemporary theaters in the U.S. compel the audience members to go from a public, “real” world into a private “unreal” world with little or no 
distinction between those two realms. Venues such as Garnier’s Opera House, or the National Grand Theater of China by Paul Andreu, allow the audience more of a 
chance to connect with the performance they are attending through the architecture and spatial experience. 

Therefore I contend that the audience needs to be able to transition into a theater space through a lively and dramatic urban and cultural context and with the help 
of procession, materiality and ornament.

I am aware that these elements are all distinct discourses, but I argue that theatricality is composed of all of these discourses and as such they all must 
be investigated. Theatricality is not only Spectacle. It may suggest spectacle but it is not spectacle in and of itself. Spectacle is an event, moment, or space of 
enormous cultural significance and not observed on a regular basis. Theatricality can be observed on a smaller scale and more frequently. Technically, I define 
theatricality and dramatic as follows:

Theatricality (n): 
1. Suggestive of theater or of acting, artificiality, or spectacle.
2. Marked by exaggerated self-display and unnatural behavior.
3. Spatially denoted by high levels of ornamentation which are often exaggerated; extremely detailed material use which often coincides with a 
performance; condensed spatial sequence and/or a highly developed procession into a theater

Dramatic (adj):
1. Characteristic of live performance, esp. involving conflict or contrast; vivid; moving.
2. Highly effective; striking, shocking, exaggerated.

The National Grand Theatre of China by Paul Andreu is theatrical in its idea of procession that allows the audience time and space to prepare for the show. 
However, I imagine that this space could also be used as a gallery which would have elements from the show in the space, allowing the audience to become even 
more connected to the performance. Teatro Olimpico by Palladio, with the set by Vincenzo Scamozzi, takes the real world and places it in a forced perspective 
onstage. The stage mimics the life outside the theater, but I propose that the life outside the theater should mimic the stage as well.

The Set for Mystere de la Passion built in Lucerne in 1853 and set at the Piran Round near Perranzabuloc essentially brings the life of reality to a performance 
space to be viewed. It overlaps the concepts of the Teatro Olimpico with its own inverse, that being the stage interacting with the life outside the theater. Also, 
Renzo Piano’s Niccolo Paganni Auditorium in Parma, Italy essentially forces the set to fit in the building, but I argue that the set should inform the building much 
more. It should not be simply “fit in.” There should be a clear relationship between the stage and the set, the theater, the theater lobby and entry space, and the 
exterior of the theater, which is the urban context. 

In the city of Philadelphia, most of the theaters are lumped together in an “arts” strip on South Broad Street that, despite cultural potential, results in the 
surrounding streets and sidewalks only being populated either just before or shortly after performances. Many people do not remain in the area and often go back 
to their cars and back home without engaging the city. 

I argue that rather than being arranged in a row for high society to enjoy when it wishes, theaters should instead be integrated into an inherently theatrical 
or dramatic space for its audience to feel integrated into the urban fabric. The theater should accommodate its audience. The life on South Street in Philadelphia, 
between 2nd and 6th streets is extremely vibrant and would act as a catalyst for visitors to engage whichever performance is occurring. There is a culturally and 
socially diverse established atmosphere that can inherently act as the first aid of one’s transition into a theater. 

The procession into the theater itself has dissolved to merely a box office and occasionally a grandiose staircase. The procession needs to be elongated, not 
solely physically, but experientially because the audience needs time to become engaged with the upcoming performance. The barrier between what is real and 
what is a set piece needs to be removed and the worlds of reality and of performance need to overlap more. (Diagram A)

Theater also has a history of key material and ornament usage since its origins and it has evolved greatly over the years peaking with the baroque theater. I 
wish to understand and critically evaluate the use of materials and ornament and interpret that information in a way that allows me to incorporate those concepts 
to best assist in the audience’s transition into the theater. 

Ultimately, by using theatricality, as I define it, in the process of designing a theater or performing arts space the building will be most successful at allowing 
the audience to best immerse themselves in the atmosphere of the show. 

In the immediate future, I plan to visit and document both the existing “theater” row in Philadelphia at a variety of times both during the day and night, 
specifically observing how patrons enter the different theaters. I also plan to document the existing conditions of South Street in the same way, while trying to 
locate an ideal spot for the project. This is one of the quickest ways to truly see if my assumption is accurate. If it is not, then I must reconsider the location of my 
site.

My research shall manifest not only in the form of a theater in Philadelphia, but also portions of the research can be tested with the design of a set to actually 
be constructed in April for a musical production which I have written I believe I can use the set for this show in collaboration with additional set pieces throughout 
the campus to blur the line between reality and performance and also use key materials to emphasize the message of the show while building a relationship 
between the performers and the audience. I may be able to test the success of this set and a portion of the thesis by surveying the audience about their experience. 

Gideon, Sigfried. Architecture and the Phenomena of Transition: The Three Space Conceptions in Architecture. Cambridge, MA: Harvard University Press, 1971. Print.
- This text provides a great deal of material about the history of theaters and transition in the sense of transition between time periods. It is a relevant 
understanding of how the general architectural thoughts differed during different time periods and then how that relates to theater.

Heathcote, Edwin. Cinema Builders. New York, NY: Wiley-Academy, 2001. Print.
- The text provides comparative material between theaters for live performance and lives for film. By having this information, I can best distinguish what makes 
live performance theaters specifically theatrical. 

Fentress, Curt. “Designing Public Space: Process/Concept/Ideas.” Fentress Bradburn Architects: Museums and Theaters. New York, NY: Edizioni Press, Inc, 2003. 
Print..
- As some of my exploration will involve understanding the public space around my site, this specific article contains a concise and clear explanation of designing 
public space, specifically around theaters. 

Kliment, Stephen A, ed. Building Types Basics for Performing Arts Facilities. Hoboken, NJ: John Wiley & Sons, Inc, 2006. Print.
- As in the title, the goes over the basics of the design of theater itself in not only a visual way but also clearly explains the design elements in text. 

Aronson, Arnold. Architect of Dreams: The Theatrical Vision of Joseph Urban. New York, NY: Miriam and Ira D. Wallach Art Gallery, Columbia University, 2000. Print.
- This text analyzes theater spaces metaphorically in terms of vision and what makes theater design unique. It also explores the vague definition of “theatricality” 
and how to redefine that term

Leacroft, Richard, and Helen Leacroft.. Theatre and Playhouse: An Illustrated Survey of Theatre Building from Ancient Greece to the Present Day. New York, NY: 
Methuen, 1984. Print
- This text primarily serves as a visual historic guide to the design of theaters since the ancient Greeks. 

Guthrie, Tyrone, Richard Southern, Sean Kenny, Christopher Stevens, Hugh Hunt, and John English. Actor and Architect. Manchester, UK: University of Manchester, 
1964. Print.
- This book discusses the life around theater and performing arts. How that life, the life of the actor, and the life of the architect are all affected by the theater. 

Hammond, Michael. Performing Architecture: Opera Houses, Theaters and Concert Halls for the Twenty-First Century. New York, NY: Merrell Publishers Limited, 2006. 
Print. 
- This text shows examples of performance spaces that either use materiality and/or ornament in a transitional way or is integrated into an inherently dramatic 
place. Primarily, I find the National Grand Theatre of China by Paul Andreu to be especially theatrical in its transition for the audience. 
 
Davis, Tracy, ed. and Thomas Postlewait, ed. Theatricality. New York, NY: Cambridge University Press, 2003. Print.
- Trying to define Theatricality

Morrison, Craig. Theaters. New York, NY: W.W. Norton & Company, Inc. , 2006. Print. 
- Contains precedents specifically relevant to the U.S.

Hardy Holzman Pfeiffer Associates. Theaters. New York, NY: Back Stage Books, 2003. Print.
- Contains precedents dealing with transition

Rockwell, David, and Bruce Mau. Spectacle. New York, NY: Phaidon Press, 2007. Print.
- To emphasize the difference between spectacle and theatricality.

Venturi, Robert, and Denise Scott-Brown. Learning from Las Vegas. Cambridge, MA: Massachusetts Institute of Technology, 1977. Print.
- As a case study on how one goes about researching a concept such as mine.

Brownell, Blaine, ed. Transmaterial. New York, NY: Princeton Architectural Press, 2006. Print.
- A catalog for material reference.

Brownell, Blaine, ed. Transmaterial 2. New York, NY: Princeton Architectural Press, 2008. Print.
- A catalog for material reference.
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Hypar Restaurant - Diller Scofidio + Renfro

The theatrical concept drawn from this project was visibility. 
At multiple locations in this project, one can both be viewed 
and view. At times however the visibility is obscured. It some 
cases, it is more about being viewed and less about viewing. 
The overlap in these ideas of visibility is on that is inherent in 
the type of performing arts space I wish to generate.
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“Media, technology, entertainment and leisure are 
merged in an open-architecture of changeable and tailored 
event experiences. The result is a responsive and changing 
space of flows acting as an urban catalyst for cultural exchange 
and transformation.”*

45*http://www.coop-himmelblau.at/
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develop the site beyond it’s current state.  etc. etc. 
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Many contemporary theaters in the U.S. compel the audience members to go from a public, “real” world into a private “unreal” world with little or no 
distinction between those two realms. Venues such as Garnier’s Opera House, or the National Grand Theater of China by Paul Andreu, allow the audience more of a 
chance to connect with the performance they are attending through the architecture and spatial experience. 

Therefore I contend that the audience needs to be able to transition into a theater space through a lively and dramatic urban and cultural context and with the help 
of procession, materiality and ornament.

I am aware that these elements are all distinct discourses, but I argue that theatricality is composed of all of these discourses and as such they all must 
be investigated. Theatricality is not only Spectacle. It may suggest spectacle but it is not spectacle in and of itself. Spectacle is an event, moment, or space of 
enormous cultural significance and not observed on a regular basis. Theatricality can be observed on a smaller scale and more frequently. Technically, I define 
theatricality and dramatic as follows:

Theatricality (n): 
1. Suggestive of theater or of acting, artificiality, or spectacle.
2. Marked by exaggerated self-display and unnatural behavior.
3. Spatially denoted by high levels of ornamentation which are often exaggerated; extremely detailed material use which often coincides with a 
performance; condensed spatial sequence and/or a highly developed procession into a theater

Dramatic (adj):
1. Characteristic of live performance, esp. involving conflict or contrast; vivid; moving.
2. Highly effective; striking, shocking, exaggerated.

