ESTABLISHING PRINCIPLES AND STANDARDS FOR
CULTURAL CENTER DESIGN (A Case Study of
Katsina Cultural Center)

BY

OLADIPO OLUSEGUN
B.Sc (Architecture) Hons.
A.B.U. Zaria

A THESIS SUBMITTED TO THE POST-GRADUATE SCHOOL,
IN PARTIAL FULFILMENT OF THE REQUIREMENTS FOR THE
AWARD OF MASTER OF SCIENCE IN ARCHITECTURE

(M.SC. ARCH),

DEPARTMENT OF ARCHITECTURE
FACULTY OF ENVIRONMENTAL DESIGN
AHMADU BELLO UNIVERSITY
ZARIA

DECEMBER , 1989



i1
DECLARATION

I, OLADIPO Olusegun, do hareby solamly daclare
that this disgertation is an authentic and
original documentation of my research for the
award of the 'Master of Sclence' degree, and
that all references therein have been duely

acknowledgede » T

OCLADIPO - UN



CERTIFICATION iii

This project/thesis/dissertation titlad

"Establishing Principles and Standards for Cultural

Center Design'" (A Case Study of Katsina Cultural

Center) by OLADIPO OLUSEGUN meets the award of the

degree of Master of Science in Architecturc of

Ahmadu Belle University, and is approved for its

contribution to knowledge and literary presentatione

2t 202l &
atg

Olgi‘a-!g_‘),
dte

Head of Department Date

Dean, Postgraduate School Date



iv

dEBICATION "

pcdicated to the creater and my parents for all
th.ir support espcclally my mother, Mrs. CsA. OLADIDPO

for what she means to me.



my search for architectural knewledge quite
a numker of people have een nf immense help and

it will be ungrateful eof me if I du not acknowledge

thelr 7é3ious contributions,

rirstly T would 1like to express my gratitude to
my supervisor, Arch M.M. Muftwang fer guiding me
through this thesis, My sincere thanks also goes

to memkers of my theslis supervisory committee for
their constructive criticisms towards my success,

My profound gratitufde goes to Arc, Yinka Gbotosho,
vou thought me the art of composition and for that
"respect iz aue evertime", I would alsoc like to than

Mallam Umaru Panjuma Katsina (xasagl) of the Ministry

of Information, Youths, Sports and Culture Katsina

Stat=, for his various help at the research stage,
I alsc thank Mr. Tony Saleh of the Center for Cultura

tudies A.B.U., Zarla.

m rarticularly indebted to members of my
family for their financial and moral support. My

ther Mr. A.7. Oladipo, my Mrther Mrs, C.A. 0Oladipo,

”~

ster Lara and my brother dimeji. All the members

Ayo-3ejlo fimily-Chlef (Mrs) Ay»n pellu, Lr,

lo. Mrs Foluke Ige, Engr. Toyin pello, Mrs
Ike Oru-: aujl, Mrs, Kemli Adecdejl and lastly the

twin gis%~~ I never had, Funke Ayo Belle, Teo all

you gool p<ople T will remain eternally grateful,



Vi

My utmost appreciation also geoes to my flatmates
Dimeji Adene (D2) and Taiwo oyeleke (Shanka). Your
companionship helped in improving my ideas about
architecture and life in meneral. The 'Donkey work!?

of this thesis is dedicated to you both,

My sincere regards goes to ¢shiloma Andre Brai,
vyou 've got great architectural potentials which
should be fully cultivated. vour contripution
towards the success of this thesis is unquantifiable,
Thanks for everythings. My numerous friends (home boys
general posee) Akin podunde (Kimbod), Kola Fola-Alade
(Roarch) Dapo Robinson (DR). Alide Akhibi (Rugged)
Taiwo Adesanya ‘Perry), U.J. Garrison-Momec (USsie),
ranjuma “aniko, Jgudith Lot, Leo Okocho, Y.Z2. Dimka
rohammed Bashir and all the others I cann't seem to

L. Eal

remomber, Thanks for sharing your jdeas with me.

My utmost appreciation also goes to Toyln oduga
end Jumal Dau. You have both in your own ways made
this thesis a success. Thanks for everphing and that
is coming from within,

Lastly and ultimately, thanks to She Creator

for giving man all the natural things which makes
- "

living worthwhile,

Segun 0oladipo "
Ssd45am
031289



Vil

ABSTRACT

In the design of buildings and environments,
architects, planners etc. often resort to the use
of standards in terms of space requirements.
Though the dissemination of technology dictates

the fact that, standards evolved are bound to be

used in relation to products of technology,
behavioural encironments need to be designed based
on their particular sooting. This is due tctjthe fact
that cultures differ, and in,Africa and indeed
Nigeria' space requirements vary from evolved

and this can be attributed to both
climate and the mode of dressing. These attributes
have become customary, traditional and subsequently
cultural and the effect of space on traditional
performances relating to the social aspects of

culture is the main thrust of this thesis.

The first chapter is an attempt at highlighting
the different aspects of culture, while the second
is a spatial exposition of traditional performing
arts and crafts. A historical review of theatres
forms the third chapter and chapter four deals with
case studies relating to the subject matter.
Chapter five highlights the thesis site with
chapter six insisting of related design parameters

and the design, brief. The last two chapter consist of



V[

evaluations and evolution of solutions leading
to formation, of concepts and finally the design
report.
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CHAPTER ONE

INTRCDUCTION

1.0 Definitlons of Culture

Culture has ken varlously defined by a host
of scholars. Eric 0. Ayisi (1980) defines aulture
as "the sum total of the material and intellectual
equipment of people whereby they satisfy their
biological and social needs and adapt themselves
their enviromment. > According tc R. Plddington
(1970} ﬁCulture is that complex whole whilch involves
knowledge, belief, art, law, moral, custom and all
ather capabilities and hablts acquired by man as a
member of socicty".® B. Malmowski (1965) sums up
his definition of culture as "that which enmbraces
everything which contribu£e$ to the survival of man
and this comprises not only physical but alse
sociological factors, The parchological factors comprises
all the non-materlal interests such as religlous
instimtions, ritual observations, etc. Culture
comprises the way of behaving; it 1s the way of which
things ara done. Implements, artefacts, paintings,
figurines for religlous cobservations, and all the
intergrative forces such as religion are elements of
culture".® similarly James Ngugl §1977) defined
culture as "a way of life fashioned by a set of people

. in thelr collective endeavour to live and come to terms

T e L

R



with thelr .enviroment. It is a sum of thelr arts,
their science, thelr social institution and their
system of belief and rituals.“4 In the course of

creative struggle and progress through history,

a sct of people eveolve a body of materials and

spiritual values which endows the sociaety with

unigue ethicse. Such values are of ten exptressed

- .through the peoplets songs, dances, folklore,

drawings, sculpture their rites and ceremonies,
According to HeGe. James (1978) "the culture of a set
of pceople consists of patterns, explicit or implicit
of and for behaviow acquired and transmitted by
symbols constituting the distinctive achicvements

of human groups including their embodiments 1n
artcfacts"B. The essential core of eulture consists
of traditional ideas and thelr attached valuese Therﬂﬂ
culture system on one hand may be eonsidered as
products of action on the other, as eonditioning
.elements for further action. It thereforc follews
that culture 1s more than just a heritage, a N
historical product, it ls expression of man*s mode

of living, something that individuals in each societyﬁ“
must underge as a kind of fate, Culturce should be
seen as an instrumental agent, as éﬁothaf”ﬁbde of -

interaction in cur social and economic life,



The definition of culture by Be Malinowski (1965)
which highlights elements of culture as songs, dances,
figurincs and artefacts shall best sult the purpose
of this thesise This definition shall form the

boundries in which this thesis is confined,

1.2 Development Through Culture

In recont years, the tarms 'Cultural rebirth!,
‘cultural revival® and 'cultural develapmont’ have
tended to sonjure a deep desire to rediscover and
return to the ways of 1life of Nigerians of various
ethnic origins for she sake of belng authentic
Nigerianse When the 1mpliad desirc for simplicity
is extended to 1ts logical li;nit; the terms have
tended to conjure a desire for Nigerlans to rediscaver
and rcturn to the established :ways of lifc of t.h;:ir
ethnic groups, including their traditional occupation,
marrl age custem modces of daneing, singing, architcctucc
and life styles generallye To othars, tha terms have
tended to connote a sober reflection on the nead to
rediscover the cultural heritage of the people that
make up the Nigerian natien and where pOSSiblG.PM
desirable to adapt that eultural heritage to the
ncads of Nigeria s a developing nation"lﬁ a fast
and chonging world, This connotation probably stems
from the universal belief that all cultures are

susceptible to change arising from human interactions,



socio-poiitical events and éultural confrontation

and conflicts which could in turn result in the
assimil ation, adaptation and accomodatlon of othor
peoplets cultures. The end product could ba cultural
refinement, advancemoent, development and in certain

Instances depreciation.

143 Changing Cultural Traditions

AS AsLs Ciroma (19082) zightly puts it, "contact
between commundties of different cultural backgrounds
has alwoys been perhaps the m&st actl ve agent of |
changa".G The change could be peaceful and gradwal
or upsetting with long term ramifications depending
larbely on the nature of the -ontact and the reaction
.to ite It has also bween obsved that changes arising
from tho COntaqt of cumltures are nothing new and that
ancd ent civilizaélnps influenied and left thelr marks
on aach othar. Egyﬁthleft he; mark on Greace, Greece
on Rome and Romce on Northern EhrOpe. Similarly the
contact between Buropesan and_Afrfcgn culture has |
brought about many changes w?thinthpica.

According to Ciroma, these chances are\feflected
in the economic growth, the technslogical EQVQ_J\.UtiOn
and the new political order most African countriéaﬂ

are still cxperim.ting with,



While not denying the fact that some parts of Eﬁé_t :
Africon continent still retain sofe of the purcst
examples of traditlonal culture, there may be
little doubt that the African historiography has
taken a form dictated by externpal influwnces The
invasion of the African continent by explorore
travelloers, missionaries and traders markced the
openlng for its colonisatione It began a trond of
events which culminate/ in the importation of wostern
ideas and the ultimate westernization of mogt African
culturcse Even then some parts of the continent
remaln untouched amd a tropartitite picture described
by Bs. Malinowski (1965) may be accepted w0 have
emergeds 0ld Africa, imported Europe and a bl .nd
of both - the new composite cultures villagaes of
circular huts built without a single touah of
Europcan architecture are still living'raalities'

- and existing side by side with thls arc the new urban
centers with houscs built, - 7~ .z Europcan pattern,
sleck mochanical contrievances crawling through the
mettaled roads, In other parts of africa, Europcans
have transplantad wholesale eleoments of European
culture, 'In Nalrobi! SaYS.MalinUWSki "we enterp a
world whore natives and things African seem to play
both thoe rolce of mutes and pfoPQrties respectivelye

The place is dominated by lare Europcan administrative



buildings, banks churches and stores, The white
Buropeans go about their business and live in a

world almost untouched on its surface by Africa“.7

Aceording to Ee.A. Adcoyemi (1976) "Cultwr al
contact Is an inevitable reality and as the trade-
inwoccurs bitween giver and the recipient, the
traditiconal order inevitable Oucks"a and Chinua
AchebaB(1958) "Things fall apart" rightly fits the
Africon panoramae There can be little doubt that
wagtern culture has becomue part of tha ecologiq:al
environment of the African existenes, 1In Nigoria,
the cceological setting is o blend of western
civilization and the Nigorian Eraditional cul ture and
thc picturc of most cities vividly depicts this in

thc ehanging townscape.

1a341 Changing Cul turzl Tradltions -~ Thoe Hausland

Having examined ehanging traditional culture in
the Afrlean and Nigerian context, it is necessary to
do tho same for the region 1n question. Thz Hausa
land. The frame of refercnce in this case should be
takcn as the states that constitute the northern

part of Nigcria.
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islam was first introduced to thu western
Sudan nbout 8th and 9th century A.D. ard ext.undad
into solbthorn savanna and the Yuinea Forest. The
dissamination of thae falth through individual m
merchants, small merchancile groups and highly
dispersed trading corporations. vas marice by cicw
and steady advances that did not disturb thoe aulsura it
come to influences In the manner of its advance, th-
Jihid or holy war was the loast followad and oven
in the Fulanl Emirates subdued by Otbmaa Han ro<.ing
traditional life survived and remained vigoirous.
A1 though religious zeal acxmpanied by intolorane:
did exist and probably stlil exists, 1t is v
unfraquent and sporadic and muslims werpe 0oy to
mak: concessions and to allign thamscly o ol Loca)

cul tures In order to propejace the £2iihe

The second reason for tm.presuv:vation of
troditional culture and buildings r.lates to geograchioo
locations Traditional culture wa gSafely Isaiatod
from the coast and from western eduaation which is
a potent instrument of chanqe. “rirdly the dosbructive
ciffoct of the humid cliratoe of tha southorn states.
on non durable materlals quickly saw to the nrar
demise of the traditlonal archit.ziure bui the humid
. dry northern climate holpod in the proesorvat’ o »F

buildingse
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1.4 Culturce Contact and Changing Architocturc
in tho Hausa—=land

Two major bullding types may be sald to have
cvolved In the area round the great bend of the
Niger, the housland and the Chad arcas Ymmely
the *DAKINAY'y, a hut type with mud-walls amd thatched
roof found in the Chad arca and hausaland; and the
'*SORO' the all mud structure pradominating In the
arcase Close to the northern bend of the Nigor.
Skills 3+ mud walllng may have baesn common to the
arcas of western Sudan but the roof could have
constituted some probloms,. Leo Afrikans {1963}
dascribed Timbuktu as consisting of thatchod houses
in the 15th century (1t may have baen carlicr) and
by the 1850s, Kano lylng to 1ts southern end was
descariboed by He Barth (1857) to congtitute a mixture
of both thatched housces and the all mud structurce
By 1900, the skill had reaehod its southorq limit
in Kano and only a few cxamples of the soro typoe woere
found in tho mud~structure type must have hal origin

in North African and Nilotic cul tures.s

The skill in building hugs mud-structurds must
have boen acquired over a long process of ar:titectural
development and acculturation, Its eilmincilon

found purfaot expression in the Zaria Pridy mosqine
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JeCe Moughton (1972)‘-1‘0\10'1 similoritics botween the
building forms uscd by the Egyptians and the oldur
MOS qu of the Hausaland. Such similaritics he said
. could be explained as a result of léﬁg term
cultural contacts right across the sahara or the
outcome of migrations that took place in the first
millenium A.De It 2also could be the result of
similor structural solutions to identical roofing
problecmse. Whatever be the case, there was cvidence
that new building techniques were imported to the
castern and western Sudan from North Africa between
the 4th and 12th century., Saheli, a visitin; sehol ar
fram Egypt introduced into Mall in the 14th century,
the use of burnt bricks. He designed new mosquas
at Gao, Timbuktu and buil% a palaaez for the
cmperar e  The fashion of building houscs in brick
bocame propular among wealthy people in citles of

western Sudane

The Habe rullng class adopted the mud structure
building style of Nopth Africa through frequent
contact with the North African Arabs durlng the
17th and 19th centuwye. When the Fulanls conquered the
habe rulcrs, they in turn adoptaed the architecte-rc
of the defcated habe rulerse The art of mud building
thus became cstablished among the leading fomilics

of the emirate cities of hausland through constant
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cul kural contact botwaan the Hausaland ang Nar th

ALr in ilm

1.5 Roesponse
Having astoblished the dynomic notupre of
culture which pre-supposes that. cvery socioty

should adent to positlve nspects of modernity

.¢oqt1nUnlly evolving traditions to suit a chnnging

*nu;ronm>nt, while rotaining CLrtnin frcty of

culture whi¢h ar« distinct to a particulor sociuty:

it is nzcogsary to outline the roesponse genceratad

at daifforent lewels.