The National Grand Theatre of China by Paul Andreu is theatrical in its idea of procession that allows the audience time and space to prepare for the show. 
However, I imagine that this space could also be used as a gallery which would have elements from the show in the space, allowing the audience to become even 
more connected to the performance. Teatro Olimpico by Palladio, with the set by Vincenzo Scamozzi, takes the real world and places it in a forced perspective 
onstage. The stage mimics the life outside the theater, but I propose that the life outside the theater should mimic the stage as well.

The Set for Mystere de la Passion built in Lucerne in 1853 and set at the Piran Round near Perranzabuloc essentially brings the life of reality to a performance 
space to be viewed. It overlaps the concepts of the Teatro Olimpico with its own inverse, that being the stage interacting with the life outside the theater. Also, 
Renzo Piano’s Niccolo Paganni Auditorium in Parma, Italy essentially forces the set to fit in the building, but I argue that the set should inform the building much 
more. It should not be simply “fit in.” There should be a clear relationship between the stage and the set, the theater, the theater lobby and entry space, and the 
exterior of the theater, which is the urban context. 

In the city of Philadelphia, most of the theaters are lumped together in an “arts” strip on South Broad Street that, despite cultural potential, results in the 
surrounding streets and sidewalks only being populated either just before or shortly after performances. Many people do not remain in the area and often go back 
to their cars and back home without engaging the city. 

I argue that rather than being arranged in a row for high society to enjoy when it wishes, theaters should instead be integrated into an inherently theatrical 
or dramatic space for its audience to feel integrated into the urban fabric. The theater should accommodate its audience. The life on South Street in Philadelphia, 
between 2nd and 6th streets is extremely vibrant and would act as a catalyst for visitors to engage whichever performance is occurring. There is a culturally and 
socially diverse established atmosphere that can inherently act as the first aid of one’s transition into a theater. 

The procession into the theater itself has dissolved to merely a box office and occasionally a grandiose staircase. The procession needs to be elongated, not 
solely physically, but experientially because the audience needs time to become engaged with the upcoming performance. The barrier between what is real and 
what is a set piece needs to be removed and the worlds of reality and of performance need to overlap more. (Diagram A)

Theater also has a history of key material and ornament usage since its origins and it has evolved greatly over the years peaking with the baroque theater. I 
wish to understand and critically evaluate the use of materials and ornament and interpret that information in a way that allows me to incorporate those concepts 
to best assist in the audience’s transition into the theater. 

Ultimately, by using theatricality, as I define it, in the process of designing a theater or performing arts space the building will be most successful at allowing 
the audience to best immerse themselves in the atmosphere of the show. 

In the immediate future, I plan to visit and document both the existing “theater” row in Philadelphia at a variety of times both during the day and night, 
specifically observing how patrons enter the different theaters. I also plan to document the existing conditions of South Street in the same way, while trying to 
locate an ideal spot for the project. This is one of the quickest ways to truly see if my assumption is accurate. If it is not, then I must reconsider the location of my 
site.

My research shall manifest not only in the form of a theater in Philadelphia, but also portions of the research can be tested with the design of a set to actually 
be constructed in April for a musical production which I have written I believe I can use the set for this show in collaboration with additional set pieces throughout 
the campus to blur the line between reality and performance and also use key materials to emphasize the message of the show while building a relationship 
between the performers and the audience. I may be able to test the success of this set and a portion of the thesis by surveying the audience about their experience. 

Gideon, Sigfried. Architecture and the Phenomena of Transition: The Three Space Conceptions in Architecture. Cambridge, MA: Harvard University Press, 1971. Print.
- This text provides a great deal of material about the history of theaters and transition in the sense of transition between time periods. It is a relevant 
understanding of how the general architectural thoughts differed during different time periods and then how that relates to theater.

Heathcote, Edwin. Cinema Builders. New York, NY: Wiley-Academy, 2001. Print.
- The text provides comparative material between theaters for live performance and lives for film. By having this information, I can best distinguish what makes 
live performance theaters specifically theatrical. 

Fentress, Curt. “Designing Public Space: Process/Concept/Ideas.” Fentress Bradburn Architects: Museums and Theaters. New York, NY: Edizioni Press, Inc, 2003. 
Print..
- As some of my exploration will involve understanding the public space around my site, this specific article contains a concise and clear explanation of designing 
public space, specifically around theaters. 

Kliment, Stephen A, ed. Building Types Basics for Performing Arts Facilities. Hoboken, NJ: John Wiley & Sons, Inc, 2006. Print.
- As in the title, the goes over the basics of the design of theater itself in not only a visual way but also clearly explains the design elements in text. 

Aronson, Arnold. Architect of Dreams: The Theatrical Vision of Joseph Urban. New York, NY: Miriam and Ira D. Wallach Art Gallery, Columbia University, 2000. Print.
- This text analyzes theater spaces metaphorically in terms of vision and what makes theater design unique. It also explores the vague definition of “theatricality” 
and how to redefine that term

Leacroft, Richard, and Helen Leacroft.. Theatre and Playhouse: An Illustrated Survey of Theatre Building from Ancient Greece to the Present Day. New York, NY: 
Methuen, 1984. Print
- This text primarily serves as a visual historic guide to the design of theaters since the ancient Greeks. 

Guthrie, Tyrone, Richard Southern, Sean Kenny, Christopher Stevens, Hugh Hunt, and John English. Actor and Architect. Manchester, UK: University of Manchester, 
1964. Print.
- This book discusses the life around theater and performing arts. How that life, the life of the actor, and the life of the architect are all affected by the theater. 

Hammond, Michael. Performing Architecture: Opera Houses, Theaters and Concert Halls for the Twenty-First Century. New York, NY: Merrell Publishers Limited, 2006. 
Print. 
- This text shows examples of performance spaces that either use materiality and/or ornament in a transitional way or is integrated into an inherently dramatic 
place. Primarily, I find the National Grand Theatre of China by Paul Andreu to be especially theatrical in its transition for the audience. 
 
Davis, Tracy, ed. and Thomas Postlewait, ed. Theatricality. New York, NY: Cambridge University Press, 2003. Print.
- Trying to define Theatricality

Morrison, Craig. Theaters. New York, NY: W.W. Norton & Company, Inc. , 2006. Print. 
- Contains precedents specifically relevant to the U.S.

Hardy Holzman Pfeiffer Associates. Theaters. New York, NY: Back Stage Books, 2003. Print.
- Contains precedents dealing with transition

Rockwell, David, and Bruce Mau. Spectacle. New York, NY: Phaidon Press, 2007. Print.
- To emphasize the difference between spectacle and theatricality.

Venturi, Robert, and Denise Scott-Brown. Learning from Las Vegas. Cambridge, MA: Massachusetts Institute of Technology, 1977. Print.
- As a case study on how one goes about researching a concept such as mine.

Brownell, Blaine, ed. Transmaterial. New York, NY: Princeton Architectural Press, 2006. Print.
- A catalog for material reference.

Brownell, Blaine, ed. Transmaterial 2. New York, NY: Princeton Architectural Press, 2008. Print.
- A catalog for material reference.
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The theatrical concept drawn from this project was visibility. 
At multiple locations in this project, one can both be viewed 
and view. At times however the visibility is obscured. It some 
cases, it is more about being viewed and less about viewing. 
The overlap in these ideas of visibility is on that is inherent in 
the type of performing arts space I wish to generate.

Busan Cinema Center - COOP HIMMELb(l)au

“Media, technology, entertainment and leisure are 
merged in an open-architecture of changeable and tailored 
event experiences. The result is a responsive and changing 
space of flows acting as an urban catalyst for cultural exchange 
and transformation.”*
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Hypar Restaurant - Dillar Scofidio + Renfro

Opéra de Paris - Charles Garneir
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Many contemporary theaters in the U.S. compel the audience members to go from a public, “real” world into a private “unreal” world with little or no 
distinction between those two realms. Venues such as Garnier’s Opera House, or the National Grand Theater of China by Paul Andreu, allow the audience more of a 
chance to connect with the performance they are attending through the architecture and spatial experience. 

Therefore I contend that the audience needs to be able to transition into a theater space through a lively and dramatic urban and cultural context and with the help 
of procession, materiality and ornament.

I am aware that these elements are all distinct discourses, but I argue that theatricality is composed of all of these discourses and as such they all must 
be investigated. Theatricality is not only Spectacle. It may suggest spectacle but it is not spectacle in and of itself. Spectacle is an event, moment, or space of 
enormous cultural significance and not observed on a regular basis. Theatricality can be observed on a smaller scale and more frequently. Technically, I define 
theatricality and dramatic as follows:

Theatricality (n): 
1. Suggestive of theater or of acting, artificiality, or spectacle.
2. Marked by exaggerated self-display and unnatural behavior.
3. Spatially denoted by high levels of ornamentation which are often exaggerated; extremely detailed material use which often coincides with a 
performance; condensed spatial sequence and/or a highly developed procession into a theater

Dramatic (adj):
1. Characteristic of live performance, esp. involving conflict or contrast; vivid; moving.
2. Highly effective; striking, shocking, exaggerated.

The National Grand Theatre of China by Paul Andreu is theatrical in its idea of procession that allows the audience time and space to prepare for the show. 
However, I imagine that this space could also be used as a gallery which would have elements from the show in the space, allowing the audience to become even 
more connected to the performance. Teatro Olimpico by Palladio, with the set by Vincenzo Scamozzi, takes the real world and places it in a forced perspective 
onstage. The stage mimics the life outside the theater, but I propose that the life outside the theater should mimic the stage as well.

The Set for Mystere de la Passion built in Lucerne in 1853 and set at the Piran Round near Perranzabuloc essentially brings the life of reality to a performance 
space to be viewed. It overlaps the concepts of the Teatro Olimpico with its own inverse, that being the stage interacting with the life outside the theater. Also, 
Renzo Piano’s Niccolo Paganni Auditorium in Parma, Italy essentially forces the set to fit in the building, but I argue that the set should inform the building much 
more. It should not be simply “fit in.” There should be a clear relationship between the stage and the set, the theater, the theater lobby and entry space, and the 
exterior of the theater, which is the urban context. 

In the city of Philadelphia, most of the theaters are lumped together in an “arts” strip on South Broad Street that, despite cultural potential, results in the 
surrounding streets and sidewalks only being populated either just before or shortly after performances. Many people do not remain in the area and often go back 
to their cars and back home without engaging the city. 

I argue that rather than being arranged in a row for high society to enjoy when it wishes, theaters should instead be integrated into an inherently theatrical 
or dramatic space for its audience to feel integrated into the urban fabric. The theater should accommodate its audience. The life on South Street in Philadelphia, 
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Theater also has a history of key material and ornament usage since its origins and it has evolved greatly over the years peaking with the baroque theater. I 
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the campus to blur the line between reality and performance and also use key materials to emphasize the message of the show while building a relationship 
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Gideon, Sigfried. Architecture and the Phenomena of Transition: The Three Space Conceptions in Architecture. Cambridge, MA: Harvard University Press, 1971. Print.
- This text provides a great deal of material about the history of theaters and transition in the sense of transition between time periods. It is a relevant 
understanding of how the general architectural thoughts differed during different time periods and then how that relates to theater.

Heathcote, Edwin. Cinema Builders. New York, NY: Wiley-Academy, 2001. Print.
- The text provides comparative material between theaters for live performance and lives for film. By having this information, I can best distinguish what makes 
live performance theaters specifically theatrical. 

Fentress, Curt. “Designing Public Space: Process/Concept/Ideas.” Fentress Bradburn Architects: Museums and Theaters. New York, NY: Edizioni Press, Inc, 2003. 
Print..
- As some of my exploration will involve understanding the public space around my site, this specific article contains a concise and clear explanation of designing 
public space, specifically around theaters. 

Kliment, Stephen A, ed. Building Types Basics for Performing Arts Facilities. Hoboken, NJ: John Wiley & Sons, Inc, 2006. Print.
- As in the title, the goes over the basics of the design of theater itself in not only a visual way but also clearly explains the design elements in text. 

Aronson, Arnold. Architect of Dreams: The Theatrical Vision of Joseph Urban. New York, NY: Miriam and Ira D. Wallach Art Gallery, Columbia University, 2000. Print.
- This text analyzes theater spaces metaphorically in terms of vision and what makes theater design unique. It also explores the vague definition of “theatricality” 
and how to redefine that term

Leacroft, Richard, and Helen Leacroft.. Theatre and Playhouse: An Illustrated Survey of Theatre Building from Ancient Greece to the Present Day. New York, NY: 
Methuen, 1984. Print
- This text primarily serves as a visual historic guide to the design of theaters since the ancient Greeks. 

Guthrie, Tyrone, Richard Southern, Sean Kenny, Christopher Stevens, Hugh Hunt, and John English. Actor and Architect. Manchester, UK: University of Manchester, 
1964. Print.
- This book discusses the life around theater and performing arts. How that life, the life of the actor, and the life of the architect are all affected by the theater. 

Hammond, Michael. Performing Architecture: Opera Houses, Theaters and Concert Halls for the Twenty-First Century. New York, NY: Merrell Publishers Limited, 2006. 
Print. 
- This text shows examples of performance spaces that either use materiality and/or ornament in a transitional way or is integrated into an inherently dramatic 
place. Primarily, I find the National Grand Theatre of China by Paul Andreu to be especially theatrical in its transition for the audience. 
 
Davis, Tracy, ed. and Thomas Postlewait, ed. Theatricality. New York, NY: Cambridge University Press, 2003. Print.
- Trying to define Theatricality

Morrison, Craig. Theaters. New York, NY: W.W. Norton & Company, Inc. , 2006. Print. 
- Contains precedents specifically relevant to the U.S.

Hardy Holzman Pfeiffer Associates. Theaters. New York, NY: Back Stage Books, 2003. Print.
- Contains precedents dealing with transition

Rockwell, David, and Bruce Mau. Spectacle. New York, NY: Phaidon Press, 2007. Print.
- To emphasize the difference between spectacle and theatricality.

Venturi, Robert, and Denise Scott-Brown. Learning from Las Vegas. Cambridge, MA: Massachusetts Institute of Technology, 1977. Print.
- As a case study on how one goes about researching a concept such as mine.

Brownell, Blaine, ed. Transmaterial. New York, NY: Princeton Architectural Press, 2006. Print.
- A catalog for material reference.

Brownell, Blaine, ed. Transmaterial 2. New York, NY: Princeton Architectural Press, 2008. Print.
- A catalog for material reference.

cultural context and with the help of procession, materiality and ornament.
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23

Initially, the site was viewed simply in terms of the maximum potential volume that could fill 
it. But how, at least in a generic sense, can one begin to break down this space?

25

This new proposal would involve shifting the percentages around giving more space to the 
Lobby/Entry and less to the remaining areas.

*Venues analyzed include Garnier Opera House, Kimmel Performing Arts Center, The Living Arts Theater, The Walnut Street The-
ater, Hedgerow Theater, F. Loren Winship Drama Building,  The New York State Theater at Lincoln Center, Santa Clara Convention 
Center, The Castle Theater at Maui Arts & Cultural Center, & Union Theater of New Orleans. 24

After analyzing 10 performance spaces* in terms of 4 primary programmatic elements, an 
average percentage of those spaces was deduced. Those four elements were Lobby/Entry, 
Stage, Audience, and Other/Storage/ Basic Facilities. This diagram depicts that percentage as 
potentially implemented on the chosen site.

26

However, the shift alone is not enough. How can the space change overlap more? How can 
these different parts become more integrated? The following diagrams attempt to answer 
those questions.

around performance spaces, the transition thresholds can be
Theatricality (n): 
1. Suggestive of theater or of acting, artificiality, or spectacle.
2. Marked by exaggerated self-display and unnatural behavior.
3. Spatially denoted by high levels of ornamentation which are often exaggerated and extremely detailed material use which 
often coincides with a performance; Also typically has a condensed spatial sequence and/or a highly developed procession into a 
theater

Dramatic (adj):
1. Characteristic of live performance, esp. involving conflict or contrast; vivid; moving.
2. Highly effective; striking, shocking, exaggerated.

Threshold (n):
1. A piece of wood or stone placed beneath a door; a doorsill.
2. An entrance or a doorway.
3. The point that must be exceeded to begin producing a given effect or result or to elicit a response: a low threshold of pain.
4. Any place or point of entering or beginning: the threshold of a new career.
5. Most importantly the point at which a stimulus is of sufficient intensity to begin to produce an effect: the threshold of
consciousness; a low threshold of pain, etc.

Transition (n):
1. Movement, passage, or change from one position, state, stage, subject, concept, etc., to another; change.
2. A passage from one scene to another by sound effects, music, etc., as in a television
program, theatrical production, or the like.

Mise en scène (n): 
1. The process of setting a stage, with regard to placement of actors, scenery, properties, etc.
2. The stage setting or scenery of a play.
3. Surroundings; environment.

Performer (n):
1. One who carries out; executes; does.
2. One who goes through or executes in the proper, customary, or established manner. 
3. One who fulfills a duty.
4. One who acts (a play, part, etc.), as on the stage, in movies, or on television.
5. One who renders life to a inanimate object or space.
6. One who accomplishs any action involving skill or ability before an audience.

Procession (n):
1. The act of moving along or proceeding in orderly succession or in a formal and ceremonious manner, as a line of people, 
animals, vehicles, etc.
2. The line or body of persons or things moving along in such a manner.
3. The act of coming forth from a source.

Proscenium (n):
1. The area of a modern theater that is located between the curtain and the orchestra.
2. The stage of an ancient theater, located between the background and the orchestra.

Interactivity (n):
1. The extent to which something is interactive.

Interactive (adj):
1. Connecting with a human user, often in a conversational way, to obtain data or commands and to give immediate results or 
updated information.
2. An object or a party that allows 2 groups to relate.

Interact (v):
1. To act one upon another through a means that is additional to the participating parties: E.g. Two familys interact using vid-
eo-messaging via the internet.

Spectacle (n):
an event, moment, or space of enormous cultural significance which is not observed on a regular basis. 

Program: Suspense:
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The Lobby/Entry space begins to extend onto the street. Here it is very rigid, but one could 
imagine a more fluid relationship between the pedestrians on the street and the space itself. 

28

This example shows a portion of the stage being moved to the front of the building and 
contained inside the Lobby/Entry portion.

29

Here. the Audience portion becomes more integrated with the Lobby/Entry space.

30

This option allows for a clear distinction between a front, public lobby/performance space 
with audience stage and lobby all as elements while the back portion can remain as a private 
independent theater venue.
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By understanding the given sections of both study blocks, one can begin to understand the 
varying densities. Broad street is very much designed for vehicles. And though the sidewalks 
on Broad Street are nearly double the size of those on South Street, South Street sees more 
people. (See pages 14 & 15) Why is this important? Part of what makes a street theatrical is 
density. The more dense a street is the more suspense can built up. And when one finally finds 
a space that opens up, the release is greater and the feeling therefore much stronger.  (See dia-
grams on page 64)

cultural context and with the help of procession, materiality and ornament.
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2. A passage from one scene to another by sound effects, music, etc., as in a television
program, theatrical production, or the like.

Mise en scène (n): 
1. The process of setting a stage, with regard to placement of actors, scenery, properties, etc.
2. The stage setting or scenery of a play.
3. Surroundings; environment.

Performer (n):
1. One who carries out; executes; does.
2. One who goes through or executes in the proper, customary, or established manner. 
3. One who fulfills a duty.
4. One who acts (a play, part, etc.), as on the stage, in movies, or on television.
5. One who renders life to a inanimate object or space.
6. One who accomplishs any action involving skill or ability before an audience.

Procession (n):
1. The act of moving along or proceeding in orderly succession or in a formal and ceremonious manner, as a line of people, 
animals, vehicles, etc.
2. The line or body of persons or things moving along in such a manner.
3. The act of coming forth from a source.

Proscenium (n):
1. The area of a modern theater that is located between the curtain and the orchestra.
2. The stage of an ancient theater, located between the background and the orchestra.

Interactivity (n):
1. The extent to which something is interactive.

Interactive (adj):
1. Connecting with a human user, often in a conversational way, to obtain data or commands and to give immediate results or 
updated information.
2. An object or a party that allows 2 groups to relate.

Interact (v):
1. To act one upon another through a means that is additional to the participating parties: E.g. Two familys interact using vid-
eo-messaging via the internet.

Spectacle (n):
an event, moment, or space of enormous cultural significance which is not observed on a regular basis. 
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Many contemporary theaters in the U.S. compel the audience members to go from a public, “real” world into a private “unreal” world with little or no 
distinction between those two realms. Venues such as Garnier’s Opera House, or the National Grand Theater of China by Paul Andreu, allow the audience more of a 
chance to connect with the performance they are attending through the architecture and spatial experience. 