Tha United Nations in its concern for the
change in traditional cultures declarcd 1987-1997
THE WORLD CULTURAL DECADE and 1s g:drud toﬁaqu
a global awarvnaess of indigenous cultur;'towafﬁz

meoningful development in all aspects of lifee

The Foderal Government in its own.contrlbu+inﬁ,
launched an  ugust 25, 1988 a CULTURAL POLICY with
tha followin% objcctives: |
(a2} The policy shall scerve to mobilisce and motivate

the poople by disseminating and propagatling

ideas which promotz national pride, solidority

and consclousness;

LN
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(b}

{c)

(£)

G, . PR [ -
R R S

- -\ | fn -I‘“‘I.‘I | 12

- k) .
.. " i L.

'\\. R I

[ R

b i ’ .
W

The policy shall sorve to évdlfﬂ from our -
plurality a natiomal CUItJre,fthu stomp of
which will be reflected in Afriean .ond world

By
w

Affalrse , L

A

Tho policy shall pramote an educational system

- that motivates and draws largely on our

tradition and valuesg, namely} respcdt for
humanity oad mumon dignity of labour, and

rospagt for positive Nigorian moral and religious

Cvnlues

The policy shall promote creativity in the ficlds
of arts, sclonce and technology, ensure thc
continuity of traditional skills and sports and
thelr progressive updating to serve modern:
developmont needs as our contribution to world

growth of culturc and ldense:

Thz policy shall establish a code of wehoviour
compatibic with our tradition of humanism and

a disciplincd moral socictye

Tha policy shall sesk to enhance the officiont
management of national resources through the
transformation of indigenous tcehnology, deslgn

resourcaes and skillse. S
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(+V Organising theatre art displays, film shows
.. and symposia to educate and eorrect the
.mentality of our people, the mentality so.

savegely undermined by colonialisme. = - ...

{5) Produaing objects of cultwal significance for
sale to the general publlc as sogvenirs and

decorations so as to generate revenué. -

Fy

(6) Establishing a collection, display and.repair
. center for object of significant cultural Yalues
50 as to ensure continuity in the field of |
“traditional arts. : ™,

{(7) To create an environment for heal thy relaxation
anc. recreation.

(8) To avelve standardcs for the desizn of certain
_ functions in the centre,
1.5 Scope
The issve of spatlal demand is broad and its-~"
affect on culture can hot be-ovéranphasized;-
This thesis aims at providing architectwral needs
f-om first principles, as such, the research shall
ce focused arcﬁnd developing spatial requirements with

maln emphasis on performing spaces.

1,10 Methodoloqgy

The bulk of the spatlal requirements for
periforming arcs would be deduced from visual surveys

while establishing requirements for crafts would
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involve a detall study of the process of making

them. :
-, i ,.—f, , Fa
Pt
- : - ' Pt
1117 Zonclusiens e

The role of culture in naticnal Qggéiaﬁment
:.r ok be underated and accordingftﬁkaénde Abimbola
(1988}, Vice Chancellor of Obafemi Awolowo |
University, Ile-Ife, "itﬁis'hy keeping her culture

alive and relevant couid Nigerlia hope to repair the

damage done tn its phyche by the years of
cclonialism".Ij People and culture are Iinsepargble,
for eslture 1s the aggregate of concepts and values

“thnh characterlses a community,

e L

e

A
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CHAPTER TWO

LRTL OF STUDY

2.1 Historicol Background

Katsina wnlled city is one of the original
seven Hausa towns, Tk~ first dynostv was formed by
Kumayo, the grandson of Brv~ijide of Maura in 1100 .D;
Kumeyo's dyn-sty rmled -t 'Durbi t2 kesheyi' - neer
Mani 25km south of the »resent town, till the 15th
century vhen it wng overthrowned by Korsn who killed
the reigning rveoo, S~ nau, vith 2 =hort sword which

is claiu:? to be nrescentiy presevrved ir the osmir's

pnlace.
The formati... of o move centrrliszes noliticel
system, thn resuli‘.=r 51 m~jor focus of economic #

activity, the egtablisluient of o heirarchy of ‘'Sarakuna’
{villnge nnd war n. o), ch axe in affairs of the
pzlace ~nd the a»r-niz~tion of »n army morked the
besinning of Korou's ers. [t this time, Kctsine wos
not ¢ w'lied ciiv rnu tho buiidang of the town wzalls

is eredic. o on: of amu's successors, .13

Murabus, Lrubhably ‘n» the 16t* €. Teo /fricanus who
visited Tatsine o nuu topinnineg of that century spoke
of & vown i pr . < tute i malda no referepce to walls,
21lthou;sh mention.d . ue tlement of considerable size
with a circumfcreree oFf 17 to 13 km. Therec ore
however remoin. of other wells in evidence both within

the present walls nnd outside, notably some 3 km

south-east of the town, und an enclosed arec just



north of Kofar Gugc.

In the 16th and 17th conturies, K- tsinn went t
through nn unsettled period, situ ted as it was
between the powerful Porno empire to the erst,
Songhai nnd Kebbi to the north ond west, and Kano to
the south. Althourh the Wingdom survived, conflicts
ond political upheavzls were nroduced and in 4801,
Gozo the ruler wes nggsgsinated. This was the time
of the islrmic movenment led by Usmon Dan Fodio,
ape his precching cnme o8 an answer to the feelings
of discontent nalready aroused, Islam had nlready take:
firm root by the ca® »f the 15the and hnd become a
nojor bound of ~>ci-l cohesion and the basis of the

cole 21 behaviour,.

.frver o confuscd period during Usman Den Fodio's
Jihad, Uparu Dallaji, - ¥uleni woe nppointed Emir
thourh at first the les.ership woeg diffused. It was
only some yeazde loter, under the cnle of Bello
(1844-1870) that the Trirete system was consalidated.
But during the pedcc ~iter the Jihrd, Katsine flourished
ané recched iteg penk of pospertiy and power. It
became ¢ city 3T wide repute ond 2 center for Islomic
learning, attrocting schulors froa for and wide, even

thoce who previounsly would have pone o Timbuktu.

For mony vears, the kingdom bLod been éngaged in
a gystem of iptern~-tional rel:stione covering the centr:

Sudan ~nd neighbtouring ~re2s ond the n~mes »f quarter.
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in the original town inlicated this influence.

Borth visited Kataino in 1851 and awarded her the

polm of housa 1nnd, He wrote that Ketsina eitizens
were reknown for their m nners and courtesy, her
schools for thneir learning, her edministrotion ~nd
judiciary for theii wisdom. He described the walled
city with its 8 zates nowely Kofar Kaura's K/Guga
¥/Yenéonka, F/Marussa, ¥/Durbi, K/Sauri, K/Waziri -nd
Sabuwn Kofa, and remocked ti~t if only hzlf the area
had been tolerobly well inhaited it would certainly
hove had 2 population of 2% lecast 100,000 but the
inhabited guorter githin the walls was then concentrated
in @ swall area to thc north-west, the rest being form-

l1and, ~nd he estimated a populrtion of &,000 people.

In 1903, Luggoerd entercd the town through Fofar
Yan@nka, and brought the emirate under the overall
coutrol of
the British. The svstem of indirect rule established
in Northern MWigeri~ @i much to reinforce the powers
of the Bnirs and ~rovided in many ways sreater securi:
thon in the past. Much of the so-cnlled $r:itional

gsystem theat iz seen tod-y is a result of British
interpretotion »f the role of emirs nnd their court

officicls. Since inderendence, clthough thay have
retiined their influence ond authority in the Jdomnins
of 12w wpd order and religious leadership,
respongibility for development hos passed inte the

hand of locrl governu:nt ares councils.
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Katgina is oregan 1 che capitrl »f Katsine
dirte which wis orint.d in feptomber 19687 with 17)
local povermmenis, Anitsine ©own i8 unigue in the Loa
thot initial Aevelonuent hod been confined to the 32
¢ncirclsd by the lowr w13, The welied city is
divided into four mnjor disiricts e ch consisting of
o number of warde 'mwwouni,. Taecn district is he
added by o 'wakili' cnc ercbk ward by Meinguwat
(ward head). Forn:lly theee loccl leaders were
responcsible for collection of toxese and monitoring -
developn-onts in their -~reas ot jurisdiction but with
the -~belition of poll i~xes, tliey were =2ssigncd to the
registraticn of birtl, decth, murrisgzes ecte. ns well

ag other traditionel functions,

“he towrn caa be divided into two sections -
the 212 traditional rore of the city and the rel-tivel
new ~re- built after 1960. “ith the cre-tion of the
state, further cdevelormentis bhave been exteaded to
two mojor orens, the arcs after Xofar Gugn olong
Jibiya rord and the nren after Kofar “rur~ along Kuzno
100d,

2.3 Spotial ¥xpoeition of Mreditionnrl Performnances

The brsie ~im of Lbis :nolysis is to investigate
the gp~ticl neefs > ihe vurious ferwms of traditional
pa: formances towardu avolving stondards for the design

of f=zcilitios to accomol:te these performances.
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Coupled with this foct is Ehe nec? for » thorough
undcrst-nding of the slane the prerformances take so ar
tc zsceritrin the kind of stoge ond seating
arrengements required for effective communication bhet
actors gsnd spectiasors, Periorminpg art® in Kataina
is chorseterised by Jdrneees which will be revicwed

uncer the f~llowing catcgorien,

~e3s1 Bocini Dancesg

1. “Yen TBori” - (Eori ritucl doncerr)

Cenerael Zhar-cteristice

This is ,?ro_zsl.mic donce bused on the belicf
in thce pogsesive srizvit rcligion known o3 'Bori!',
The donce wae pwrlic? in Bori-ritu~l 40 estsblish
contact with surer ncturrl forces. Freszsent doy Bori
performencer nye astrictly for enterérinment purposes
end noming cerumoniss, weddings cnd other soeinld
pececasions., The 4snce is ncecomanied by music from
the "“Gercya" (two-serir-od »lunked flute), "Luta"
(mourd rattlc), =2nd onec or more "kwarys" (ealebash(s)

beaten with sticis.

Performing Spacc:

Intiallw' vatucl ¢ -nces were practised ot
gpecinl sreas such 25 ihe 1MMotion of trmorind
traove Yot with the loss n 3-irvitual cticchment, the
dnnce hoh takee pl:ice in orer sprces 2ndd can be ndon
to suit interiorse., The dancers numberinsg between ter
to fifteen pebple cousiets ¢i bovk mon cnd women dres
in Tulsni attires and souwe in string~? le~ther skirts

ané ~mulets, with some ofF thec women crrrying cnlabaslh:






on their hends, The donece steps inelude Linear ~nd
cirvcular motion with che hicplight invelvias jumping
nd and londing on the rvaap tn'ai@nifv anirit(unl)
possession by sowe of the duncers. « %roup? cf
Bori-drncers (instrument) hendlers inclusive) will
require an ores of about filty o seventy-five
gquare meters,

II. Wasen Yon MataY (Femnle D wnee)

Genor~l Characteristics

This is a dance populns ~mopg the female gender
whi¢h is normzlly performed ot saci=l occnsioms. It
invelves the use oi Jonece movonenhs tr tell simple
storiés bescd on Irieen folklore, It is usually
neconpnied by music from o vericty of instrumenie
ranging from gongen none {(farmer's drum) to éamelgo

(flutc).

Perfcrming Sp-ce:

‘The p;ﬁcers consists of four te ten young pirls
dregsed in wropper ticd -havi the chest. The donce
which is suitnble for bcth opsn 2ir and intoriors
consgists of linenr ~nd circul-r movemcnts 'toking up
~bout twcntﬁuiiva'to fourty acuanrs ~oteys (instrument

. _ lhe
hendlers inclusive) /avdicace e¢~n view the “unce from
~ny ~agle nence spectotors tand bo pothey siound the

pecformers.
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IITI. "Weson Bamari" (Male Dance)

S et . .

Cenernl Chorceteristics

Thie Jdence is performed by the mele gender at
socirl occosions ond ot morler nlaces on market
days, It 2lso comnsiuts of ¢2nce movements to tell
simrrle stories prsed on [ fricnn folkisre and in
certnin cases, the donces ure comic which is often
evicdent from the costume sowetimes worn which are
meant to woke peovle leaurph. The music for this
kind of perforponce is produced from 2z wide cssemble
of drums nnd ocecasionsl trzditional wind instrumcnts
thrown in.

Performing Spaces

The 4d-rncers numbering hetween four to ten young
men dressed in every 4.y cloties and the dance stovs
'ére'ﬁulfi-dircction?l such that spect-tors cmn form
= ring round the d-unecrs, A troupe requires about
twenty five to fourty squere weters end the dince 1o

adaptable to both interior nnd open spaces.

IV, ‘"Wrarn BSemsl de yon mte"(ncle eond femele dance)

Genernl Chnrocteristics

This dence is populer among the vouth of both
géndérs,.os A form of entertainment at social
functions and;traﬁiti)nal buciness ploces. It
Bdmutimcsitnkes-plﬁCu «t the ward level as 2 source
of entertrinuent fo: the immedirte comaunity. The

donce is uvccompanisd by wmusie from o variety of druams
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cnd ite elimox is reilected ir the vettern and form
of chc donce movements by which excerypts of the
troditional anece of ths women fblk in sueh occosins
ag marriages e¢tc. These are. juxtaposed in a' strlize
re-orranizntion of pottorus crd forms in order to
communicste not just_the.joyful nood put the dance
~1s0 focus on certoin swibelic v-lues of movements
by the vaorious chorscters, thus meking 2 meaningful

imprct of the wvisucl and faci”) expressions.

Performing Spnce

The danecers consgist of four ¢~ seven young girls nnd
an equal number of younp men with e girles dressed
in wrzppers ticd over the chest, wnlle the men are
dregsed in simpie shirts 2né trousurs. In cortain
cases, costumes nre used cnd this is in the farm of
leather and gr-oss skirts, The cdunce steps takes hoth
iincer and carcular forws which allows for «ny
suitable formgg;ating norm21liy round the d-ncers.

i troupe requiroa‘about fourty to sixty scuare meterco

inclusive of instrvment hondlers.