Therefore I contend that the audience needs to be able to transition into a theater space through a lively and dramatic urban and cultural context and with the help 
of procession, materiality and ornament.

I am aware that these elements are all distinct discourses, but I argue that theatricality is composed of all of these discourses and as such they all must 
be investigated. Theatricality is not only Spectacle. It may suggest spectacle but it is not spectacle in and of itself. Spectacle is an event, moment, or space of 
enormous cultural significance and not observed on a regular basis. Theatricality can be observed on a smaller scale and more frequently. Technically, I define 
theatricality and dramatic as follows:

Theatricality (n): 
1. Suggestive of theater or of acting, artificiality, or spectacle.
2. Marked by exaggerated self-display and unnatural behavior.
3. Spatially denoted by high levels of ornamentation which are often exaggerated; extremely detailed material use which often coincides with a 
performance; condensed spatial sequence and/or a highly developed procession into a theater

Dramatic (adj):
1. Characteristic of live performance, esp. involving conflict or contrast; vivid; moving.
2. Highly effective; striking, shocking, exaggerated.

The National Grand Theatre of China by Paul Andreu is theatrical in its idea of procession that allows the audience time and space to prepare for the show. 
However, I imagine that this space could also be used as a gallery which would have elements from the show in the space, allowing the audience to become even 
more connected to the performance. Teatro Olimpico by Palladio, with the set by Vincenzo Scamozzi, takes the real world and places it in a forced perspective 
onstage. The stage mimics the life outside the theater, but I propose that the life outside the theater should mimic the stage as well.

The Set for Mystere de la Passion built in Lucerne in 1853 and set at the Piran Round near Perranzabuloc essentially brings the life of reality to a performance 
space to be viewed. It overlaps the concepts of the Teatro Olimpico with its own inverse, that being the stage interacting with the life outside the theater. Also, 
Renzo Piano’s Niccolo Paganni Auditorium in Parma, Italy essentially forces the set to fit in the building, but I argue that the set should inform the building much 
more. It should not be simply “fit in.” There should be a clear relationship between the stage and the set, the theater, the theater lobby and entry space, and the 
exterior of the theater, which is the urban context. 

In the city of Philadelphia, most of the theaters are lumped together in an “arts” strip on South Broad Street that, despite cultural potential, results in the 
surrounding streets and sidewalks only being populated either just before or shortly after performances. Many people do not remain in the area and often go back 
to their cars and back home without engaging the city. 

I argue that rather than being arranged in a row for high society to enjoy when it wishes, theaters should instead be integrated into an inherently theatrical 
or dramatic space for its audience to feel integrated into the urban fabric. The theater should accommodate its audience. The life on South Street in Philadelphia, 
between 2nd and 6th streets is extremely vibrant and would act as a catalyst for visitors to engage whichever performance is occurring. There is a culturally and 
socially diverse established atmosphere that can inherently act as the first aid of one’s transition into a theater. 

The procession into the theater itself has dissolved to merely a box office and occasionally a grandiose staircase. The procession needs to be elongated, not 
solely physically, but experientially because the audience needs time to become engaged with the upcoming performance. The barrier between what is real and 
what is a set piece needs to be removed and the worlds of reality and of performance need to overlap more. (Diagram A)

Theater also has a history of key material and ornament usage since its origins and it has evolved greatly over the years peaking with the baroque theater. I 
wish to understand and critically evaluate the use of materials and ornament and interpret that information in a way that allows me to incorporate those concepts 
to best assist in the audience’s transition into the theater. 

Ultimately, by using theatricality, as I define it, in the process of designing a theater or performing arts space the building will be most successful at allowing 
the audience to best immerse themselves in the atmosphere of the show. 

In the immediate future, I plan to visit and document both the existing “theater” row in Philadelphia at a variety of times both during the day and night, 
specifically observing how patrons enter the different theaters. I also plan to document the existing conditions of South Street in the same way, while trying to 
locate an ideal spot for the project. This is one of the quickest ways to truly see if my assumption is accurate. If it is not, then I must reconsider the location of my 
site.

My research shall manifest not only in the form of a theater in Philadelphia, but also portions of the research can be tested with the design of a set to actually 
be constructed in April for a musical production which I have written I believe I can use the set for this show in collaboration with additional set pieces throughout 
the campus to blur the line between reality and performance and also use key materials to emphasize the message of the show while building a relationship 
between the performers and the audience. I may be able to test the success of this set and a portion of the thesis by surveying the audience about their experience. 

Gideon, Sigfried. Architecture and the Phenomena of Transition: The Three Space Conceptions in Architecture. Cambridge, MA: Harvard University Press, 1971. Print.
- This text provides a great deal of material about the history of theaters and transition in the sense of transition between time periods. It is a relevant 
understanding of how the general architectural thoughts differed during different time periods and then how that relates to theater.

Heathcote, Edwin. Cinema Builders. New York, NY: Wiley-Academy, 2001. Print.
- The text provides comparative material between theaters for live performance and lives for film. By having this information, I can best distinguish what makes 
live performance theaters specifically theatrical. 

Fentress, Curt. “Designing Public Space: Process/Concept/Ideas.” Fentress Bradburn Architects: Museums and Theaters. New York, NY: Edizioni Press, Inc, 2003. 
Print..
- As some of my exploration will involve understanding the public space around my site, this specific article contains a concise and clear explanation of designing 
public space, specifically around theaters. 

Kliment, Stephen A, ed. Building Types Basics for Performing Arts Facilities. Hoboken, NJ: John Wiley & Sons, Inc, 2006. Print.
- As in the title, the goes over the basics of the design of theater itself in not only a visual way but also clearly explains the design elements in text. 

Aronson, Arnold. Architect of Dreams: The Theatrical Vision of Joseph Urban. New York, NY: Miriam and Ira D. Wallach Art Gallery, Columbia University, 2000. Print.
- This text analyzes theater spaces metaphorically in terms of vision and what makes theater design unique. It also explores the vague definition of “theatricality” 
and how to redefine that term

Leacroft, Richard, and Helen Leacroft.. Theatre and Playhouse: An Illustrated Survey of Theatre Building from Ancient Greece to the Present Day. New York, NY: 
Methuen, 1984. Print
- This text primarily serves as a visual historic guide to the design of theaters since the ancient Greeks. 

Guthrie, Tyrone, Richard Southern, Sean Kenny, Christopher Stevens, Hugh Hunt, and John English. Actor and Architect. Manchester, UK: University of Manchester, 
1964. Print.
- This book discusses the life around theater and performing arts. How that life, the life of the actor, and the life of the architect are all affected by the theater. 

Hammond, Michael. Performing Architecture: Opera Houses, Theaters and Concert Halls for the Twenty-First Century. New York, NY: Merrell Publishers Limited, 2006. 
Print. 
- This text shows examples of performance spaces that either use materiality and/or ornament in a transitional way or is integrated into an inherently dramatic 
place. Primarily, I find the National Grand Theatre of China by Paul Andreu to be especially theatrical in its transition for the audience. 
 
Davis, Tracy, ed. and Thomas Postlewait, ed. Theatricality. New York, NY: Cambridge University Press, 2003. Print.
- Trying to define Theatricality

Morrison, Craig. Theaters. New York, NY: W.W. Norton & Company, Inc. , 2006. Print. 
- Contains precedents specifically relevant to the U.S.

Hardy Holzman Pfeiffer Associates. Theaters. New York, NY: Back Stage Books, 2003. Print.
- Contains precedents dealing with transition

Rockwell, David, and Bruce Mau. Spectacle. New York, NY: Phaidon Press, 2007. Print.
- To emphasize the difference between spectacle and theatricality.

Venturi, Robert, and Denise Scott-Brown. Learning from Las Vegas. Cambridge, MA: Massachusetts Institute of Technology, 1977. Print.
- As a case study on how one goes about researching a concept such as mine.

Brownell, Blaine, ed. Transmaterial. New York, NY: Princeton Architectural Press, 2006. Print.
- A catalog for material reference.

Brownell, Blaine, ed. Transmaterial 2. New York, NY: Princeton Architectural Press, 2008. Print.
- A catalog for material reference.
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Description of Sections and how it allows one to understand the difference in density at 
either location, and explaining in futher detail why that is relevant. 
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Hypar Restaurant - Diller Scofidio + Renfro

The theatrical concept drawn from this project was visibility. 
At multiple locations in this project, one can both be viewed 
and view. At times however the visibility is obscured. It some 
cases, it is more about being viewed and less about viewing. 
The overlap in these ideas of visibility is on that is inherent in 
the type of performing arts space I wish to generate.

Busan Cinema Center - COOP HIMMELb(l)au

“Media, technology, entertainment and leisure are 
merged in an open-architecture of changeable and tailored 
event experiences. The result is a responsive and changing 
space of flows acting as an urban catalyst for cultural exchange 
and transformation.”*

45*http://www.coop-himmelblau.at/
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Many contemporary theaters in the U.S. compel the audience members to go from a public, “real” world into a private “unreal” world with little or no 
distinction between those two realms. Venues such as Garnier’s Opera House, or the National Grand Theater of China by Paul Andreu, allow the audience more of a 
chance to connect with the performance they are attending through the architecture and spatial experience. 

Therefore I contend that the audience needs to be able to transition into a theater space through a lively and dramatic urban and cultural context and with the help 
of procession, materiality and ornament.

I am aware that these elements are all distinct discourses, but I argue that theatricality is composed of all of these discourses and as such they all must 
be investigated. Theatricality is not only Spectacle. It may suggest spectacle but it is not spectacle in and of itself. Spectacle is an event, moment, or space of 
enormous cultural significance and not observed on a regular basis. Theatricality can be observed on a smaller scale and more frequently. Technically, I define 
theatricality and dramatic as follows:

Theatricality (n): 
1. Suggestive of theater or of acting, artificiality, or spectacle.
2. Marked by exaggerated self-display and unnatural behavior.
3. Spatially denoted by high levels of ornamentation which are often exaggerated; extremely detailed material use which often coincides with a 
performance; condensed spatial sequence and/or a highly developed procession into a theater

Dramatic (adj):
1. Characteristic of live performance, esp. involving conflict or contrast; vivid; moving.
2. Highly effective; striking, shocking, exaggerated.

The National Grand Theatre of China by Paul Andreu is theatrical in its idea of procession that allows the audience time and space to prepare for the show. 
However, I imagine that this space could also be used as a gallery which would have elements from the show in the space, allowing the audience to become even 
more connected to the performance. Teatro Olimpico by Palladio, with the set by Vincenzo Scamozzi, takes the real world and places it in a forced perspective 
onstage. The stage mimics the life outside the theater, but I propose that the life outside the theater should mimic the stage as well.

The Set for Mystere de la Passion built in Lucerne in 1853 and set at the Piran Round near Perranzabuloc essentially brings the life of reality to a performance 
space to be viewed. It overlaps the concepts of the Teatro Olimpico with its own inverse, that being the stage interacting with the life outside the theater. Also, 
Renzo Piano’s Niccolo Paganni Auditorium in Parma, Italy essentially forces the set to fit in the building, but I argue that the set should inform the building much 
more. It should not be simply “fit in.” There should be a clear relationship between the stage and the set, the theater, the theater lobby and entry space, and the 
exterior of the theater, which is the urban context. 

In the city of Philadelphia, most of the theaters are lumped together in an “arts” strip on South Broad Street that, despite cultural potential, results in the 
surrounding streets and sidewalks only being populated either just before or shortly after performances. Many people do not remain in the area and often go back 
to their cars and back home without engaging the city. 

I argue that rather than being arranged in a row for high society to enjoy when it wishes, theaters should instead be integrated into an inherently theatrical 
or dramatic space for its audience to feel integrated into the urban fabric. The theater should accommodate its audience. The life on South Street in Philadelphia, 
between 2nd and 6th streets is extremely vibrant and would act as a catalyst for visitors to engage whichever performance is occurring. There is a culturally and 
socially diverse established atmosphere that can inherently act as the first aid of one’s transition into a theater. 

The procession into the theater itself has dissolved to merely a box office and occasionally a grandiose staircase. The procession needs to be elongated, not 
solely physically, but experientially because the audience needs time to become engaged with the upcoming performance. The barrier between what is real and 
what is a set piece needs to be removed and the worlds of reality and of performance need to overlap more. (Diagram A)

Theater also has a history of key material and ornament usage since its origins and it has evolved greatly over the years peaking with the baroque theater. I 
wish to understand and critically evaluate the use of materials and ornament and interpret that information in a way that allows me to incorporate those concepts 
to best assist in the audience’s transition into the theater. 

Ultimately, by using theatricality, as I define it, in the process of designing a theater or performing arts space the building will be most successful at allowing 
the audience to best immerse themselves in the atmosphere of the show. 

In the immediate future, I plan to visit and document both the existing “theater” row in Philadelphia at a variety of times both during the day and night, 
specifically observing how patrons enter the different theaters. I also plan to document the existing conditions of South Street in the same way, while trying to 
locate an ideal spot for the project. This is one of the quickest ways to truly see if my assumption is accurate. If it is not, then I must reconsider the location of my 
site.

My research shall manifest not only in the form of a theater in Philadelphia, but also portions of the research can be tested with the design of a set to actually 
be constructed in April for a musical production which I have written I believe I can use the set for this show in collaboration with additional set pieces throughout 
the campus to blur the line between reality and performance and also use key materials to emphasize the message of the show while building a relationship 
between the performers and the audience. I may be able to test the success of this set and a portion of the thesis by surveying the audience about their experience. 

Gideon, Sigfried. Architecture and the Phenomena of Transition: The Three Space Conceptions in Architecture. Cambridge, MA: Harvard University Press, 1971. Print.
- This text provides a great deal of material about the history of theaters and transition in the sense of transition between time periods. It is a relevant 
understanding of how the general architectural thoughts differed during different time periods and then how that relates to theater.

Heathcote, Edwin. Cinema Builders. New York, NY: Wiley-Academy, 2001. Print.
- The text provides comparative material between theaters for live performance and lives for film. By having this information, I can best distinguish what makes 
live performance theaters specifically theatrical. 

Fentress, Curt. “Designing Public Space: Process/Concept/Ideas.” Fentress Bradburn Architects: Museums and Theaters. New York, NY: Edizioni Press, Inc, 2003. 
Print..
- As some of my exploration will involve understanding the public space around my site, this specific article contains a concise and clear explanation of designing 
public space, specifically around theaters. 

Kliment, Stephen A, ed. Building Types Basics for Performing Arts Facilities. Hoboken, NJ: John Wiley & Sons, Inc, 2006. Print.
- As in the title, the goes over the basics of the design of theater itself in not only a visual way but also clearly explains the design elements in text. 

Aronson, Arnold. Architect of Dreams: The Theatrical Vision of Joseph Urban. New York, NY: Miriam and Ira D. Wallach Art Gallery, Columbia University, 2000. Print.
- This text analyzes theater spaces metaphorically in terms of vision and what makes theater design unique. It also explores the vague definition of “theatricality” 
and how to redefine that term

Leacroft, Richard, and Helen Leacroft.. Theatre and Playhouse: An Illustrated Survey of Theatre Building from Ancient Greece to the Present Day. New York, NY: 
Methuen, 1984. Print
- This text primarily serves as a visual historic guide to the design of theaters since the ancient Greeks. 

Guthrie, Tyrone, Richard Southern, Sean Kenny, Christopher Stevens, Hugh Hunt, and John English. Actor and Architect. Manchester, UK: University of Manchester, 
1964. Print.
- This book discusses the life around theater and performing arts. How that life, the life of the actor, and the life of the architect are all affected by the theater. 

Hammond, Michael. Performing Architecture: Opera Houses, Theaters and Concert Halls for the Twenty-First Century. New York, NY: Merrell Publishers Limited, 2006. 
Print. 
- This text shows examples of performance spaces that either use materiality and/or ornament in a transitional way or is integrated into an inherently dramatic 
place. Primarily, I find the National Grand Theatre of China by Paul Andreu to be especially theatrical in its transition for the audience. 
 
Davis, Tracy, ed. and Thomas Postlewait, ed. Theatricality. New York, NY: Cambridge University Press, 2003. Print.
- Trying to define Theatricality

Morrison, Craig. Theaters. New York, NY: W.W. Norton & Company, Inc. , 2006. Print. 
- Contains precedents specifically relevant to the U.S.

Hardy Holzman Pfeiffer Associates. Theaters. New York, NY: Back Stage Books, 2003. Print.
- Contains precedents dealing with transition

Rockwell, David, and Bruce Mau. Spectacle. New York, NY: Phaidon Press, 2007. Print.
- To emphasize the difference between spectacle and theatricality.

Venturi, Robert, and Denise Scott-Brown. Learning from Las Vegas. Cambridge, MA: Massachusetts Institute of Technology, 1977. Print.
- As a case study on how one goes about researching a concept such as mine.

Brownell, Blaine, ed. Transmaterial. New York, NY: Princeton Architectural Press, 2006. Print.
- A catalog for material reference.

Brownell, Blaine, ed. Transmaterial 2. New York, NY: Princeton Architectural Press, 2008. Print.
- A catalog for material reference.
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VIDEO LOCATIONS

Description of Sections and how it allows one to understand the difference in density at 
either location, and explaining in futher detail why that is relevant. 

36

Hypar Restaurant - Diller Scofidio + Renfro

The theatrical concept drawn from this project was visibility. 
At multiple locations in this project, one can both be viewed 
and view. At times however the visibility is obscured. It some 
cases, it is more about being viewed and less about viewing. 
The overlap in these ideas of visibility is on that is inherent in 
the type of performing arts space I wish to generate.

Busan Cinema Center - COOP HIMMELb(l)au

“Media, technology, entertainment and leisure are 
merged in an open-architecture of changeable and tailored 
event experiences. The result is a responsive and changing 
space of flows acting as an urban catalyst for cultural exchange 
and transformation.”*

45*http://www.coop-himmelblau.at/

Paris Opera House - Charles Garnier

This space has a sequence of procession worthy of courty
society and such notions of transition should return to theater 
design with a contemporary twist. 53
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The Plot - Choosing a site while creating a story
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develop the site beyond it’s current state.  etc. etc. 
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Busan Cinema Center - COOP HIMMELb(l)au

Hypar Restaurant - Dillar Scofidio + Renfro

Opéra de Paris - Charles Garneir
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was obtained from it.
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PROPOSED NODE
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THEATER OF LIVING ARTS

POTENTIAL NEW DENSITY

Explaination of why placing a theater here is important and what it will do for the rest of south 
street

Many contemporary theaters in the U.S. compel the audience members to go from a public, “real” world into a private “unreal” world with little or no 
distinction between those two realms. Venues such as Garnier’s Opera House, or the National Grand Theater of China by Paul Andreu, allow the audience more of a 
chance to connect with the performance they are attending through the architecture and spatial experience. 

Therefore I contend that the audience needs to be able to transition into a theater space through a lively and dramatic urban and cultural context and with the help 
of procession, materiality and ornament.

I am aware that these elements are all distinct discourses, but I argue that theatricality is composed of all of these discourses and as such they all must 
be investigated. Theatricality is not only Spectacle. It may suggest spectacle but it is not spectacle in and of itself. Spectacle is an event, moment, or space of 
enormous cultural significance and not observed on a regular basis. Theatricality can be observed on a smaller scale and more frequently. Technically, I define 
theatricality and dramatic as follows:

Theatricality (n): 
1. Suggestive of theater or of acting, artificiality, or spectacle.
2. Marked by exaggerated self-display and unnatural behavior.
3. Spatially denoted by high levels of ornamentation which are often exaggerated; extremely detailed material use which often coincides with a 
performance; condensed spatial sequence and/or a highly developed procession into a theater

Dramatic (adj):
1. Characteristic of live performance, esp. involving conflict or contrast; vivid; moving.
2. Highly effective; striking, shocking, exaggerated.

The National Grand Theatre of China by Paul Andreu is theatrical in its idea of procession that allows the audience time and space to prepare for the show. 
However, I imagine that this space could also be used as a gallery which would have elements from the show in the space, allowing the audience to become even 
more connected to the performance. Teatro Olimpico by Palladio, with the set by Vincenzo Scamozzi, takes the real world and places it in a forced perspective 
onstage. The stage mimics the life outside the theater, but I propose that the life outside the theater should mimic the stage as well.

The Set for Mystere de la Passion built in Lucerne in 1853 and set at the Piran Round near Perranzabuloc essentially brings the life of reality to a performance 
space to be viewed. It overlaps the concepts of the Teatro Olimpico with its own inverse, that being the stage interacting with the life outside the theater. Also, 
Renzo Piano’s Niccolo Paganni Auditorium in Parma, Italy essentially forces the set to fit in the building, but I argue that the set should inform the building much 
more. It should not be simply “fit in.” There should be a clear relationship between the stage and the set, the theater, the theater lobby and entry space, and the 
exterior of the theater, which is the urban context. 