VY. ‘Tellale” (Maiden)fbrncers

Generzl Characteriitics

This a dance performed strictly by young girls
and the ancien®t fertiliry ritucl comnected with them
con be perceived in the symbolic lanrusge of donce

movemcnts which are com vnic~ted to the audience,
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The dance is performud 2t ward levels and market
places, Music is supprlicd by a variety of Jdruns

rloyed by men coupled with traditionsl wind instruments.

Performing Space

The troupc ¢onsiste of young girls and an cgual
number of drummers who line up in 2 row behind thoe

dencing pirls Aressed in sinple skirts and blouscs,

the nudience surroundine the doncers on n~1ll gides.
will :

A troupe of tzllabe drncers foke up an 2rea of about

gixty to eight sgucire meters. The drummers tend to

he an cctive pars 2f this kind of »nerformance as

exhibited by thair sbow ol dexterity,

2.3.,2 Occupationsl T-nces

In troditiomel hous:. societies, certnin clons
speeinlise in certain ¢r. .t suilds e.g. blicksmith's
guild, hunters' paild ste, Similarly develdped
were the perforaming -ri {ovms bosed on rlmozt eachi
of the specialized er~if gnilds. Performonec by these
specinlized croft guilss &re udiclly in the form of
dnnces reflective 3f the nnture of cccunetion ol
the patrons. The most vooulsr of %tiese guild drnees
are
T. Moharbs'(Hunterst Cecunction Group)

This Aonce is » ro ulny form of entertoinmant
smong the huntors craftr puilc. The mosgi common form

of this drncec is scen in sgllah cerenonial processions.



o

e

;‘..ﬂ-(’i

I

Plate V =~ Tallabhe dancers



Performini Sp-ce

The dance movemnents ore influenced to reflact
the nature of creft (nd experience of hunters.
The dconce tekes the form of mime »nd pontomime
movemecnts anidst music drnce and gun firing to ashow
the drocess involved in the hunting of a wild enimal,
The spcoti~l needs cnn not he over emphasized rs the
drnce is not orgenized and would not fit into an
enclogsure. This drnce requifes-an ﬁpen atﬁOSphere
where 1t céh'easily interact with'spcctators, yho
foce the actors in a senmi-circle, o
1I. "Yan Tauri (Invincible Artists) .

Genersl Charocteristics

This is another dance common to the hunters
occupotional guild and is often seen Suring "sallnh“
(islamic festival) processions., The dnnce ie

accompnnicd by music from -5 drums.

Performing Spoce

The Yon=Tauri aunboring from 1 to 10 conaists
of meinly men "nd ocensionnlly women whe are often
dressed in stvinged leathor skirts and the performance
involven keroic aeuonstration of prowess of
endur-nce vhcreby the dancerg  ecut pearts of their
hody with $words and kniver to show their
invilnerability to sh.rp cdges. This type of dance
ig most suitable for open 2ir as close interaction

is neccessary as the cctors tend to dash in butween
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the crowd to scare spectotors vho surround the
vnneers or a scattered to wrteh Yhe performance as

iz the case during saliah procesglions.

I1T. "Yon-Hoto" (Dencing Mogicion)

Cenoral Chersct ristics

This donce ic prectised by the f-mers’
occupationzl guild and i~ nowndays sc+. during
sallah festivols at morkst places, in frbnt_af
people’s hqusés; ﬁotﬁ%ﬁ; -n the past, trne dance
wos performed during/farming season an< it vas
supposed to contein some @aricel displexs but tho
present day Yan hoto-Perfarmince 1lnys more emphesis
on the physienl strength ol thé performer. Iract
the performence now is basieally a theotrisal
display. of Btreégtt and enerey especiclly in
rclation to Iarﬁiwork ond Tarming tec%niques. It
is displey of showpor. h.p in she art: of fTarming.
The ¢~nce is nccomponied by musis produced from 2-3
big gangrn drums and the snme_nuuﬁef of ¥Vezagi drums.
The costume nf the Yzn-hoto is m:dc¢ up 3§ buﬁle of
strips or pieces of clcth with big-gncke-like
amvlets ~nd chormg tieé orsund them siile the ginnt

hoe 1.e7 ¢arry i8 a prominont festurc of their costume.

Performine Space

The dnncers nuatering between 4=7 nre krown as
'mesu rowar hoto', and they dance bris-ly to T~

forccfull sound of p-nron yon hoto muric. The powd
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sounc of

the music rythms iz complemented with
cqu:.lly robust gi~nt step donce movements., The
dance involves the throwing of the gisnt hoe into the

sky ond Jjumping up te recapture it.

In cnother displny, the (big hee) garma is

is thrown aside by the leod daneer osnd then he

.trkes brisk gient steps towards the ganzon drummer.

The others couplement his movements following stucgily
behind, danciqg:to the rhythin of the music and at the
some time repebting the former display bf ddtghiné
hoes thrown high up in the sky. This kind df‘;
performance is most suit:ble for oven zir |

¥ith the spect-uvors forming the houndry

withkin which the nerformance tokes plnce.

"Weson Monoma" (Formers' Dionco)

Genecral Chaoracteristic

This is a darce vopulor smong the former's occupetion

Fnild 2nd is moinly performed ot one of the petron's
woding or naming corcmony. This dance is mede up of
serics of drnece forua which ~re brged on the socirl
expression of the voriocus features of the professional
nctions, movement ané technicues of ocpricultural
occupations. The donce is cecompanied by musie from

drums and tradition-l wind inpstruments.






Performing Sproe

The doncers consis . ¢f 3=5 men wi.h hoes cladded
inu shkorts and shirte 07 on equal number cof young ladi
in wrappers holding c-labashes dance to the.wusic in
the form of various motifs of agricultural
occupations such s ricdge makihg;weeding and planting
which ere repres :ced in stylized ﬁovemcnts»whereby
carfain.p;ttex‘ﬁ arce ewmphasized in ordef ﬁo :ﬁgister
some meaningivl impact_to-thq sudience. The dance
tokes hoth 1inéq; :nd circular forms allowiﬂg
audicﬁcc sur:ounéing the dancers to hrve equel visual
apprecirtio. of the whele verformonce. In certain
casez, “he drnce is styled around a gimple plot
condcrning the farming occupstion guch ag using
the sca1§ u?pw to wredé Y& thieves etc. A dancing

croupe of thir kind will cguire 2bout 25-40 m2.

2.4 'Yoscn Kwaikwayo' Traditional Drome

g clea} differences exist between traditional
dcnecs and drhﬁa‘as the fagmer is ~lao used to explain
the concept of enacctment which is bssic to gll dromatic
performjnces. Treditionsl drama is mostly brsad on
myth, hictur&, lepend and fiction, and the spatial
reguir mwents vould be “ffected by its informel
natur: which is an sxtensiosn of everyday domestic
rctivities, Dxact dimensional requirements con not
bo .ver-emphrsized as thie will be dictoted Ly the

kind of drama and the actore. 1n strictly drsmnlic
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performonces which doee not involve any dancing,
fhe\semi—circular form of secoting is nmostly favoured
but'the_fuqt-still rcﬁhinr thet, there is need for

intimncy. between -2ctora 2nd the oudience.

2.5 -Traditionsl resticals

_ The two wost importint festivels in Katsina arc
-thc'"ﬁid-u113ébiré rac "Eideul-Fitri" qnd during
theée:two festiv~ly, “dances . carlier described ore
. performcd o1 over the town espeeially at the open
'5quurc in front of the emi&'s‘pnlace. The festivel
highlights the role of the emirs o8 the sniritugl
ﬁﬁd religious he ¢ of the town ~nd this entoils the
-ﬁrfing of homage to thc enir by hie subjects in 2nd
'j:rdund_Katsinc accouprnied by musiesl groups., The
'diiﬁar~of thiec rerforn-nce is o mini-durboar which
cﬁvéists of = srow of dexterity ir horse riding
wﬁich'ﬁnds with 2 snlute to the emir (who is seated
on his horse at oue end of the squurey, The mojor
-roads in the town are 2iso given » view of the
performanée on she day after the performance in
front of the eyihs pulzece ond this is in the form of
-a cercmoninl rrosescion which returns bock to the
;emié'é palace - fter re-ching the outskirts of the

511&5 city..

- —— e

2.6 Mraditionsl Spovts
This congi:ts of 'Mimbpe" trac¢itional boxing

and "kokowa" (traditing wrestling) whick ore proetisc






He
auf by Dy Gl pdudﬁwrg‘.accuthional cuild, Thesec
_fr'iitionéi;past;fime ntcrtLinmeﬁt n e carried out
anidet @psiC:l G:ummidt, dancing endG singing which
are‘cthidcred“ns requived.stiﬁuloﬁﬁﬁ in the endurince
omd tést-of nerconal etomine required for the pgames

and srort like entertcining events,

8prtial requirements for these events cen not
be overcapha«ized as the whole performence is
informnl with undefined spoticl boundries maoking

. the ¢vents unadoptoble to formel interior spaces,

2.7 Spatial Expesitvion of Troditional Crafts

”érnft in‘Katsina ig typical of the Lrt of the
Hnusé which is predominontly decorative. They
_Krew ovt of - continous need for ueeful commodities
fucih 18 clothes, vfﬁr&iia and tools, and an
;np;rgcintion”of simple or elabornte well m~de and well
%decéiatpd articlee of =11 kinds, It is undoubtable
~"_t'vl'_i-'“t";:onsidernble islomice influence hos been at work,
tha.oxfént of which vorics from one product to another,
: ':qrdfF iﬁ Kateina is not and Jdoubtless never will be
L o ‘. o' "antg from the arts of other islomic
wnst African people and one ¢on no more tolk of pure
Housa, Art than of nure English Art. Certain artistic
prroducts from Katsin~ do qunlify for the adjective
Heusn and evelving sprtinl requirements for shelterinc

them would 7 .vulve 2 thorouph understanding of the
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processca of moking . theme “roducts, Tae most

common erafts in Kotsino steote nres
2.7.1 Cloth Weaving

Tkis qpoft is pruduwinhﬁtly practised im Mani
Loc&l'Goﬁqfnﬁaﬁt_of Katsin: state,- The crafs uses
'ftréditicﬁél looms which arrived in the ¥y e8] nad
from the ﬁeaﬁ_g:at ~fter a circuitous routc via
Ndrﬁﬁ Lfrica; There are bosically two fyres
of'loom; The wonen whb srepare snd spin the pow
cotton work with o simple vertienl strugture %o
produce clothes'thaf are half a noter wWide nmd two
mctkfs long., The loom which is mav-hbla congists of =»
frome mde of bamboo or agsra stioks witbh inteymedicte
vertical and horizontsol bracing. he loom me~muyes
about sne weter high ond ome meter wid:. The woren
work 2% the loom while sitting on a lov sto@l and the
total are: pef wenver is estim?tnd it rbout two souars

meters.

The men's loom is the horizoat-l twr heldled
Sudonesse type somctimes refcrred tu s the bund
loom, It i8 used to nrofuce o long avrroy piece of
cloth about 20-.80 ecm., The Jloowm-condists of two
vertical azare eticks stuck in the fround ot ahout
one moter apevt with o hamboo horizmtsl member, 4
prominent fentare of toe mole loom & the long werp
threads which nre syrecd out snd held 8»em by o portsh
or o stone, Aven renuired for -~ mple weaver is nhaut

two t2 three saucre meters,
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2.7.2 Besketry znd Mot Vesving

This craft ie proctised in Jibiya district ond
the products ronge from moats, boskets, trays, cnlabash
stonds, etc, Elephant grass ond dum~-pnlm fronds,
which are moztly collected during the rainy seoson,
are the chief matariﬁls uscd and they are worked in a
damp state. In'certein mses, the grass ffe buried
'in the ground so th-t they remecin supplof._ When
coloure are used, the palm fronds or grass are first
boiled in water contoining tﬁq dye—sﬁuff and then
1-id out oﬁlmzts to dry before they are woosven to the
desired Articlé. _Spﬁtiﬂl needs are dictnted bﬁ work
convenience due to the nbsence of specicl'tdols and
the size of the »roducts will determine thae gverall
spoce required for z weaver: An area of ~bout two
to three squrre meters will ~lliow for wenving
prOCedures‘which ﬁre‘crrrieé out gither; squatting or

sitting position.-
2,7.3 (Metal Nof;)ﬁ

Prior to the creation of the stnte, o ward
(M~kerz) w-s the home of blﬂcksmiths.iﬁ Ketsina
and the basic implements made include swords, wire
baskets, bracelets, bowls, oxe, and other household
equipnent, The decorstive processes involvéd‘
includes 'forging' which coinsists of metel héﬁtiﬁg

and beating, 'cire perdue' in which the metel is meltec
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znd poured into n-ci:v moulc, 'chnsinp' whereby the
mo*al Surfaue isg oaunﬁ d and engraved, nnd 'Repousse
which th;n sheets are hammeroJ from the back to
produgeuq rglaqd,-deslgn. uommqn_to these processes
is féoldlsmithing‘ which mekos uée-of a furnace
out of old kerosine tins, 011 erms discarded metal
and logther for the hnnd pumps. . The whole process
desg?ibed would require.gn eren of about fiftcen

o

to'twenty square méters.
2 ? 4 Indigo Dyeln? )

Though demonds for the products huve declined
'éonaidefahly, the croft is still proctised in the
rérdi areag. The dyers uostly men use circulsr
: cément'lined pits about 500-180C0mm in diometer and
: géféral"petera'deep. The pits are clustered together
an Jldpiﬁg grrun¢ to nvoid water logging. The dyeing
PTrocess iﬂﬁolves dipping the clothes into the pit while
standing sitting or sguctting ond periodic peating
of .the already damp dyed cloth, 1rid over a log of
ﬁéod, with hervy wooden mnllets. This is accompaniod
by’srrinklina of powdered indigo on the cloth. The
dycins'prbcess will require an arean of obout two
square meters while the spoces around the cluster of

pits'is uscd for the becting,
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2.7.5 Leather Work

This creft involves the use of cattle hide,
gont, sheep, snake ond occosionclly fish skin to
mceke articles such as bags, wellets, boxes foot-
wear ete, Though’hoﬁern tonning plants hove come
into existence, troditional techniques are still used
in mnscnanwe guarters in Katsine town. The most
freguently used leather, especiclly for decarative
work is the post skin which is often dyed to o
bright-red colour. ‘hen it needs to be stiffened,
~cardboard is used to which the lenther can be
effecctively fixed usinge porridpe c¢s a glue, The
traditionel tanning process involves socking the
ekin in woter to which ash and seed pods of egyption
Minosa have been adred. They are then npl- ced ovey
old wdoden mortars and the outer hair  layer is
. removed with a scrappter. .J.After further steeping
in the tnning solution npd clenr water, the gkin is
whitened with milk or coloured with Jocsl vepetsble
or imported dgés. Purther ornamentation is dome
in eny of the feollowing woys.

- By opplying a stain consisting of water ond dye
powder,

~ By embroiding with thin strips of coloured lecther.

- By inecising ~nd pouanching patterns with metal

toole
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- By notting, plontine =n” wcoving .

- Iy an ‘applique' teciinique th~t comiines glucing

and stiitching. ﬁ ._

- By ~ strippiaog meivnod in ﬁhiob greng oi the
surfacg are‘rcmoiee to créatéléontgggts of rdyed
~nd undyec¢ lenther, 4

421 the proceésés degeribed sbove are monual and

would requifa an area of about twenty to twenty five

square meters.

2.7.6 Yumbroidery

%

i svbstantisl amount of enbroidery done in
Katsinc is bn clothing, such as mowns, c2pe etc.

ond spatirl needs are not Jdictated by onv specicl
tools ca most of the work iz done with needle ~néd
threa while sitting in any comfortable posture,

in arec of one square wmcter will be appropriste for

one pPerson,

2.7f7 Pottepy

“Liiwa villoge is the bosc for pottery in
Katsina strte pnd like other parts ¢ tne hnusaland,
the work is done lorpelvy by the men., pFottery in
AiJdiwe ond indetd hmuss pottery is m~de purely for
practical pur2eses, and t'.e orticles mede include
pots, tcys, c¢odlers otc ~md their sppearcuce is more
often simrle thrn elzsi~rote. Like their ccunterparts

in the rest of pub-schaxrrn .ifrics, tragitionnl potters
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in AJiwe work without n potter's whael, 0Oanll itons
erc mnde from lumps of clay turned in the hoaad
while lorger artvicles hegin as flat slabg »irced over
an upturned pot or o shillow colnbaph, here o
loerge piece of clay is Leiug turned in the first
shoping process, the wottur who either sits on the
ground or 2 stool uscs his feet ©> revolve the
upturned pot ond for a finishing off process such
a8 smoothing of A rim, he¢ stands up ord circles it
in one quick continous movement, To eshonce the
beauty of certain products, various Adesipgns ore
incised with shnrp tools or are impressed using
twizs or nulettes of twisted fibres unlike, Tor the
described process, space reguired ie osut between
one and two square meteres, Wiring <r zlazing in

trclditioncl pottery tekes vloce in ar open spuce ,Lhoug!

thore cxe pottur> o firg *vide low :m1) enclaozures
. l;’l.ut.a.‘tih‘ Y L S T A Ao YN0 M AdLdiNise

holwr for Preporctions for o tvdieol firipg
begin with a layer of griss being placel on the
ground, Prushwood is 1-id on tap »f this and the
ﬁots are then arrangec from the center ith and where
possibls, the base of one not is set iwiz the mouth
of the next. Firing sprnoe dopends on th: number of

pots to be glnzed,

2.7.8 Wood Carving

Jibiye villege 1s -iso the home of wond carving

in Kotsinn stote. The renge of articles produced
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includes hoes, axe, éhuttles, tools, quranic writi
boards ete., OSpaticl reguirements -re not dietated
by aﬁy speciul tocl as most of the work is “one by
1ittle more than an axe bhut the different kinds of
wood which comcs in -1k shopes and sizes before be
shopod to the reguired article, contrilutes to the
;space requiremcnt. Further decorations are done

to enhance the beavty of there products hy the use
~of wot metol.Toree to four squore roeters will be

appropriate for the actuel proce«s of cnrving.

2.7.9 Coulabaah Capving and Dacorncion

=
This croft practised only v onen involves firstly'

the sawning of a frwil of seversl varictics of

crocpers inte twn, and the cleoning out of the

insides with aud curved ¥nife which serves @s the

only tool. Decorotion on calabrshes is done by

putting the calabash in between the thighs while the

knife ig put to work to incice vari us desiguns.

Space utilised is estimoted ~t one square meter for

the c¢erving ond deccratrion 7process, Another form

of dccorafion is the applicntion of hot metql objects

on the czloabash.

2.0 Tonclugions

" ¥rom the ocnalyeis of traditional performing arts,
it can ke Jdeduced thot 211 theatrical presentations

are cerried out in the prosgence of on cuddence and

L}
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this con be viewed ca an imnortant fecture of the
requirced thectre atmosphure or situction, It has
»150 been noticed that thke success of z theatrical
presentation is uasually nssecssed from the renctiocn
of the oudieunce, This is evident by the time a
performonce develpes into full momentum and rises to
ite crescendo, the audience tend to be e¢zught in the
“ull swing of the drvmatic event, chanting the
chorusee with the moip porticiponte, dameing, singing
cnd clopping in responsc to the rythmi¢ impoct of
the total elements in the performing ~pt forms.
Though most of the menvi aud performnnece are free
commercinlizine them would involve providing the
crme atmedgphere cs evilent in the open squore
performaace in orcder :o re-orientnte the functions

of the thez®re to its uces o8 a Boeinl aeot,

Another oyer »f importense 1n traditional
performonces is the un deptrbility of certoin
theatricol presenintions to orgmnised thextre speces
a8 their inform~l nature besr strong attachment to

their noturcl settings.

In traditions. ¢r-ofta, the open space is an
extension of the vorking arec £nd el@motic conditions

uicht be resronsiple fcr this phenomcnorn.
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2.0 HISTORICLL TIVHELOFMENT O THEATRES
3.7 Preamble

Drama is known to have stemmed out of 1ife -
itsclf. Lven the lower animnls are occessionnlly .
seen imitating resl life actions, The enrly man
tried by the hunting mime {o establish a pattern,
which he believed would repent itself in rotuality.
This nrt of mimesis weoe the rael basis of drama nnd
the art developed zlong side the growth of the
community which wos c¢hnracterized by strigont nnd ¢
complex shcial organization, A8 man c¢honged from a
bunting animal into a pastoralist and farmer. , the
drematic zetivities and performances slso changed.
In place of miming the suceggssful hunt or
retelling chs story of gopme demi-god's sﬁccegs in
the field so as to personalize that success or
to inspire cwulation smongst the younger reneration;
instead man now sows in mimesis at first and later
with developing puttern and ritual reaping of the
harvest. Further more, with the development a
closer relationship with the novement of the earth,
the stars and the sun, man hrs sought to establish
hormony with these life forces, and the mind tonds

E

to reach out to the powsT's behind the life forces



Eventunlly o pattern was develop2d first with
drcmatic activity-mimesis, which 1lrter became ritval
which i turn becrme lithurgical (active approach
of the society to thc =zirurces of its life und being)

and finally the lithrgy became theatrical performence-

The formation of a2 'theatron' (seeing place)
gtarted with the ortists impression for the need of
space. This conscious search zave wo- for project
developments. Part of the requireamcnts of o '
fiourishine theatre is finznce built throush
patronage. This high natronage has lend designers,
artists and other cxperts to develop elnboratc materi

for interior and exterior finishes.

The history of theatre in the past can be
dicsinruished under three formetive influences
nanely (a) the Greek, (b) the Roman Fmpire and

(¢) the influence of the Christiosr church,

Greck theatricsl culture started largely from
. thens, where Arama was founded on the dionyzizc cult,
in honour of Dianysus, the god of wine and fertility.
As for Christisnity it was rooted in the
development of God-awareness of the jewish race,
in associction perhaps, with other human approaches

and insights through the ages,
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. wxuek Theatre

Lxplaonations hove only sufficed ro reveal the
bezinning of theatrec consiruction based on some
eoane utilization not on its origin. JArcheologists
have tried to zive explonations based on the primitiv
culture of mnn, through religion, ritual, story
telling ctc. and have estatlished that western
theatre emerzed in Croece, a rugged hilly country
inhabited by a pragmatic peownle. They found it ¢
simple matte © to use 2 hillside, natur=sl bowl, = vavii
between hill: , as ~n obvious solution to the sight-

line seating problem.

The firs; theatres in 7 thens develcped around
550 to 500 B... from parformnnces beforc the temple,
n .ther 3 th spece between this and the intervening:
hi  l sloe ws the 'orchestra' ~ the dancing place
oy the chdirv . The tenple itselfl wes a background;

ond the .11 "lope was the auditorium.

-~
[ = .

Fenturis of the Greek Theatre

.) Theatres rzre opencd to the gky
(b) The seats wcre corved out of the naturel
slope of the hill side.
{~) The scene, the building for keeping boxes and
propertics which formed the background to .
the stage 1as plrced targential to the '

'orchestra .



(a)

(e)

(£)

(&)

(b}

3.3
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In the 5th century B.C, long porticoes were
vied for sests, a few miode of stone. In the
fourth century B.C, however stone seats

became common and some of marble were reservéd
for important personslities.

The 'orchestra' wag of earth at the beginning
but later became paved

The ouditorium was first rectangular, {syracos)
and later assumed a semi-circular shaje.
Initially, the nctor and the chorus were not
seperated because of the in*erchange of thesge
people., Leter a smzll wooden platform was
puilt and linked to the orchestra by a few
steprs. In the 4th century B.C., a proper

stege mnde of stone cnd supported by Noric

and Ienic columns came into effect.

The paradol which was »n open entrance into the
theatre gave way, during the Hellenistic period

to & momumental gateway.

Roman Theatre

The conguering of Greece by the Romuns

1z1lowed for the emulation of the Gresk thoatre and

iz not surprising to {ind that mony espects of the

Greek thestre featured prominently in the early days

of Tomzn theatre development, the first of which was

Greck theptres bLullt on netural glope,the

puilt around the st century B.C, Unlike/Roman

theatres facr-d the task of building on artificial = .-
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of seats which gcve rise to splendid

*tectursl achievements,

fTecatures of the Roman Th atre

Thc ider of the greek hill side wns seldom used

s ¢ne theatves were symbolic buildings often

b

P... =™ ~t the city center; where a hillside wa=s

iroui*c Te, they were hollcwed out and built up

oy m~ans of concrete vaul:ing supporting tiers
of ecats under which were the connecting corrido.
ol Zor rotreat in case - of sudden showers.
Initially Roman theatrcs were built of wooé,
but fire hazards, perman- nce etc resulted in L'
vpse Of stone, marble and more permaznent
matericls in liter theat-es,
nlaced

Steee background greater prominence
i1 Romon than Greek the:tres. 1o consistod
a® 2 hich well 2t the b ck, shutting out
anythine beyond, and scietimes a roof cover..: -
a2 nhege.
Joneon theatres first i treduced the use of stoe

2.+ which were 1 fted from below to onen
sha ntaze and dropped ¢o close it,
Within the rectanglee formed by the columne or
buttresses and the eor:.sblanture, were the oper
arshes lending insid: and so developed one of
+he most characteriscic Roman architectural

fantures. The so-c.lled Romean arcade thet i
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a ciccession of arches with engaged columns
or pilasters on ricrs between thez, carrying
wntablentures which run continously over the
arch tors.

(f) The smphitheatre, unknovn to thc Grecks, was
designed for gladiatarel combats, fights between
wild animals and bnStles between wild beasts and
ggladiators. Since such spectacles needed no
background, it was logical to place the spectator:
all around. The ovel zmphitheatre, with its
rising tiers of scets may be regarded as 2
compound of two theatres, stage to stage, thus
makine =n auditorium round elliptical arcna,
In addition to: the outlincd purposcs, they

were clso used for naval exhibitions.

3.4 Chinese Theatre

There exists 2 certain continuity and coherance
in the historical development of the Chinerme theatre
hrecause 3f their reverence for the pest. In the
late 5th century £.D, highly stvlized dance, dramatic

in Xind hrcd hecoms established in con fucian comters,

Drema emerged from ritual observences as in
Grecee. Music an ritunl dounee were combined with the
telling of a story by and the wearing of masks was

adopted around the 5th century 4A.D.
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The classieal theatre, like the Greek experience
was based on earlier temple performnnces., It employed
a stape jutting forward into the audience, with two
rear ontrances, onc to each side, snd a canopy.
Behind the stage, is the green room crowded with

props and cquipne - t,

3.5 Jcvanese (No) Theutre

This form of theatre uas closely cssocicted with
the feudal aristocracy which l¢d te the shoqunate
rule of the 14th ond 15th centuries., It was an art
of Caste with more appeal to one class of the

comrunity.

The "0 stame is =« raiscd platlorm, with the
audieuce seated on tuc cider of it. Over the stage
is . temple roof which is :tupnported by villers with
specinl significance., On “he right side of the stagc,
is a balcony for the singe:'s with the back
accomodating four musicizrs and two stage nssistants,
/i passageway narrowcr thzot fthe main stage (about
fourty “7¢. in length) leads to a curtained entrance
by which performers recc, the meoin stage. There ie
no scernery in the sccepi2d secnee, but a light frame
work of wooden posts m:. support a roof to represcent
a temple house, or pclcic, The stage with an aren
of asbout eighteen fect sanere, is of highly polished

eypress. The orchestr: is simply a Yranverse flute,
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i
TwW0 hewa drums and a larger drum struck with sticks,

5.6 Loter Furopsen Theatres

The invinceibility of the Roman Empire in Furope
spread theatre activities to other parts of the world
where elegance was amired, TFxcept for the dark ages,
arcond the 9th and 10th century A.D, when there was
decay of theatre due to a3 gradual loss of culture;

theatre haes continued to develop in Europe.

In Germany, the thestre was simple consistihg

of a stage erected in a cleared space. By the mid

of 17th cerntury, therc were three basic forms of

theoretical performances.

(a) +the court drama - drawing on the revival
classical theatre of Italy and the new machincery
and sccnic devices that hod then developed.

(b) &4 continuing native tradition of strolling
companies, now regarded as professional entertains.

{c) the new church plays -~ theological dromas,
consciously used by jesuits as an educational .
medium and instrument of the counter-

revolution.

In Prance, there existed a part of the Romen
Empire that never entiwvely lost its clessical culture.
There was the new dance inspired by church lithurgy
and becsusc it occured in an environment more

congenirl to thectre, it moved from its initial venue -
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the church building;to the open air. Its actual
vresentation, near to the church possibly on the stone
plztforms, furnished by the church steps, haa analogies
with the early shinto drama in the precints of the

tomple.

In Ttnly, a closer bond cements the traditions;
the o0ld with the now, the classical and the modern
theatre. Church theatre developed much as in other
countries, Devotionzl praise which was at first
lyrical became narrative, and then involved
impersonation. The Italian architects of the 1940s
Were ioewe ~oncerned with auvditorium arrangement and
more concerned with elevation and expsnsion of the
use of the stage machinéry.

3.7 Origin of Modern Theatre Desgign in Late
Denalisgance

Prominent avant garde architects took up the
remains of Roman theatre Jesigns and metamorphosed
it into a modern concept. Included amongst the architeceu.
were sebastine Serlio, Andea Palladio, Vincerzo, |
Scamozzi vuve, They evolved four types of thecatre
architccture,

(a) Public theatre style originating from the middle
ages.

{(v) & atyle more or less generated fron eérly

renaissance pre-occupation with terrain and plateau

revival.,
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(=) Theatre desinged for revivels and consiruction
of antique tragedies and their imitations.