In the city of Philadelphia, most of the theaters are lumped together in an “arts” strip on South Broad Street that, despite cultural potential, results in the 
surrounding streets and sidewalks only being populated either just before or shortly after performances. Many people do not remain in the area and often go back 
to their cars and back home without engaging the city. 

I argue that rather than being arranged in a row for high society to enjoy when it wishes, theaters should instead be integrated into an inherently theatrical 
or dramatic space for its audience to feel integrated into the urban fabric. The theater should accommodate its audience. The life on South Street in Philadelphia, 
between 2nd and 6th streets is extremely vibrant and would act as a catalyst for visitors to engage whichever performance is occurring. There is a culturally and 
socially diverse established atmosphere that can inherently act as the first aid of one’s transition into a theater. 

The procession into the theater itself has dissolved to merely a box office and occasionally a grandiose staircase. The procession needs to be elongated, not 
solely physically, but experientially because the audience needs time to become engaged with the upcoming performance. The barrier between what is real and 
what is a set piece needs to be removed and the worlds of reality and of performance need to overlap more. (Diagram A)

Theater also has a history of key material and ornament usage since its origins and it has evolved greatly over the years peaking with the baroque theater. I 
wish to understand and critically evaluate the use of materials and ornament and interpret that information in a way that allows me to incorporate those concepts 
to best assist in the audience’s transition into the theater. 

Ultimately, by using theatricality, as I define it, in the process of designing a theater or performing arts space the building will be most successful at allowing 
the audience to best immerse themselves in the atmosphere of the show. 

In the immediate future, I plan to visit and document both the existing “theater” row in Philadelphia at a variety of times both during the day and night, 
specifically observing how patrons enter the different theaters. I also plan to document the existing conditions of South Street in the same way, while trying to 
locate an ideal spot for the project. This is one of the quickest ways to truly see if my assumption is accurate. If it is not, then I must reconsider the location of my 
site.

My research shall manifest not only in the form of a theater in Philadelphia, but also portions of the research can be tested with the design of a set to actually 
be constructed in April for a musical production which I have written I believe I can use the set for this show in collaboration with additional set pieces throughout 
the campus to blur the line between reality and performance and also use key materials to emphasize the message of the show while building a relationship 
between the performers and the audience. I may be able to test the success of this set and a portion of the thesis by surveying the audience about their experience. 

Gideon, Sigfried. Architecture and the Phenomena of Transition: The Three Space Conceptions in Architecture. Cambridge, MA: Harvard University Press, 1971. Print.
- This text provides a great deal of material about the history of theaters and transition in the sense of transition between time periods. It is a relevant 
understanding of how the general architectural thoughts differed during different time periods and then how that relates to theater.

Heathcote, Edwin. Cinema Builders. New York, NY: Wiley-Academy, 2001. Print.
- The text provides comparative material between theaters for live performance and lives for film. By having this information, I can best distinguish what makes 
live performance theaters specifically theatrical. 

Fentress, Curt. “Designing Public Space: Process/Concept/Ideas.” Fentress Bradburn Architects: Museums and Theaters. New York, NY: Edizioni Press, Inc, 2003. 
Print..
- As some of my exploration will involve understanding the public space around my site, this specific article contains a concise and clear explanation of designing 
public space, specifically around theaters. 

Kliment, Stephen A, ed. Building Types Basics for Performing Arts Facilities. Hoboken, NJ: John Wiley & Sons, Inc, 2006. Print.
- As in the title, the goes over the basics of the design of theater itself in not only a visual way but also clearly explains the design elements in text. 

Aronson, Arnold. Architect of Dreams: The Theatrical Vision of Joseph Urban. New York, NY: Miriam and Ira D. Wallach Art Gallery, Columbia University, 2000. Print.
- This text analyzes theater spaces metaphorically in terms of vision and what makes theater design unique. It also explores the vague definition of “theatricality” 
and how to redefine that term

Leacroft, Richard, and Helen Leacroft.. Theatre and Playhouse: An Illustrated Survey of Theatre Building from Ancient Greece to the Present Day. New York, NY: 
Methuen, 1984. Print
- This text primarily serves as a visual historic guide to the design of theaters since the ancient Greeks. 

Guthrie, Tyrone, Richard Southern, Sean Kenny, Christopher Stevens, Hugh Hunt, and John English. Actor and Architect. Manchester, UK: University of Manchester, 
1964. Print.
- This book discusses the life around theater and performing arts. How that life, the life of the actor, and the life of the architect are all affected by the theater. 

Hammond, Michael. Performing Architecture: Opera Houses, Theaters and Concert Halls for the Twenty-First Century. New York, NY: Merrell Publishers Limited, 2006. 
Print. 
- This text shows examples of performance spaces that either use materiality and/or ornament in a transitional way or is integrated into an inherently dramatic 
place. Primarily, I find the National Grand Theatre of China by Paul Andreu to be especially theatrical in its transition for the audience. 
 
Davis, Tracy, ed. and Thomas Postlewait, ed. Theatricality. New York, NY: Cambridge University Press, 2003. Print.
- Trying to define Theatricality

Morrison, Craig. Theaters. New York, NY: W.W. Norton & Company, Inc. , 2006. Print. 
- Contains precedents specifically relevant to the U.S.

Hardy Holzman Pfeiffer Associates. Theaters. New York, NY: Back Stage Books, 2003. Print.
- Contains precedents dealing with transition

Rockwell, David, and Bruce Mau. Spectacle. New York, NY: Phaidon Press, 2007. Print.
- To emphasize the difference between spectacle and theatricality.

Venturi, Robert, and Denise Scott-Brown. Learning from Las Vegas. Cambridge, MA: Massachusetts Institute of Technology, 1977. Print.
- As a case study on how one goes about researching a concept such as mine.

Brownell, Blaine, ed. Transmaterial. New York, NY: Princeton Architectural Press, 2006. Print.
- A catalog for material reference.

Brownell, Blaine, ed. Transmaterial 2. New York, NY: Princeton Architectural Press, 2008. Print.
- A catalog for material reference.
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23

Initially, the site was viewed simply in terms of the maximum potential volume that could fill 
it. But how, at least in a generic sense, can one begin to break down this space?

25

This new proposal would involve shifting the percentages around giving more space to the 
Lobby/Entry and less to the remaining areas.

*Venues analyzed include Garnier Opera House, Kimmel Performing Arts Center, The Living Arts Theater, The Walnut Street The-
ater, Hedgerow Theater, F. Loren Winship Drama Building,  The New York State Theater at Lincoln Center, Santa Clara Convention 
Center, The Castle Theater at Maui Arts & Cultural Center, & Union Theater of New Orleans. 24

After analyzing 10 performance spaces* in terms of 4 primary programmatic elements, an 
average percentage of those spaces was deduced. Those four elements were Lobby/Entry, 
Stage, Audience, and Other/Storage/ Basic Facilities. This diagram depicts that percentage as 
potentially implemented on the chosen site.

26

However, the shift alone is not enough. How can the space change overlap more? How can 
these different parts become more integrated? The following diagrams attempt to answer 
those questions.

around performance spaces, the transition thresholds can be
Theatricality (n): 
1. Suggestive of theater or of acting, artificiality, or spectacle.
2. Marked by exaggerated self-display and unnatural behavior.
3. Spatially denoted by high levels of ornamentation which are often exaggerated and extremely detailed material use which 
often coincides with a performance; Also typically has a condensed spatial sequence and/or a highly developed procession into a 
theater

Dramatic (adj):
1. Characteristic of live performance, esp. involving conflict or contrast; vivid; moving.
2. Highly effective; striking, shocking, exaggerated.

Threshold (n):
1. A piece of wood or stone placed beneath a door; a doorsill.
2. An entrance or a doorway.
3. The point that must be exceeded to begin producing a given effect or result or to elicit a response: a low threshold of pain.
4. Any place or point of entering or beginning: the threshold of a new career.
5. Most importantly the point at which a stimulus is of sufficient intensity to begin to produce an effect: the threshold of
consciousness; a low threshold of pain, etc.

Transition (n):
1. Movement, passage, or change from one position, state, stage, subject, concept, etc., to another; change.
2. A passage from one scene to another by sound effects, music, etc., as in a television
program, theatrical production, or the like.

Mise en scène (n): 
1. The process of setting a stage, with regard to placement of actors, scenery, properties, etc.
2. The stage setting or scenery of a play.
3. Surroundings; environment.

Performer (n):
1. One who carries out; executes; does.
2. One who goes through or executes in the proper, customary, or established manner. 
3. One who fulfills a duty.
4. One who acts (a play, part, etc.), as on the stage, in movies, or on television.
5. One who renders life to a inanimate object or space.
6. One who accomplishs any action involving skill or ability before an audience.

Procession (n):
1. The act of moving along or proceeding in orderly succession or in a formal and ceremonious manner, as a line of people, 
animals, vehicles, etc.
2. The line or body of persons or things moving along in such a manner.
3. The act of coming forth from a source.

Proscenium (n):
1. The area of a modern theater that is located between the curtain and the orchestra.
2. The stage of an ancient theater, located between the background and the orchestra.

Interactivity (n):
1. The extent to which something is interactive.

Interactive (adj):
1. Connecting with a human user, often in a conversational way, to obtain data or commands and to give immediate results or 
updated information.
2. An object or a party that allows 2 groups to relate.

Interact (v):
1. To act one upon another through a means that is additional to the participating parties: E.g. Two familys interact using vid-
eo-messaging via the internet.

Spectacle (n):
an event, moment, or space of enormous cultural significance which is not observed on a regular basis. 

Program: Suspense:

27

The Lobby/Entry space begins to extend onto the street. Here it is very rigid, but one could 
imagine a more fluid relationship between the pedestrians on the street and the space itself. 

28

This example shows a portion of the stage being moved to the front of the building and 
contained inside the Lobby/Entry portion.

29

Here. the Audience portion becomes more integrated with the Lobby/Entry space.

30

This option allows for a clear distinction between a front, public lobby/performance space 
with audience stage and lobby all as elements while the back portion can remain as a private 
independent theater venue.
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2. One who goes through or executes in the proper, customary, or established manner. 
3. One who fulfills a duty.
4. One who acts (a play, part, etc.), as on the stage, in movies, or on television.
5. One who renders life to a inanimate object or space.
6. One who accomplishs any action involving skill or ability before an audience.