(4) Fesivol theatres designed for mounting
spectmcles upon the occasion of a royal alliance

of a ecivic entry,

This carly movement of congtructivism gave
birth to gtyles in theatre designs. The new

concepts adoibted Lochnolorsicol innovrtions as styles.

3.8 [fricen Theatre

Before colonizotion, /fricens did not heve
"thentres' or 'theotion' in the western or orientsl
scnse, Nobody in ~Africa built structurcs specislly
designated "ployhousss" which served the purposes
of centertoinment or crumatic instruction and nothing
else. thouch, therc wu.e areas for performances, thoy
wer~= not constructed i» strict geometricsl dimensions
like thosc of the ansicat preeks., In order to ascert:
the cxistcnee of ~n ifrican theatre, it is necessary

to rnotomise the word =hcatre in its soecinl context.

The theatre is 1°n's exprecsion of his feelings,
emotions and experiecrces, it is a c Eion by man
and #8 such, forms p.vrt of his “{ The subject
matter of theatre is mrn and considering, that the
theatre finds its su jccts mainly in folklore, that

is, in zggrcgate of 'yrths, legends, stories, then it

ean be deduced thet 'u Africen theatre cxisted since
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the beginning of the [fricen civilization.

The earliest manifestations of the Negro-
African theatre are in religion and comic cercmonies.
The iAfricoan traditionol forms of theatre finds its
crpressions in mythology, history and custom as gxX#
cramplified by the various forms of festival dramas
founa in Africa. Africon theatre is functional in
the sense that it serves a purpose within communities
and cultues and is much greater than a source of
entertainment, The roots of Africnn theatre is in
rituals, seasonsl ryhthms, religion and the richeness
of African traditional theatre stems from this

fact .

2,9 fTheatre in Nigeria

4 pioneering artist in this field@ of indigenous
theatre is Hubert Ogunde looking a2t his numerous
contribution in the cause of »rojecting Nirz~rin's
rnd indeed (frica's imzgc to the outside world.

Many sroups that emerged within the Nigerian scenc.-
hnve: shown one form or the other iﬂ the display and
arrangement of their plays. These 2%?35 are in the

form of notion drama peridwWiSgNMNCcts, squares,

palaces, houscs ctc. during the coronntion of a king
or viztory at war. One of the mejor charncteristics
of thise plays is the intimecy created between the
actors and the audience, since the only physical

barrie: in the theatre are the audience themselves.
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This relationship tries to show the metamorphcse

nature of Africon thentre.

The African literary drama is another form of
drama with the sole 2im of educating and reising the
level of the peorle's awarness of the ruling class

through a caricature depiction of the ruling class,

%.10 Characteristics of Nigerian Theatre

1. The feature of Nigerian drama is the blené of
music and donces highlighting an occasion in
the form of acrabatics gymnsastics.

2. The stage (or performing ground) treated in
symbolic solemnity thon a physicrl reality,

3« The relationship of the actor and the
environment is of great velue since they are
normally secluded most often, a2t times during
festivals signifving some ritual belicfs,

4, The nature of /frican theatre witkh its fluid
pattern hos no audience visual limitation
although crowding does not create a barrier per
se, it does enhance the commorative mode of an
occasion.

5. Cultural differences within the Nigerian
geographical enclave has created different
interpretations of theatrical performance,
thereby emphasizing these cultural differences.
Pype of play, length of performance and audience
participation aore the determinants of these

differences.
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6. woome drama moy be dramatic in themselves but not
o drema showing the level of expesition to
audience cndurcnce, This form of play could be

found in the Fulani sharo dance.

3.11 Types of Nigerian Theatrical Performances

3.11.1 Rituols
This is a dance drama performed during sacrcd

religioug and cult observonces,

3.11.2 Masquercdc

This kind of performance is in the form of =
masquerrde with a mask to perform and grace the

occasion,

3.1.3 Ceremonizls

The traditionsl drnces are performed during

occ 28ions like marriagcs, beming cerenonies ctec,

3.1.4 War

These kind of perform-nce takes place before or
after a bettle to signify victory. Mock combats or
pantomime rituals are staged to depict encmics in a

caricature form,

3:.11.5 Acrobatics

A gyonostic kind of dance which highlights on

hody agility of the performers.
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3.,11.6 Vocatisnal

Imitation and mockery are the main form of
expression in this kind of performonce which is

gignificant to certain profession.

2.1.6 Socicl Iintertainment

Praditional druces for pleasure, revenling joy,
good news ete, which tokes the form of musical bands
being invited to grace the occagion and this is

accompanizd by proise singing of invited quests,

2.11.7 Mnidens DNance

It coneists of traditional dences perfovmed by
young girls at the premarital stage as an expression

of beauty and innocence,

3,11,8 Puppet Theatre

Troditional show using puppets, dramatising folk

tzles of a particular society.

2.12 Theatre Architecture in Nigeria

It could he emphaticrlly stated that theatre
architecture of Nigericn origin is non existent
lonking at the various attempts made by designers in
this dircection. Thz hindexing factor is that of
neglect of the saliecnt fentures of traditionsal
theatre and ifricon clements which could be used to

enrich theatre houscs,.
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4 look intc tr2? Llsctoricel development of
construction of gpaces would reveal to a great
extent how spacegs are defincd within the context of
need. Both the Greeks nnd the Romans who are
regarded as the pionners of theatre architecture
defined spoces by evolving vorious forms of theatres
to bouse their religious and socicl activities. Their
conception of spacee basec on mony factors such as
climate, economy and naterial aveilability has shown
how space intricages could be resalved by applying

various design parometers,

The Nigerion theatre gpace should be conceived
based on the nature of nctivitics it would accomodate
and thie »na necessitotd the evolvement of spaoce
standards to help evohzuoc cudicence participetion
whi~-h is one of thc mos* important features of

troditional theatricol perform=nces,
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le Burton 1,J., The Students ~uide to world thcatre,
Habert Jenkins Publichers, London,

2. Zegnour 7,G, 'Theatr¢ Pesirn', Megraw ['1ill
Inc., (1977) chanter 1,



CHAPTER FOUR

CASE ST_.DIES

This thesis is aimed at providing facllities
and space from basic needs for a cultural center
but investigating the framework of architectural
and design ideas of related disciplines is
inevitable, if it is to serve as background
knowledge for the evolvement of , design ideas, The
issue of t*first principles' is most senaitive in
performing spaces hence the case study is based
towards performing centers which are often designed
on the basis of two philosophical schools of thought,

namelys:

i} The pultiple use Complex

This school of thought proposes that centers
for performing arts should consist of one singie
theatre for all types of theatrical performances Such
as opera, symphony, drama ¢ :c. <The theatre should
be acoustically and visually adjustable to suit

each type of performance.'

11) multiple Single Purpose use Complex

This school of thought is of the opinion that
theatrical performances such as the ones already
described should be provided with individual facilities

which jis designed strictly for that performance,
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Though the most iﬁeal, but not realizable because

of factors such as cost, construction, staff

maintenance as well as its general maintenancee.

4.1 Amphitheatre for performing Arts and
Culture, Katsinae.
4,1,1 Historical Background

This multiple single purpose use complex was

conceived to serve as the venue for cultural

performances which hitherto had no specific building

cdesigned for that purpose.

prompted by the creation of

The design which was

Katsina state, was

carried out by cellular consultants and work commenced

on site in early 1989 by standard Construction (Nig.)

Ltd.

4,1.2 client/uUser/sponsor

Katsina State Ministry
while the bulk of the users
Katsina metropolis with the

as the main sponsors of the

4.1,3 site Location

The site is located on

city on the eastern part of

of w~orks are the clients
~re expected to céme from
ratsina state gvernment

pro ject.

the outskirts of the walled

Katsina town along the

road to Jgibiya which acts as the only physical site

bouriarye

through the Kofar Guya gate,

The site is approached from the walled city

Site allocated for the

project = 90,000m2(300 x 300) of which the amphitheatre

Covers about 10%.




Fir 4,1 Site location fource: Katsino moster plan 1976
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The soil on site consists of transported sandy

or loamy materials overlying rounded quatz pebbles

with the vegetation consisting mainly of loose top

soil and patches of grass. Thé site was chosen as a

result of anticpated development around that area.

4,1,4 Scope

The amphitheatre has a seating capacity of
2

2,800, covering an area of 4000m™ and standing about

14,5m at its highest point. It consisys of the

following facilities.

A

Be

Ground floor facilities

Functions a in

6 offices 24 per office
1 entrance lobby 72

1 perfarming arts studio 80

1 exhibition hall 80

1 multi-purpose hall 190

2 security control rooms 20

1 thrust stage 320

upper floor Facilities

Functions Area in Mz

2 offices 9 per office
2 projector rooms 9 per room

2 snack shops 9.5 per shop
1 lounte 72

8 toilets 12
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Cs pack Stage Facilities

Functions Area in M2
1 Male changing room 60
1 Female changing room 60
2 pack stage preparation rooms 100
1 Back stage 50
7 Common hall 150
1 rehearsal hall 75
6 toilets/washrooms 9

There are four entrances with two serving the
general public ore serving the V.I.P. and one as the

back entrance for artists and staff.,

4.1.,5 Design Concept

The desian sought to reflect nobility and
cultural pride in the use of the 'Mafici' (traditional
fan) while the organic concept in the form of the
tkunkuru' (tortecise), reflects centuries of endurance
and =low change of the hausa states in the face of
colonial contnet . This is analogous to the Hausa
nroverb which states that 'Sannu-Sannu bata hana zuPiat

(slow progress does not hinder success).

4.,1,6 Construction

Concrete is the dominant material proposed for
this design with certain parts employing a frame

structure while the other parts consists of block work.
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The raking consists of 200mm risers 1700mm and 1000mm
treads respec:ively which is supported Ly 68 R.C.
columns, The covered parts of the amphitheatre are
roofed with cimber trusses and aluminium roofing

sheets, The zanopy over the V.I.P. entrance consists

of barrel vau.ts.

4.,1.7 Proclamations and Declamations

The tunne. under the raking neant for circulation
had no provisi-n for mdtural ligh=zing and ventilation
which resulted in a proposal for c7¢n risers which

in turn will give rise to water leakage when completed.

The succes-: of the design is in the architect's
innovative tran:formation of the concept into a
building form w-ich was aided by the duvlication of

fuxtions.

4,2 Ahmadu Bel'o yniversity Studio Theatre, Zaria

4.2,1 Historical Background

This case >f multiple single purpose use complex
was conceived t~ serve the drama students of tne
Department of E~glish but with the incrcase In awareness
in drama, the s“udio theatre has turned Into a major
focus of theatr’cal performances on campus. The
preoject's brief was developed by Michael ZItherton
(formerly of De-tment of Bnglish A.B.U., Zaria) and
the design was -arried out by Steven Enlich (formally
of Department o Architccture, A.B.U. Zaria). The

project was finilly commissioned on the 9th April, 197
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d.2.7 Client/User

The Department of bBnglish was the client while
the A.B.U. authorities were the sponsors and the
projuect was expected to serve A.B,U. students and

visiting theatrical groups around 4ariae

de2a3 Site Location

The site 1s located on the southern part of the
main campus behind A.B.U. staff schoel on the way to
the university dam. The site lies on a level of
685 above sca level and from the proposal for the
extension scheme for existing campus facilities, 1t is
gxpected to be bounded on the north by the students
union building, on the east by the proposed school of
General Studles and on the south by the proposed staff

housing.

4e2.4 Scope

The studioc theatre was designed for 250 but has
bveen known to accomodate 400 spectators. It covers an
area about 1000m2 with the actual performing area
consisting of a sunken arenastage cf with an area
of SOm2 and bounded by 2 round huts with a total
arca of ‘l'lom2 that serve as shelter for daytime ¢lasses
and as seating spaces during performances. The other
two smaller huts with total area of 50rn2 serve as both
stage and seating area depending on the kind of

performances. The "soro" (square Dut) in the artist's
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dressing reom. 1t has é well decorated entrance, and
we' nitially roofed with a mud done vhich later gave
way Co Zinc roofing sheets. +tThe lighting control
cm with an area of 6m2 is situated within one of
the round huts while the lighting fixtues are fixed

on surrounding walls.

The whole studio theatre is bounded by a
perimeter wall which is 2m high and it is meart to

privacy, containment and Teasonable amount of security

Other additional facilities later added include

a watchman's room = 20m2, maintenance workshop = 20m2,

malas and female changing room = 30m2, stores = 20m2

and 2 tollets = an’ all seperated from the main

verforman~s area bv a ~ourkvard,

4.2 .2 {esign Concept

An attempt at creating an ideal environment fcr
traditional performlng arts can be seen in the spacing
of spectators around a center stage which is the main
feature of african theatrical performances. # further
attempt at yiving the studio a traditional outicoik was -
achieved thi sugh the use of circular hvts built in
traditional i aterials all linked with a perimeter wall
typical of Haﬁéa traditional compounds. The cnen aixr
stagce also forres o clore link with indigenous settinge
for theatrical ;erformonces in the form of the village

square.
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4.2.,6 Construction

The initial phase of the pro ject consists of the
performing area while the latter addition includes
the back stage facilities. Coupled with this is the
non=durable nature of the materials used for the
first phase which is responsible f£or the difference

or clash in building materials.

The studio walls were constructed with 'tubaliv
{mud bricks)} which are made by digging up mud, mixing
it with water and grass, a&n7d made plastic by churning.
Hands are the used to mould conic~l balls out of
this plastic mixture to form the 'tubali' which are

set in place with mud mortar and allowed to set in the

sun before placing the rext mariar., The walls were lat:

plastered with cement and finith-d with murals and

decor ation.

The roofs consist mainly of thatch with later
parts reofed in zinc. The framework of the thatch
roof is made on the ground and lifted into place., The
lowest tie is ancho-ed onto :the mud surface using
metal strips passed over them and burried in the
mud wall. Grass wooven into sheets are placed over
the frame work and tied to it with ropes. The peak
of the roof ls covered with a sprcially made grass

mat, and tied at the base with ropcs.

&
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The heavily decorated entrance irto the 'scrot irs
made of two intersecting arches which are corbels
of palm wood (rafia branches) azara cantilevera’
over each other and tied together with grass ropes
and then covered with mud to form the frame oves
which more azara was woven and fina.ly covered in

mida

The floors are made of reinfoerced concrete with
the arena stage flour screed to drain towazds a central
hole which is in turn drained by -n under floor pipe.
The base of the mud walls were placed as far 8
possible from the ground to prevent erosion 2f the
base which could lead to eventual collapse o the

walls.

The round huts consists of large cpenfys
overlooking the central stage which were iritially
spanned with thick eucalyptus logs and haz since
been replaced with reinfornet comiete iy beans
supported with steel pnles as a result of sagying

expericonced by the logs.

d.2.7 Proclamations and peclamations

The nature of the materials used requires constant
maintenance in order to last longer and the open air
nature of the stage is often threatenad.by bad weather

as such theatrical performances apre often disrupted
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during the rainy season. The effectiveness of the
studio is also hindered due to the single entrance/

exist which does not allow for effective circulation

The design boasts of a high audience-actors
relationship through the use of informal theatre

sSpacese

4.3 National Arts Theatre, Iganmu lagos.

443.1 Historical Background

This multi-purpose complex was officially
commissioned in 1976 to serve as the major venue for
the 2nd world Black Festival of Arts and Culture
(Festac)e The project sponsored by the Federal

2

covernment covers an area of about 22000m™ and a

height of about thirty one meters,

4.%.,2 OBite lL.ocation:

The national theatre, situated within the
Lagos metropolis, is boarded on the western end
Iganmu side by Wateco, and by water on the eastern
énde The site is a reclaimed land which used to be
a 1lilly pound.

4.%3.% Scope

The complex has the followlng facilities.
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Main Hail

This hall has a seating capacity of 3,500 wha:
used in the proscerium arrangement and 5,000 when
uscd as theatre in the round, which is made possible
by the use of a revolving stage. The seating
arrancement 1s on three different levels, which depe
on the cat:cory of tickete. Though essentially
Jeedan d £ concerts, it could be converted for
indoor gam~2, drama etc. Access into the hall can

be from ei-her of the four entraznces while exits

numbér up o seven, each about three and a half meter
wide, Facilities aveilable within this hall includes
16, 35 an” 70mm projectors, interpretation booths ang
cubicles, _-adis and video communication room, and

sound and liagh™'ng rooma.

Conrerence/Banquet hall

Tne hall ha:c a capacity for 1,200 people with a
ar—:a of about 1,86@m2. It is designed to host
cztivities such as symposia, conferences, musical
snows c¢tc, The hall is equipped with seven lanov

interpretation booths and a prosecenium kind of stoo

Cinema Hall(s)

There are two cinema halls each with a capacity
of 676 audience, The halls are equipped with 16, 25
and 70 mm pro jectsors and are occasionally used for

drama, meetings etc.
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Exhibition Halls

——

There are two exhibition halls each about 1800m
with one of the halls permanently used by the center
for Blyck and African Arts and Civilization while
the other is used for exhibition of goods made in

Nigeria.

National Gallery of Modern Art

This is situated between the entrance B lobby
area and the foyer of the theatre and it functions as

a museum for art works of Nigerian and black artists,

Press Conference Hall

The hall is designed to seat 80 people for press
briefings and meetings amd 1is equipped with el@ctroni
gadgets such as close circuit television, telex

machines, typing pool etc,

There are four major entrances which are
highlighted by pompsS. Entrance A = is the V.I.Pe.
entrance which bears the coat of arms. Entrance B
and D are public entrances depending on the category
of ticket. Entrance C leads to the artists dressing

FOOMS o
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Maintenance

This department is divided into sub-departments
namely electrical, mechanical, electronics, machine
shops, plumbing, refrigeration and airconditioning,
painting and automible. These departments are

jointly headed by a chief technical officer.

Other facilities in the complex include foyers
which are now hired out for exhibitions, snack bars
and stores which are located near the box off ice
and are hired out to interested parties; storage
facilities which are situated under the ramps,
restaurant and kitchen, clinic off ices, banking
services, box off ices dressing rooms and travel

bureau,

4.3.4 Desimn Concept

The functional requirements evolved a radial
function with the main bowl as the focus and other
functions arranged on the periphery with the two axes
serving as the pedestrian and vehicular access, The
visual concept employed is the form derived from the
army cap which is allien to African culture which

this theatre is supposed to promote.
4,3.5 Construction

The complex consists of 12 split floors supporteq
by 2,500 piles while the ramp at entrance "A" is

supported by 500 piles, The overall plan is spherica]
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in shape with a | shell roof anchored t¢ the
edges by cables which are in turn supported by
phylons. Precast concrete and glass are the chief

materials used for the design which is rumoured to

have been lifted from Bulgaria.

pPproclamations and peclamations

Due to the design's sole dependence on artifici
vertilation, the complex has lost patronage as a
result of the breakdown of the central air conditioni

system.

The suvccess of this design is in the designer's
innovative transformation of an army cap into a
building form, though the visual impression does

not £2lly with the function-.y spocos,

Conclusions

The issue of space requirements in theatres
affect one of the meost important aspects of tradition
theatrical performances - Audience participation.

All the above theatres with the exception of the
AsB.Us studio theatre have failed in this aspect

due to the nature of the seating arrangement which
hinders any form of audience participation. The
A+BaUes studio theatre's success in this aspect can

be traced to the provision of informal, flexible and
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uncommitted the atre spaces which might not yield

the same positive results if applied on a larger scal
1t therefore follows that in addition to the nature
of the stage provided, the seating arrangements in
theatres have to be well analysed in order to

completely enhance audience participation.
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5.0 THESIS SITE AND ENVIRONS

L

5.1 Site Solegtion Criteria - .- . v

In the search for the most suitr ble site for this
project, certain factors have been used as guidolinea‘
These are: ' e

' (a) chessibility:; The nature of the project..
requires constant patronage and its loecation shdll
seek to enhance maximum usage, This can be made _];
possible by . centrally locating it within the fﬁ
oommunlty s0 that it will ba sceemsidle to the B .
most number of people. The bulk of peoble in. Katsina "
_resida'within the 013 city wnll and the mcst logicud.. 3
plaﬁe to ‘locate the project is within_this wall But '
the faat developing nature of the town hes /Mmeccsssitatod
the uae of onc of the two praposed devolopmgnt éreas.

. whore o greater support populatiop is antiqip&tad,
(b) Environmental Factorn - These are in tha
*“’ﬁ\.?ﬁa

b

| rqrm of soil characteristlcn such as draxnago

e
atabillty ete, There is alao need for enough land
‘and space for erfectivo olrculatlan which 13 acarce
‘ PR S U R L Y fwwu;ﬂ py'

wlthln the clty wall,

{e) zoning - %his in tn relnvion to adaacant
‘pnopartxea and in secopdaonce with the maatpr_plan
proposal fay lﬁéatiendgx cultural facilitios,

BT I A TS AR Ve e o SR AT TRE e e
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5.2 Lwocation and Character

Katsina is located in the extreme north of the
northern Nigeria less than 40km to the boarder with
Niger Republic. fThe town lies on Latitude 12958'N
and Longitude 2:45%F at a height of about 500 nmeters
sbove gea level, The town is situated on a spum
of land hetween two water courses nemely the
'*KORAMAR @ISU' =nd 'GORAMAR TILLA', which flow in
8 north easterly direction, The site for the
pro?osed center is located on the south western

part of the town with an area of about 90,0001:12

5.2.1 Geology
The geology typical of Katsina; is underlained

bv sedimentary rocks of cretaceous age, comprising
the Gundumi formation. TLithologically, they
consists chiefly of course, purple and moffled, feld-
sphathic grifta, Impersistant interrelations of
blueish and purplish claoys are occassionally present
in the grifts, while bands or horizons of guarts
pebbles are common at certain levels. The sediments
rest on an uneven floor of pre-Cambarian basement
complex rocks although in general, they dib at a low
angle to the north-west. Inliers of thé basement
complex rocks can be seen at several localities in
the valley of the Xoraman Gisu; thegse rocks consists

P coarsely

crystalline, porphyritic gramites and

grauite gneises.
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5.2.2 8eil Type _
The soil comprises transported sandy or lonny

matérials overlying rounded guartz pebbles and

clays derived mainly from the weathering of
cretaceous conglomerates, - The soils are often quite
permeable and this explains the existence of very few
stomeoms in the area. The profile choracteristic of the
-80oil is dependenét on the permeability of the
underlying rock., Generally the lighter textured soils
lie on hipher slopes, where they are better drained,
while 10amy'soils iie on the lower glopes. The top
80il of the whole region is sandy in nature and
nonl-homic, This is probably due to the extensive

local drifting of material during the dry season.,

A1l the soils are gencrally easily cultivated except
shallow 10POsition

imoede cultivation. However, the top soils tend to

in arens of where pebbles tend to

dry out gquickly.

5.2.3 Vegetation

Katsina lies in the Sudan~Savannah region with‘
the type of vegetation which consists of some stunted
trees; such ag cacin, dumpalm and boabab which are
all adopted to the dry envivonment, These trees grov
to an average height of 6m with a foliage of about
15m, The trees described are scattered over the mite
and some other tropical trees have been gelected as
part of the project's landscape scheme. The features

of these trees are given belows
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{(a) Neem (Azsdirachta Indica)

This belongs to the mahogany family, has
a densely wide spread crown, and grows to an
average height of 5.%m. It attains a hedght of

about 1om 2t maturity.

(b) Savannah Mahogany (Khaya Senegalensis)
Because of its water requirement, it is best
grown around the valley and long heavy plain where

the water table is high.

{¢) Euealyptus (Canal dulensis)
This has a vertical crown, and grows slowly for

variety.

(d) Tecoma,

It has yellow flowers and large leaves and grows

to a2 height of about 2m at maturity.

{e) Bourganivilla
This behaves as a shrub and a climber having

pink and red flownrs. It grows to an average

height of Z2m.

{f) Delomix (fleme of the forest)
This has an average growth of 14m and a foliage

of 14 meters.

5.2.4 Laondform and Drainage

The town as earlier mentioned is built on a spur

of land between two water courses the 'Koramar Gisu'
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and Koramar Tilla , and is at a narrow neck of the
watershed between the ~~da and Tagwai river basins.
Just to the south and east of the settlement, another
ridge runs from south-west (Katsina Polytechnic to
north-east (women Teachsrs College and G.R.A.).

To the south east, the land drains gently into the
Tagwai valley (now damned at Ajiwa for water supply).
The high water shed ridge that continues south ward
is arid and barely supporte the Barawa Forest |

Reserve,

The general direction of flow of drainage in
Katsina is dictated by the ridge of high ground that
runs from the water tank to the Emir's Palace. 3So
flows are north west to the north water courses outsidc
the city walls and south sast to the eastern water

covrses otiside the walls.

5.2.5 Hydrogeology

Kateina is located in o part of Northern
Nigeria where the crystalline rocks of the basement
complex (a poor source of ground water) have been
over lapped by the drift depcsits, There are no
permanent or perenial streams in the area immediately
gsurrounding Katsina. The Koraman Gisu only carries '
gurface run-off water during the rainsj permanent pools.
are however present in the Koraman Tilla stream bed.
Ground water in the area is held mainly in the sedimen~

of the cretaceous Gundumi foundation., The most.
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important feature controlling the distribution
and circulation of ground water in this area is
the existence of a buried granite 'ridgé' in thel
valley of Koraman Cisu, However water supply for
the town is from Ajiwa dam, which was built over

River Tagwai, about 15 kilometers away from Xatsina,

5.3 Climatiec Data

5.3.1 Winds

Katsina experiences I‘aj',nbetween the month of
may and October., This periocd is regarded as the wet
season which lasts for six months., The wind direction
changes towards the south west between the months of
April and October, and this is moist ladden and is
characterized by atorm., The average wind velocity
around this period is J%m/sec and it has an implicatory

effect on buildings whose roofs or openings are not

properly placed,

The other prevailing wind, the north-east trade
wind blowe across the sahara between the month of
November and April., It is characterized by dust and
is dry, with an average velocity of about 2.0m/sec.
which ¢ouses a lot of discomfort around this period.
Effective landscaping is necessary so as to reduce

the effect of dust.
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5.3.2 Temperature

The mean maximum *emperature is recordedliﬁ
the month of April with a value of 3700. Between
the months of July and November; an average temperaturs
of 25° is recorded while the lowest temperature is
exporienced when the northeeast trade winds-are
blwing in November, December and January with a
value of 150. Adequate interior and exterior
finishes shculd be selected to combat expansion/
contraction problems which arises from these seasonal

chaonges.

The month of August records the maximum relative

hunidity with a value of 80%. The volue decresses
to 20% around January. Actunl a.m readings of 100%

are® not uncommon,

5.3.4 Rainfall

Mush of the rainfall occurs as storm of a short .
duration but high intensity usually starting in June
or July. During this rainy months, the south westerly
winds are dominant and are heavily ladden with
moisture. The rains produce zones of intense
convectional rainfall which varies from 1950mn

(46") to less than 700mm (28"}, - o« Lo

5;5.5 Sunshine Hours

Global radiation levels peak in February, March

. -2
and Octobur at levels in excess of 500cal cm = per.
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day. The highest sunshine hours is recorded id the
month of November with a value of 9.4, while the lowest

value is about 5.2 recorded in August,

5.4 Bite Attributes

S.4.1 Approach and Access

The site is approached from the walled city
through onée of the city gates - Kofar Guga and is
bounded on the Fast by the Jibiya road ; the north
by the site for the propsed women Development Center
and on the west by the site for the proposed School
of Nursing. Access into the site can be tapped from

the existing Jibiya roond.

5.4.2 Txisting Super Structure on Site

Presently, construction work is in progreéssg on
the amphitheatre which was proposed‘in 1988, The
amphitheatre was designed to seat 2,800 spectators
and the whole project covers nn area of about 9,000m2
with the proposed parking space for 200 cars covering

an area of about 5,OOOm2. he rest

of the site consists of open grounds with patches of
grass and a few scattered trees. |

5.4.% Services

(a) ¥ater Supply: Thoupgh demands for water in a

complex like this is minimal, there is still need for

this provision and the site is expected te benefit
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from the distribution network proposed for that
aren in the mogter pleon,

(b) ZEleetricity Supply

The complex's criticcl demond requirement for
power supply is expected to be topped from the
National Supply Grid which posses infront of the

site.
{c) Bewage Disposal

The site sewage disposal is expected to function
the
with /fproposed sewage system for thet grea st full
development while expansions could be made to

locate some sewage planis as populotion rises.
(d) Storm Drainage

The effect of storm-drainage on the site if
not well tackled would create erosion, gullies and
other form of land deformntion as z result of the
loose nature of the seil., To combat these chenels

lines are propesed, coupled with proper landscaping.