Procession (n):
1. The act of moving along or proceeding in orderly succession or in a formal and ceremonious manner, as a line of people, 
animals, vehicles, etc.
2. The line or body of persons or things moving along in such a manner.
3. The act of coming forth from a source.

Proscenium (n):
1. The area of a modern theater that is located between the curtain and the orchestra.
2. The stage of an ancient theater, located between the background and the orchestra.

Interactivity (n):
1. The extent to which something is interactive.

Interactive (adj):
1. Connecting with a human user, often in a conversational way, to obtain data or commands and to give immediate results or 
updated information.
2. An object or a party that allows 2 groups to relate.

Interact (v):
1. To act one upon another through a means that is additional to the participating parties: E.g. Two familys interact using vid-
eo-messaging via the internet.

Spectacle (n):
an event, moment, or space of enormous cultural significance which is not observed on a regular basis. 
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23

Initially, the site was viewed simply in terms of the maximum potential volume that could fill 
it. But how, at least in a generic sense, can one begin to break down this space?

25

This new proposal would involve shifting the percentages around giving more space to the 
Lobby/Entry and less to the remaining areas.

*Venues analyzed include Garnier Opera House, Kimmel Performing Arts Center, The Living Arts Theater, The Walnut Street The-
ater, Hedgerow Theater, F. Loren Winship Drama Building,  The New York State Theater at Lincoln Center, Santa Clara Convention 
Center, The Castle Theater at Maui Arts & Cultural Center, & Union Theater of New Orleans. 24

After analyzing 10 performance spaces* in terms of 4 primary programmatic elements, an 
average percentage of those spaces was deduced. Those four elements were Lobby/Entry, 
Stage, Audience, and Other/Storage/ Basic Facilities. This diagram depicts that percentage as 
potentially implemented on the chosen site.

26

However, the shift alone is not enough. How can the space change overlap more? How can 
these different parts become more integrated? The following diagrams attempt to answer 
those questions.

around performance spaces, the transition thresholds can be
Theatricality (n): 
1. Suggestive of theater or of acting, artificiality, or spectacle.
2. Marked by exaggerated self-display and unnatural behavior.
3. Spatially denoted by high levels of ornamentation which are often exaggerated and extremely detailed material use which 
often coincides with a performance; Also typically has a condensed spatial sequence and/or a highly developed procession into a 
theater

Dramatic (adj):
1. Characteristic of live performance, esp. involving conflict or contrast; vivid; moving.
2. Highly effective; striking, shocking, exaggerated.

Threshold (n):
1. A piece of wood or stone placed beneath a door; a doorsill.
2. An entrance or a doorway.
3. The point that must be exceeded to begin producing a given effect or result or to elicit a response: a low threshold of pain.
4. Any place or point of entering or beginning: the threshold of a new career.
5. Most importantly the point at which a stimulus is of sufficient intensity to begin to produce an effect: the threshold of
consciousness; a low threshold of pain, etc.

Transition (n):
1. Movement, passage, or change from one position, state, stage, subject, concept, etc., to another; change.
2. A passage from one scene to another by sound effects, music, etc., as in a television
program, theatrical production, or the like.

Mise en scène (n): 
1. The process of setting a stage, with regard to placement of actors, scenery, properties, etc.
2. The stage setting or scenery of a play.
3. Surroundings; environment.

Performer (n):
1. One who carries out; executes; does.
2. One who goes through or executes in the proper, customary, or established manner. 
3. One who fulfills a duty.
4. One who acts (a play, part, etc.), as on the stage, in movies, or on television.
5. One who renders life to a inanimate object or space.
6. One who accomplishs any action involving skill or ability before an audience.

Procession (n):
1. The act of moving along or proceeding in orderly succession or in a formal and ceremonious manner, as a line of people, 
animals, vehicles, etc.
2. The line or body of persons or things moving along in such a manner.
3. The act of coming forth from a source.

Proscenium (n):
1. The area of a modern theater that is located between the curtain and the orchestra.
2. The stage of an ancient theater, located between the background and the orchestra.

Interactivity (n):
1. The extent to which something is interactive.

Interactive (adj):
1. Connecting with a human user, often in a conversational way, to obtain data or commands and to give immediate results or 
updated information.
2. An object or a party that allows 2 groups to relate.

Interact (v):
1. To act one upon another through a means that is additional to the participating parties: E.g. Two familys interact using vid-
eo-messaging via the internet.

Spectacle (n):
an event, moment, or space of enormous cultural significance which is not observed on a regular basis. 
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Initially, the site was viewed simply in terms of the maximum potential volume that could fill 
it. But how, at least in a generic sense, can one begin to break down this space?

25

This new proposal would involve shifting the percentages around giving more space to the 
Lobby/Entry and less to the remaining areas.

*Venues analyzed include Garnier Opera House, Kimmel Performing Arts Center, The Living Arts Theater, The Walnut Street The-
ater, Hedgerow Theater, F. Loren Winship Drama Building,  The New York State Theater at Lincoln Center, Santa Clara Convention 
Center, The Castle Theater at Maui Arts & Cultural Center, & Union Theater of New Orleans. 24

After analyzing 10 performance spaces* in terms of 4 primary programmatic elements, an 
average percentage of those spaces was deduced. Those four elements were Lobby/Entry, 
Stage, Audience, and Other/Storage/ Basic Facilities. This diagram depicts that percentage as 
potentially implemented on the chosen site.
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However, the shift alone is not enough. How can the space change overlap more? How can 
these different parts become more integrated? The following diagrams attempt to answer 
those questions.

around performance spaces, the transition thresholds can be
Theatricality (n): 
1. Suggestive of theater or of acting, artificiality, or spectacle.
2. Marked by exaggerated self-display and unnatural behavior.
3. Spatially denoted by high levels of ornamentation which are often exaggerated and extremely detailed material use which 
often coincides with a performance; Also typically has a condensed spatial sequence and/or a highly developed procession into a 
theater

Dramatic (adj):
1. Characteristic of live performance, esp. involving conflict or contrast; vivid; moving.
2. Highly effective; striking, shocking, exaggerated.

Threshold (n):
1. A piece of wood or stone placed beneath a door; a doorsill.
2. An entrance or a doorway.
3. The point that must be exceeded to begin producing a given effect or result or to elicit a response: a low threshold of pain.
4. Any place or point of entering or beginning: the threshold of a new career.
5. Most importantly the point at which a stimulus is of sufficient intensity to begin to produce an effect: the threshold of
consciousness; a low threshold of pain, etc.

Transition (n):
1. Movement, passage, or change from one position, state, stage, subject, concept, etc., to another; change.
2. A passage from one scene to another by sound effects, music, etc., as in a television
program, theatrical production, or the like.

Mise en scène (n): 
1. The process of setting a stage, with regard to placement of actors, scenery, properties, etc.
2. The stage setting or scenery of a play.
3. Surroundings; environment.

Performer (n):
1. One who carries out; executes; does.
2. One who goes through or executes in the proper, customary, or established manner. 
3. One who fulfills a duty.
4. One who acts (a play, part, etc.), as on the stage, in movies, or on television.
5. One who renders life to a inanimate object or space.
6. One who accomplishs any action involving skill or ability before an audience.

Procession (n):
1. The act of moving along or proceeding in orderly succession or in a formal and ceremonious manner, as a line of people, 
animals, vehicles, etc.
2. The line or body of persons or things moving along in such a manner.
3. The act of coming forth from a source.

Proscenium (n):
1. The area of a modern theater that is located between the curtain and the orchestra.
2. The stage of an ancient theater, located between the background and the orchestra.

Interactivity (n):
1. The extent to which something is interactive.

Interactive (adj):
1. Connecting with a human user, often in a conversational way, to obtain data or commands and to give immediate results or 
updated information.
2. An object or a party that allows 2 groups to relate.

Interact (v):
1. To act one upon another through a means that is additional to the participating parties: E.g. Two familys interact using vid-
eo-messaging via the internet.

Spectacle (n):
an event, moment, or space of enormous cultural significance which is not observed on a regular basis. 
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cultural context and with the help of procession, materiality and ornament.
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By understanding the given sections of both study blocks, one can begin to understand the 
varying densities. Broad street is very much designed for vehicles. And though the sidewalks 
on Broad Street are nearly double the size of those on South Street, South Street sees more 
people. (See pages 14 & 15) Why is this important? Part of what makes a street theatrical is 
density. The more dense a street is the more suspense can built up. And when one finally finds 
a space that opens up, the release is greater and the feeling therefore much stronger.  (See dia-
grams on page 64)
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By understanding the given sections of both study blocks, one can begin to understand the 
varying densities. Broad street is very much designed for vehicles. And though the sidewalks 
on Broad Street are nearly double the size of those on South Street, South Street sees more 
people. (See pages 14 & 15) Why is this important? Part of what makes a street theatrical is 
density. The more dense a street is the more suspense can built up. And when one finally finds 
a space that opens up, the release is greater and the feeling therefore much stronger.  (See dia-
grams on page 64)

23

Initially, the site was viewed simply in terms of the maximum potential volume that could fill 
it. But how, at least in a generic sense, can one begin to break down this space?

25

This new proposal would involve shifting the percentages around giving more space to the 
Lobby/Entry and less to the remaining areas.

*Venues analyzed include Garnier Opera House, Kimmel Performing Arts Center, The Living Arts Theater, The Walnut Street The-
ater, Hedgerow Theater, F. Loren Winship Drama Building,  The New York State Theater at Lincoln Center, Santa Clara Convention 
Center, The Castle Theater at Maui Arts & Cultural Center, & Union Theater of New Orleans. 24

After analyzing 10 performance spaces* in terms of 4 primary programmatic elements, an 
average percentage of those spaces was deduced. Those four elements were Lobby/Entry, 
Stage, Audience, and Other/Storage/ Basic Facilities. This diagram depicts that percentage as 
potentially implemented on the chosen site.
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However, the shift alone is not enough. How can the space change overlap more? How can 
these different parts become more integrated? The following diagrams attempt to answer 
those questions.

around performance spaces, the transition thresholds can be
Theatricality (n): 
1. Suggestive of theater or of acting, artificiality, or spectacle.
2. Marked by exaggerated self-display and unnatural behavior.
3. Spatially denoted by high levels of ornamentation which are often exaggerated and extremely detailed material use which 
often coincides with a performance; Also typically has a condensed spatial sequence and/or a highly developed procession into a 
theater

Dramatic (adj):
1. Characteristic of live performance, esp. involving conflict or contrast; vivid; moving.
2. Highly effective; striking, shocking, exaggerated.