5.5 Demography

. The projected population for Katsina for the
year 2,000 is estimcted at 576,316, Deductions from
this population projection is to find the labour
force percentage'whgiﬁfford to come to the proposed

theatre which will be the most used facility on the

proposed center, From mastcr plen reports of 1977-78,
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the active populoiion in terms of lebour force
porticipation ratio is put 2t about 45 of the
totol population which is the required lobour force
participation for a community to run effectively.
The high labour force percentoge is attributed to
fomeole participation along zide the wen coupled with
the structure of enmployment associnted with low
income levels which is expected to ehange with
favourcble economic situntion. ILooking at the
income distribution {(fip. ) it can be deduced that
the center when built will enjoy cnough patronage
due to avnllability of veople who cnn afford to poy
to watch theatrical performances. Also from the
projected age-sex distribution tsble (fip. ), it
can be assumed that the bulk of the users will be
nged between 10-65 foxr the simple fact that ages
between 0=10 yecrs will not comprebend theatrical
performances while 65 years and above will be too old
to bother with such performonces,., Hence the patrons
of the proposed center will bo aged between 10-65
yeors and this makes up about 62.6% of the total
population which is assumedZ;tiain the eame by the
target yeor 2000, This percentage mccounts for
the number of people capable of coming to the

theatre given by

555 x 576,316
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Lissuming labour force to be 4% as stoted in the
master plan and assuming this is directly proportional
to the population by the year 2000 hence

Percentoge of pecople capable of coming to

the thentre is pgiven by

gGO,;?Q x 45
)

= 28.17%

Therefore the number of pcople capable of paying to
watch performances

Dl x 360,774

= 101,630 people

Assuming that at a particular time only 1% of this
population will come to the theatre;

TS x 101,630

= 1016 people
Thercfore the capacity for the proposed theatre will

be 1000 people,

5.6 Teasibility and Viobility

Though the existing gtructure on site (the
zmphitheatre) would form the bagis for most of the
design decisions, there ie enough land for effective
intergration of the. proposed center with the amphitheat:
under construction without disrupting the proposed

circulation routes or the physical structure,
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The site is also symbolic in noture ce it is
locnted =2long the route lecding to the boundry
between Niger Republic and Nigeria. It is
envisaged that the location of the proposed center
will further enhance the disseminotion of culture

between the Kaotsino people and their Niger counterpar:



CHAPTER SIX

6.0 DESIGN BRIEF AND PARAMETERS

6.1 Design Brief Spuce fnalysis, and
Schedule of fAccomodation

The %%timate aim of the proposed cultural
iz
' centerdpromote and preserve the cultural heritage

of the people of Kotsina which ig imbeded in tradition .

performing arts and crzfts. The provision of
facilities for these purposé shall thevefore form

the main core of the degign.

The eguivalent of.the theatre house in
precoloninl Africa is the open fiocld and certain
 traditional performances are not adaptoble to the
conventional theatre and this forms the basis for
the provision of the open spnce tagged the cultural

plnza to cater for such performances.

The propoéal will contain the following fociliti-
i)  CULTURAL PLAZA - which is basically an open
court to cat8r for different functions such as

theatrical performances, relaxation etc.

1i) THEATRE - This will accomodate mainly traditiona
performances ond other supporting facilities for

it to funetion effectivedy.

iii) MUSEUM - which is saddled with the responsibility
of preserving the culture in terms of craftss
The muscum shall consiats of exhibition spaces,

museun 2gd general information unit,
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iv) CRAFT VILLAGH - This will cater for the
production of ertcfacts common to the Katsina
people. It shall incorporate smaller exhibition
spaces and will be designed to function like a
narket place where artefacts could be bought,

or repaired.

v) Other facilities for efficient co-ordination
of various departments in the center will includc
an administrative unit, accomodation for vieiting
artists, catering focilitie~ fnr artists and
maintenance deportment to ronda? technical

ngsistance to the whole complex,

Space Determinations

The allocation of the right amount of space
to every activity and function in a programme greatly
determines the qunlity cnd efficiency of a design,
There is the need to translate owner/users ideas
into square meter areas of net usuable space and
circuletion and service space. Heving denounced the
fact thot certain standards czn not be adapted to the
Nigerian situation, the allocation of spnces shall
be mainly accomplished by visual surveys tnking into
consideration cultural background of users, and
environmentel setting. The safety standards specified
in the applicable building codes are clso to be
considered in awarding square meter areas for ertamcios,

corridors, and staircoeses as they require certain
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minimum dimensions to secure safe egress for the

number of occupants they serve.

L. Theatre Spaces

Capacity = 1000 people

Area per person = arca of seat = 0.5 xX.85% =-425m2
Area for 100 people = 425 x 1000 = 425m°

Due to high zctivity of audience 28 established
in chapter 2, assuming 7% circulation = 319m2
425 + 319 '
744m2

Total =rean

if

Stage: size of stoge is determined by the area
occuvicd by the dance with the Yorgest troMpe as
agtablished in chapler 2.
= 100m°
Foyer: Area is based on the capacity of
Auvditorium and the peak hour demand,
Assuming 30% of capacity of aduditorium

2
20 x 44 = 223m
160

Box office: Area for gellinpg tickets; to contain

personnel and some furniture fittings
Aren = 25m2
for 2 box offices
Total = 5Om2
Rehersal Room = ﬂ50m2

Dresging Rooms: for male and female artists.

Each dressing room = 50m2 (to accomodate 20 artists)

Totsl Area = ’100m2
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Toilets (Emd per toilet) 2x8 ( 1 toilet to every

5 aptists) = 160>
2

per shower)
2

Showers (2m 2 x 4 (1 shower to every
10 artists) = 8m
Lounge for relaxn~tion purposes with area based on
the capacity of the theatre., Assuming 40% of

thentre copacity .°. 40
100 * 0

= 2981112
Total nrea (2) = 2 x 29
= 586m°
The loungec would contain toilets assuming 1

toilet to every 100 spectator area

- 2m° x 10
- 20m®
Total ares for 2
=2x 20
= 40m°
Theatre manager office = ﬂ2m2
Production monager office = 12m2

Set-designing room/workshop = 50m2
Musicnl eguipment store = 45m2
Genernl store = 4Om2

Lighting control room = 12m2

Sound control romm = ’12m2
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This area is part of the revenue generating

source for the mointonance of the complex, thus

lettable areas ore provided on a gstandardised

basis,

This unit is to contein standard furniture

and & gtorage unit. The lettable area functions

are
Tailoring 54m2
Barbing n
Bontique n
Hair dressing "
Insursnce "
Photocopying "
Mogazine/newspaper "
Total = 25§8m2
B. Museum Jinformation unit
| Small museum -
Txhibition hall
Repair workshop
Photography lab
Chief photographers office
Audio-visual studio
General office
Printipng/Binding room
Chief Curators office
Archivegn

General etore

400me

80m
50m
30m
15m

o M

50m
A0m

“150n
2

(AU RAC I L B AV

20m
20m

30m°

2
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Livrary (for 50) 100m°
Lobby/lounge (for 20) 501112
Toilets (6) 12m2

Offices (4) 40m” (1Om2 per office)
Total = 717m°
C. Crafts Villcge

The spaticl requircments depend on the process

of production as est-blished in chapter 2.

Function Space in N2
Male cloth weaving 35
Femrle cloth weavsdd 25
Embroidery 15
Dyeing room 10
€& dyeing pits 9
Mat weaving 20
Basket weaving 20
Pottery 20
Metal work 20
Leather work 50
Wood carving 25
Besket corving/deco 25
Fxhibition space 80
Store 50
Toilets (10) 20

2

Total 434m
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D. Accomodation

The cenbter is expected to play host to visiting
artist and hence would be accomodated in the center.
The accomodation is split into two male and

femnle acecomodation.,

Function Spnce 1in Me
Reception/lobby 15
Lounge(s) for 10 people (2) 490

Hostel type bedrooms (30) 5 x 4, 20x30 900

Toilets (10) 1.5 x 10 15
Bhowers (6) 1.5 x 16 9
Clearner's room (#4) 3 x 2 3 x 4 12
Restaurant (50) Em2 per person) 100

Kitchen {assuming 33% of restaurant) 33

Store (assuming 3%% of kitchen) 11
Gemes room (20, 5m2 per user) 100
Total 1135m2

E. Administration

The spatial needs of the Administrative building
shall be dictated by conventional office furniture
such as desk, chairs etc and the structure of the
building should be designod to meet a wide variety
of organizational needs.

Funetion Ares in m°

Genernl offige (2 typists, >
2 eclerks) 5m™ per person S5xidm 20
Director of culture 30

Deputy Director of culture 25
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Assistont Director of culture - 25
Account's office 30
Publicity Secretary's office 20
Board room (30 people) ng per person 60
Secretary to Director 20
Lobby (for 20 peopnle) Zm2 per person 40
Head of performing arts 20
Cultural officer 20
Booking office : 20
Toilets (4) 1.5 x & 6
Store 20
Total 450m2

. Mointenance Soryvices

In nny estrnblishment, where a number of
mechanicnal and electricrl equipment such as air
conditioners etc, are used, there is need for
maointenance of these equipment to nvoid .
breakdowns etc. In view of this n maintenance section

is proposed aond is to provide the following services

Function Space in m2
Mechanical workshop 30
Tlectrical workshop %0
Airconditioning workshop _ 30
Store | ' 20

2
2 offices (10m per office) 2x10 20
Total __ A30m®



143

In order to find the totcl arca for
functionzl spaces, 30% of the computed arce is

added, To 2llow for undefincd spaces heuce
Totol compWicd oreca = 45404

Totol ~r.2o of built site including

orea of caphithcotre = 5404 4+ 3,000

= ?404m2
20% of totol aren = 1660.832

= 10084.80° = 1.0 hectores
2

Totcl site area = 90,000m" = 92 hectarcs

Percentage of built site = jégg x 100 = 12%

.*e 90,000-10,084
- ?9,916m2 (7.99 hect~res is loft for
(2) on site p-rking
gt
(b) site tr-ffic routes

(¢) org-nized open spaces
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There are various rcquiremcnts governing the desipgn
of theatres for various needs, The fundamental
requirement that nmust be met is the balance between maxine
seating capacity, good wvision, acoustic and étructural
stability, hencesin designing a theatre, the necessary
technicalities such as type of stage floors, sight line,
acoustice etec., must be taken care of, In cddition to all
these technicrnlities, the design of theatres-in Africa
should be geared townrds moximum audience participation as
this is the measurc of success of a performing group.

6.2s1 Sight Line
The scating arrangement of 'nn auditorium must be so

desipned that it mects the requirement for good sight line

position, The uniform

change of eye level permits good vi:
from seat to seat in a given row., The seating position
could be staggercd at times as the desipgn requires, for

vigsion from row to row through the shoulder,

-~
-

Accurate vicwing curwe could be determined either
by analytieal or graphical method for the sipht

distribution from seat to seat.

(a) Graphical Method.

The dicgram in fig. shows the increcment
factor of the sight line from row to row from a
reference point P which forms the visual focus of
every seant, The visunl foctor (e) is added to every
seat to its line, The disadvantage of thic method
is the tediousncss in p?bjection of the site line
factor from row to row go the last seat.
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"ig. 6.3 Graphical method: The eye level Rise 'C' is

rlotted continously to determine the viewing

curve.,
i
2 ,.','i' i
| <1 [le ;
]‘:I I
! { ' B
. L —t |
-, L) ]
I}
1 v
. I

Fige LJOh. Wicwing Ccurve by analytical method.
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(b) 4Analytical Method

The individual height foctor is determined
by using a mothematical formulne (see fig )
Height above state (Y)

Y= 7 (2.3708 (2) + (bic)x-c
a
Sweeping of viewing curve
d
T = M238 Xy, (o
“ &

Change of eye level

C = Y-bx

a = distnnce of P from row eye level

b - height difference between stage floor level
ond from eye level 150~200 mm

d = rows ¢/c 800-900mm

Xq - any eye-~level fnctor related to reference
point (F) as zero system.

eye level height above floor level : 1150-120

6.2.2 Seating

Seating arrangement in en auditorium is
governed by many factors which are termed as working
constituents for a good auditorium design., These
factors are capacity, arrangement, depth, and stoge-
audience relnationship. Tor good design the seating
arrangement, must be such thet sipght line defect
does not occur, invoriably the designer works between

various parrmeters in order to achieve a bzlance.
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The visuzl limit is found to vary for various
‘performances where expreasion of certgin kind is
expected to be conveyed to the sudience such as drama.
While in other events, where this is not likely to

be emphagized, the iimit could go beyond 30m. The
sight defect control in theatre has become one of the
basic problems the designer must resolve for cffective

- performonce.,

C.2.3 Acoustic Limit

In the acoustic desigd of an auditorium, the
intelligibility of the propagated sound from the
stoage to the audience is of wubmost importance.

It tries te achieve o uniform distribution of sound
to .the audience without any distortion; cxcessive
reverberotion, echo stc. The elementzl component
of *he auditorium interior such as serts, halls,
ceilings, finishines, form and audience should be

gseen in contiguily with good room acoustic.

The acoustic phenomenon such as reverbration
15 obszerved is dependent on two moin faectors, the
absorbed
amount of reflected and . sound by the surface
of the auditorium, the volume and the stage area.
The interior could be aided by the design of wvarious

reflecting and absorbing materials which function

under different performances.
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6.2.4 Acoustic Degipgn Considerntions

Auvditorium acoustics have alwanys been the
determining factor in the selection of form by

designers looking ot the complex nature of theatrical

activities.

Other elemental factors considered in the _
intelligibility are type of seats, walls, shape, volum:.
ceiling heights etc. These elemental acoustic
design factors considered have become non

exhaustive and hove created avenue for some.

Designers should take into consideration the
remedy of acoustic defects.
i} Distribution of sound within the interior, so
that the forthest stote also receive intelligible

sound,

ii) Uniform distribution of diffussion of sound

energy.

iii) Reverbration within the auditorium should be

kept at a minimum,

iv) Echoes, long delayed reflection, flutter echoes,
sound c¢oncentrations, distortion, sound shadow

and resonance should be climinated.

1., Loudness Level
The following criteria should be used in

achieving a good loudness level.
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(a) The form selected should be such that the
audience are brou ht close to th¢ sound source.
(b) For a good sound feedbock, the sound source
should be raised.
(¢) The audience level should be raked so that
deflection of sound do not create distortion.
(d) Where necessary,sound reflecting surfaces such
as plester, plywood, rigid plaster board etec,
should be used as aids to aid acoustic

performance.

Sound Diffusion

In sound diffausion, the besic variant of
diffusion should be selected, this includes the
structural elements, coffcred ceilings, serrected
enclosures, sculptured surfaces etc. The architect
within the level of availnble resources should

select the best approach to interior ncoustic.

Reverberation Control

To reduce rcverberation within an auditorium,
sound absorbing matericls should be corefully
selected ond ploced. This would bhelp in reducing
efects such as echoes, flutter echoes, long delayed
reflection and sound concentration. Empchsis should
be placed first on the side walls which process high
diffusion problems. The shape of the rear well will

be a key determinant in the selection of material.
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6.2.5 Reverberation

Reverbration is the prolongation of sound as a
result of sguccessive reflec§E6§@in an enclosed
space after the aound has béen turned off.

The reverberation time (RT) is the time for
the sound pressure level in a room to decrease by
60 decibels (db) after the source of sound has been

turned off.

Sound absorbinz matericls should be used as
interior finishes in order to control the
reverberation time, which varies for different
production in a multi~functional auditorium. The
RT time ronges between 1.5-2.0 second for music to

1 second for speech.

The relrtionship between reverberation time,
surface orea and the volume of the room ig given by

the capital Sabin formula:

RT = ?.16V

where RT = Reverberation time‘
Y = Volume of room in cubic meter
A = Total absorption in sqm Sabin

X = Air absorption co-efficient.

1. RT and Room Flexibility

The concept of room flexibility is to investigate
the possibility of ndapting the reverberation time

of one porformance to another taking into account the
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multi-functionzl usage of theatres., 7This is possible by

{a) The use oi ceilin=: baifles to reduce the volume
of the avditorium.