Threshold (n):
1. A piece of wood or stone placed beneath a door; a doorsill.
2. An entrance or a doorway.
3. The point that must be exceeded to begin producing a given effect or result or to elicit a response: a low threshold of pain.
4. Any place or point of entering or beginning: the threshold of a new career.
5. Most importantly the point at which a stimulus is of sufficient intensity to begin to produce an effect: the threshold of
consciousness; a low threshold of pain, etc.

Transition (n):
1. Movement, passage, or change from one position, state, stage, subject, concept, etc., to another; change.
2. A passage from one scene to another by sound effects, music, etc., as in a television
program, theatrical production, or the like.

Mise en scène (n): 
1. The process of setting a stage, with regard to placement of actors, scenery, properties, etc.
2. The stage setting or scenery of a play.
3. Surroundings; environment.

Performer (n):
1. One who carries out; executes; does.
2. One who goes through or executes in the proper, customary, or established manner. 
3. One who fulfills a duty.
4. One who acts (a play, part, etc.), as on the stage, in movies, or on television.
5. One who renders life to a inanimate object or space.
6. One who accomplishs any action involving skill or ability before an audience.

Procession (n):
1. The act of moving along or proceeding in orderly succession or in a formal and ceremonious manner, as a line of people, 
animals, vehicles, etc.
2. The line or body of persons or things moving along in such a manner.
3. The act of coming forth from a source.

Proscenium (n):
1. The area of a modern theater that is located between the curtain and the orchestra.
2. The stage of an ancient theater, located between the background and the orchestra.

Interactivity (n):
1. The extent to which something is interactive.

Interactive (adj):
1. Connecting with a human user, often in a conversational way, to obtain data or commands and to give immediate results or 
updated information.
2. An object or a party that allows 2 groups to relate.

Interact (v):
1. To act one upon another through a means that is additional to the participating parties: E.g. Two familys interact using vid-
eo-messaging via the internet.

Spectacle (n):
an event, moment, or space of enormous cultural significance which is not observed on a regular basis. 
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With Assistance from Arielle Shear, Regina Doran, Julianne Cancalosi, Dan King,  Brandon Maldonado, Beryl Johnsen-Seeberger, Caitlin Duffy, & Charlette Caldwell
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57

The Base Site Dimensions 

58

Lot Area Requirement - 5% of the site 
cannot be built upon. 

59

Awning Requirement 

60

Window and Balcony Requirements

extended through an exploration of procession and theatricality.

68

Exaggerated Procession #2 - This example 
also shows exaggerated procession into 
a theater space, however it overlaps that 
idea with the procession through the build-
ing clear to the other side.

67

Exaggerated Procession #1 - This example 
shows a very literal exaggerated procession 
into a theater space and what that might 
look like on the site.

65

Busan Cinema Insertion - By placing this 
precedent on the site one can begin to 
observe how it would adjust the flow of 
people when at a different scale.

66

Hypar Restaurant Insertion - By placing this 
precedent on the site one can begin to ob-
serve how it would adjust the transparency 
on the site a dn overall visibility.

Site Requirements: Testing Through Design:

61

Depth Requirement 

62

Height and Set Back Requirement

63

All Site Requirements 

69

Pinching # 1 -  This example shows the 
tightening of space to allow create sus-
pense upon release while still trying to 
bridge parts of the project.

70

Pinching # 2 - This example shows the 
extreme tightening of spaces to allow cre-
ate suspense upon release while overlap-
ping that idea with one in which some of 
the audience members could pass through 
the project without necessary entering the 
theater portion of it.

71

Excavation #1 - This example also shows 
very simply concept of excavation and how 
with a simple void one could create a pas-
sage an multiple spaces.

72

Excavation #2 - This example also shows 
a more conplex concept of excavation and 
that has been overlapped with the idea of 
amphitheater stepping and seating while 
still allowing a primary passage or 
exaggerated entry into the space.

At minimum the Performancing Arts Space must included:

Performance areas:
• Stage Area (for at least 10 performers and maximum of 40
performers)
• Stage set up area
• Material loading area
• Dressing Room: (for a minimum of 20 performers)
• At least 1 shop space for the production of stage sets, props,
or costumes
• Green room area
• Control booths
• One rehearsal space

Front of house area:
• Lobby area
• Public Restrooms
• Box Office

Additional space:
• One classroom for teaching theatre crafts.
• Facility Offices: (at least 3)
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:: AutoCAD Floor Plans of Stage(s) of Transition ::
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:: Illustrator & V-Ray Sectional Perspectives and Renderings of Stage(s) of Transition ::



e-FOLD-lution - Origami as the beginning of the evolution

Syracuse Architecture | Modulated Aeffects

{E-FOLD}



:: Hanging Origami Model & Illustrator Diagram of the Evolutionary Fold Skate Park :: *Collaborated with Dennis Park on Origami Creation Only
Final Fully Connected Folded Flap Which Became the Wave Module

The Lower Peak

The Depression

e-FOLD-lution - The evolved module

Syracuse Architecture | Modulated Aeffects





:: Illustrator Drawing created from Rhinoceros Model & AutoCAD Plan of the Evolutionary Fold Skate Park ::

Evolutionary Fold - First floor

Syracuse Architecture | Modulated Aeffects
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Evolutionary Fold - The Structural Origami

Syracuse Architecture | Modulated Aeffects



:: Illustrator Structure & AutoCAD Section of the Evolutionary Fold Skate Park :: 

Evolutionary Fold - Origami sections

Syracuse Architecture | Modulated Aeffects
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Evolutionary Fold - The origami evolving as stairs

Syracuse Architecture | Modulated Aeffects

Evolutionary Fold - East facade of the evolving stairs

Syracuse Architecture | Modulated Aeffects



:: Illustrator Stairs & Flooring of the Evolutionary Fold Skate Park :: 

Evolutionary Fold - Circulation details

Syracuse Architecture | Modulated Aeffects



{EASTSIDE FALLS}



:: Minneapolis Site 3DsMAX Rendering & Diagrammatic Volumes Rendering of Eastside Falls ::  *Collaborated with ULI/Hines Team 





:: Core Buildings Rendering, Falls Rendering & Site Plan of Eastside Falls ::

EASTSIDE
FALLS
RE:ENVISION DOWNTOWN EAST MINNEAPOLIS

2611



{EASTSIDE FALLS}



:: Armory Interior Rendering, The Water-Y Rendering, & Seasonal Pond Renderings of Eastside Falls ::





:: Sectional Perspective Rendering & Final Board Arrangement of Eastside Falls ::

RE:ENVISION

RE:THINK

RE:IMAGINING 
DOWNTOWN EAST 
MINNEAPOLIS

RE:VIEW

RE:CALCULATE

RE:DEFINE

RE:USE

LOS/MM SPLIT

EASTSIDE
FALLS

Current Site Value: $60,568,200
Projected Site Value: $1,121,970,400
Net Present Value: 57,894,690
IRR: 11.8%
Residential Capacity: 1,608 units
Commercial: 1,994,505 sq ft
Retail: 875,007 sq ft
Hotel: 142.275 sq ft

1. Trader Joes
2. East Side Food Co-Op
3. Grind Skate Shop
4. Subway
5. Barnes & Noble
6. Sephora
7. Tan’s Thai Palace
8. Hmong Restaurant
9. Chocolate Moose
10. Vikings Sports Bar
11. Dun Brothers Coffee
12. Press Box Bar
13. The Local Bar & Nightclub
14. Twin City Records
15. 612 Fitness Center
16. Little Minnesota Bar & Restaurant
17.	 Hoffman	&	Associates	Law	Offices
18. Summit Brewing Company
19.    The W Hotel

                            Bicycle Parking

                            Parking

                            Bikshare Locations

                            Carshare Locations
SMART LOCATION & LINKAGE

LEED® FOR NEIGHBORHOOD DEVELOPMENT

Smart Location

Imperiled Species and Ecological Communities

Wetland and Water Body Conservation

Agricultural Land Conservation

Floodplain Avoidance

Preferred Locations

Locations w/ Reduced Automobile Dependence

Bicycle Network and Storage 

Housing and Jobs Proximity

REQ

REQ

REQ

REQ

REQ

Construction Activity Pollution Prevention

Existing Building Use

Historic Resource Preservation and Adaptive Reuse

Stormwater Management

Heat Island Reduction

Solar Orientation

On-Site Renewable Energy Sources

Recycled Content in Infrastructure

Solid Waste Management Infrastructure

GREEN INFRASTRUCTURE & BUILDINGS
REQ
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REQ
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Walkable Streets 

Compact Development 

Connected and Open Community

Walkable Streets 

Compact Development  

Mixed-Use Neighborhood Centers

Mixed-Income Diverse Communities

Reduced Parking Footprint 

Street Network

Transit Facilities 

Transportation Demand Management

Access to Civic and Public Spaces 

Access to Recreation Facilities

Visitability and Universal Design

Local Food Production

Tree-Lined and Shaded Streets

NEIGHBORHOOD PATTERN & DESIGN
REQ

REQ

REQ

Total: 74 points

Level	of 	Service	of 	Portland	Avenue	(proposed	configuration)
*assuming 120% increase in pedestrian, bicycle, and vehicular trips
*assuming 2.5 ft/sec walking speed and 0.9 PHF

Water Reclamation Process

Children’s Playground

Open Space Connectivity Active Lifestyle & Walkability

Nice Ride bike share 
stations

Connection to Mill City 
farmer’s market

2611 2611 2611

Phase I

Phase II

Phase III

Phase IV

Development of  Parcels L, N - Year 2015

Development of  Parcels K, H - Year 2018

Development of  Parcels F, G - Year 2020

Development of  Parcels A,P, M - Year 2022Irrigation

Reclamation from bioswale Natural Filtration
Water storage and cleaning

Dynamic Seasonal Park 
& Resevoir

Collected	rain	and	snowmelt	(seasonal)

Reclaimed water for non-potable uses

Reclaimed water for use in 
water	feature	(seasonal)

Indoor heating to melt snow
Mississippi River Path

Connection to St. Anthony’s 
Falls Heritage Trail

Shaded Tree Canopies

Dynamic Seasonal Park

0 0.125 MI 0.25 MI

612 Fitness Center

1/8 mile walking radius

1/4 mile walking radius
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The Interchange Transit Hub