(b) Covering haréd suvrfices with soit materizls of
hizhly absorptive velue,

(c¢c) Desicning the theatre with short reverbration
time for drema while that of nusic can be achicved
by the use of clectronic extension devices to

axtend the reverbarotion time,

6.,2.6 Room Acousticzl Nefects

1. JYcho

Echo occurs, if a miaimun interv»l of 1/25 second
(for speech) % second (for music) elapse between the
perception o} the dirsct and reilected sound origineting
from the szame sourcc since the speed of sound is
approximately 344W/Be The criticel path difference ia
14m for speech 2nd 34m for music bhetween direct and
reflected sound, Unlezs acousticelly treated, a
concave surfeen snd sound reflective rear woll is a

notential echo procfucing surfece,

2. Delaye” reflection

This is identiiied in character to echo except
that the delay betwcen the perception of direct and

reflected sounds is to on extent,

3. MFlutter echo

This consists of » repid succession of noticeable
snsll echoes produged betucen parallel sound
reflecting surfaces. A zood treatment of the roof

would obsorb this defect.
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4, BSound Concentration

This is caused mainly by concave surfreces,
The sound, aftcr reflection, courages at the
focal point of the surfoce placed somewhere
within the interior, Convext surface absorbers
should be used where appropriate to correct this

defecta.

5. Sound shadow

This defect is noticeable under a balcony
which produces too far into the air spoce of an
auditorium, Tt creats poor audibility of the
remote seats underneath the balcony, To reduce
this defect; the balcony's department should not

be more than twice the balcony's beadroom,

6.2.7 Sound Amplification

Sound amplification devices are aids
provided in a large auditorium in form of
electronic microphone¢. Their basic functions
are:

(a) To reinforce sound level
room

(b) To minimigze . Teverberation.
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c. To provide amplificd sound for dead rooms
de To reduce the masking effect of a background

noise.

6.2.8 Acoustical Materinls

The complex nature of theatres has necessitoted
the need to provide various forms of acoustical aid
for a good performance of the interior, The
provision of absorbing snd reflecting materials in
the form of panels is one of the bosic requirements
and these materinls are located st variocus points
within the room to generate the much needed acoustical

performance of the theatre.

The nature of the side walls has necessitated
the need to provide abgorbing panels in order to
reduce the defects of multiple reflection within
the interior,., The rear wall and the ceiling systems
should be panelled with reflectors for a good room

intelligibility.

There are three types of acoustical materials
commercially in use:

i, Prefobricated unitg

This include acoustical tile, which is the
principal type of mnterizl availrble for acoustical
treatment, mechanicglly perforated units backed with

absorbent sheet. -
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(ii) Acousticnl plaster with sprayed on material

These mateorials comprise plastic and porous
materials applied with a trowel and fibrous materials
combined with binder agents, which are applied

(sprayed on) with an 8lr gyn or blow,
"(iii) Acoustical Blanket
These are made up of mineral or wool, alaas

- fibres, kapoic batis and heirfelt.

6.2.,9 Alsgle Arrangement

For the purpose of good vigual communication,
radical aisles are best with curved aisles only
slightly less efficient. In continental aisleB;
non of the best viewing positions are lost to
gangwoys and from actor's point of view, the audience
is undivided. The space between the rooms has o be
wide for better knee room but it could be distracting .
when an audience is passing between rowsa and |
durinngirehazards; the whole audience find it

difficult to get out on time.
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6,2.10 Sound ond Vibration Control in Thentres

~This can be achicved through 3 mujor ways
viz:

1. BSitc Planning

Noise control in thectr:=8 can be taken care
of if the theatre is sited in o less noisy area
or by seperating the theatre as huch as possible
from 2ll exterior and interior noise and vibration
~source such as air or vehicular traffic, mechanical
equiﬁment oetc., Vhere noigse and vibraoation eon bo

gonornfaaq

4
[

2. Ventilatidn and Air Conditioning System

This should be designed in such o way that
the nois%b}evel crented by the system is between
5 to 15/or below the permissible background '

noise level of 20-25 Nc (noise control),

3. Creation of Buffer Zones

A
e

This will help in reducing the external
noise like those from vehicular traffic cs well
as internal noise control through the creatign
of buffer zone rooms; whiech includes lobbies,
éestibules; circulation areas, restourants, bars,
offices etc. These rooms should have sound

absorbing ceilings »nd insulated floors.

‘.-I'.
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6.2.10.,1 Speciol Considerotion in Noisc Control

In theotres, whers wentilotion and air
conditioning systeus crc used, there ig necd for
spocial attention to the noise produced by these
systcms., The specirsl considerotions is for three
principsl noise producing ports of the systonm

viz,

(a)Central Mcchonieal Zauipment

(b) Bupply and roturn dvets and
(¢) Supply ond return grilles.

In an attenpt to rcduce thesc cateugories of
noinc in thcobres, there is nced to instcll these
equipnent cwey from the thectre either in the
bosenent lovel or in a scpornte building,

Other methods of reducing the noise produced from

these systems mention:d cbove are os followz,
(1) Absorption of noise in duct wz2ll linings.
(2) Rcduction of noise by mecng of bends,

(3) Division of noisc into sever-l branches

of the direct systom.
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razilent
4, Bupporti- 2uects b ...~ - floors and hangers.

5. The u~e o’ heavy gauge metal for ducts, properly
bre-.:d an! gtiffened.

6. BSeperatic: of duct from walls and flcors
rcoustien ly ot points of penetratiors, by the use
glass, ru ber, neop-:ne and by canlling the expose.
end of tl: picking.

7. BSpreadins of no’ ~ into the room at supply or

return a. ¢ grilles.

The use of sound abscibing materials such as
mineral fibr: or glass fibre along the inside of
rectangular or tabular ducts will increase the
attenuation >f noisc along She duct. The material
used for l1li: ‘ng of duct sh uld have a high co-efficien
of absorpti 1 and a smooth nurface for low air
friction, acequate strcugth to.re,¢st disintegration

due to air .1low, and adequate res.stance against fi-e.

6.2.°7.2 Vi’ cation Control

The us’ of vibration insulctors such aos resilient
g¢lement or . 2terinls con b~ used between one st .cture
and another %o stop the treoism .sion of vibration.
Vibration i1 sulotors include the following:

- resilient :eiling hongers (~pring)

- resilient "loor mount stee spring, eir spriﬁg,
rubber, ¢ 21, elastometer, fibre glass, felt
neoprene - .,

- resilient inscolator such ns isulation ¢lip, resilent®

wall br~c¢ etc.
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~ Flexible hose such 28 steinless steel, reinforced

rubber.

6.2.11 Lighting

There is need for -risunl harmoney and ability
of the audience to be r tisfied with performers'
expression with little >bscurity. A lorge part of
the lighting from the ¢ rection of the audience
cshould be such that it strikes the performer's
face at 45 degrees. If the angle is steeper, dark
unflattering shadows urder the brows occur and if at
n shallow angle, there is the deonger of unwanted

shadows on the set or other performers.

A, Lighting Positions

1 Ceiling slots -~ the:e are spot lights around the
acting area and are essential for proper lighting of
performers in the frontrl ~cting areg@s. Slots should
extend from wall to wonll with adequate spoce for
positioning and rotating instruments in plan and
section for meximum aiming. Slots should be placed
at a maximum distance of 4.5m apart, measuring from
the stage outwards and should extend down from the

ceiling approximately 3t above stage level.

2. BSide Wrll slots - Trese are also used ns acting
aren spot lights essent’ 2lly for the Iront corners
of the stoge and that o' fore-stoge nreas. Useful

for low angle wide ligh'ing.
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3. DBalcony Fascia - "his is an clternstive to where
ceiling and side w-l.e cre non-existent., The spot

lights are slotted ir “ront of the balcony.

6.2 - Stage fTypes

The audience nnd the cciors can be related to
each other in a number of ways through the arraongement
of the audience t¢ the performers on the stage.
This degree of weriaticn ~on be ochieved through
the chang. of stoge shaprs or audience seating
arrange.eat.

1. Arenn stoge (740° Eroairelement)

This form hrs the e-:oge in the center and s

surounded by 2 ring o7 a.dience,

Pronounciations

(a) Eeconomy of spacr 08 it esits the maximum of
audience in the minimum enclosure with the
largest audience within the shortest distonce

from the neting area.

(p) Ic providesttie highest form of audience
Interoction with anctors,

(¢c) Ideal for .frican tkpe of verformonces.

Denounciations

(a) Audience views norm~2lly blocked b - ~ctors,
(b) Lctors mask each other and are oficn scen againusu
the broekground of o member of the nuldl~-nce on

the other side of the stoge.



163

(e¢) Access to stoge by nctors often difficult and
only poseible through the use of vormitories.
through the audience seating orea.

(d) Use 2nd movement of scenery often difficult

obscurring the view of the

performing arecao,

2. Proscenium Stage (90° encirclement)

The performing aren is at one end of the
auditorium with the oudience foecing the stage in

one direction.

Pronouncinctions

(a) It provides the best form of arrangement for

presenting maximally perceptible presentation.

(b) It has the ability to contain a large amount of

scenic wall and transformations, the mechanics

of which is hidden from the audience.
(¢) Provides short duration differences in arrival

time between direct and reflected sound.
(d) Provides a large range of choice in size cof

performing area.

Denounciations

(a) Since the audience can only face the performers

in one direction, it is difficult to seat a large

capacity close to the state (for more than 650

pcople, a balcony become® necessary).
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(b) =t provides less intimocy between actors and
audience,

3. 0Opon thrust stcge form (1800 encireclement)

The main performance arec projects into the
oudiencs and is sorrounded on several sides. It
also provides some scting space behind opemings atb

the bockstage.

Pronounciations

(a) It provides better audience and actor intimacy
than the proscenium stage, contributing to better

visual : contacet,

(b) The end of a pley is not merked by shorp
drawing of curtoins which is known to heighten the
illusionistic affect of performances which this

Iin? of ¢ ;¢ rcduccs.
(¢) It reduces scenery and cast of production.

Denouncintions

(a) Entrance and exits of actors difficult as in the

gese of the arena form of gstate.

(b) pifficulties arise in change of scenes.

(¢c) It haos a less uniform effect in orientation.

4, Thrust Proseceﬁium Stope | |

| In addition to a stage house and acting area;
of nominal size, it Has a thrust stage in front of
the proscenium which projects into the audience at

o wide fan of about 900.
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Pronouncistions

(a) It gives an open stoge thrust effect by bringing
the performing area into the same space as the

audience.

(b) It also reduces cost in production ns less scene:

is used.

Denouncibtions

(a) Difficult to rchieve seotisfoctory sight lines
for both the thrust (apron) and the area behind the
proscenium arch, especinlly for balconies if

introduced,

(b) Incombustible scenery moy have to be used infront

of the safety curtain,

6.2.13 Floor shapes nnd their LAcoustic Effects

It is fundomentnal to enhance choice of floor
for good theatre design with porticular interest

in acoustics.

1. Rectrnguloar shapes: less problem encountered in
sm2ll halls but when used for larger heolls, the
~ruditorium is likely to be too wide for the stoge

which lesds to the production of bnd sight lines,

Acoustic effects: This tvpe of shope produces cross
reflections which between parallel surfaces produces

flutter echoes.
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2. Horse-ghoe shepe: 1t is the traditional shape for
oprera houses with the advantage of contrining a large

nunber of cudience.

Acoustics:

The concave wall surfaces must be.sound abaorbent
c¢ither by using absorbent materials or by covering the. .
with tiers or galleries because they produce echoes

or sound concentrations,

3. Fan shapr:.

This has the advantage of containing the mexipum
number of people in o given angle for o specified
moaximum source-receiver distance., This characteristic
is attractive for economic recgons as well as the
2bility to fulfill multi-purpose requirements.
Licoustics ~ The curved rear wall and the curved
balcony front, unless treated acoustically or rendercd
diffuséive; are lixkxely to create echoes or sound

concentration,

4, ZElongated Hexagonal shape - This is a compromise
concert hall which if well designed may overcome the

acoustic limitntions of the fan shape auditorium,

5. Irregular Floor shape

This floor shnpe can bring the audience unusually
close to the source of the gound. Acoustic intimsey

rmd definition sttaincble as surfaces with the
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tendency of producing short delaycd reflections

can be ensily intergroated into the overall,



170
CHAPTER SEVEN

T«C DESIGN PROCESS

7.1 Functional piagram

The diverse nature of activities in an architectural
space has directed the attention of architects to brin-~
into fncus those intricate functions closer tngether
for efficient design process, This takes the torm
of relating functions in a unit and later relatin;
them to a set of relatinnship in another unit, The
totality of the unification process defines the
building form,

The relationship as established within the context
of architectural deslgn process takes the followlna
three forms,

(a) Visual Relatirnshir
(b) verti~al Relationship

(c) Linear rclationship

7o1lel Vvisual Re.ationship

In this ajrrnach, sets of relationship are
establish~d base' on visual communication. The
relationshir so established, would hichlight the
demand requlirement +f that furnction., For example,
the orientati~n of bntel rooms towards a “each; the
placement of a bar near a swimming pool etc. This

relationship show the vitva.r, o Looal ~ e Tewid
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7ele2 Vertical Relatienship

Functions are related vertically in a situation
where restrictien is placed on land. The relationship
glves linkage trrnugh various archltectural elements
such as staircases, 1lifts, ramps etc., Visual
pominance might be annther factor selected for vertical
r lationship whereby an elemental composition is
achieved along the vertical plane which accentuates the

puilding mass.

7«13 Linear Relationship

where land is abundant and restriction is not
placed on any function. Linear relatlonship is best
achieved throuch the manipulatory tendencies of various
functional elements. Visual elegance can also
be achieved by the juxtaposition of building mass along

the horizontal plane,

The establishment of the functienal relationship
for the proposed center is a manirulation of the above
three forms of relationship working homegenously. The

contiquity

functional of the complex is shown on fig(s)

Holle W2y T3y Tad dind T8,

7.2 Dbpesign Criteria

After a careful study ef the building functions
and their performance on site, it became necessary to
outline certain design criteria within the context »f

physical architecture so as to enhance the bullding's
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functional qualities.

Physical architecture has been attributed to
forme Out of the vast store of form potentials in
the creative mind of the architect, one and only
me is chosen for a particular project. The chnice
of that particular farm is far arbitrary. 1t is
evolved as a result of rational consideration vis—a-vis
creativity. paul Rudolf, one of the greatest of the
second generation 'modernt' American Architccts
epumcrated a number of steps which he called
Determinants of forms. They are as follow:

-~ Environment - buillding relatlonship with oth-r

buildings and site.

-~ functional aspects.

- particular region/climate,landscape/natural lightinag.

- Conditions limiting Regyional expressi .n

(a) Industrialization

(b) Ease of travel or communication

(c¢) Rising costs of bullding materials and skillad
labour,

(d) Influence of the architectural press

(e) '"Do 1t ynursclf!' acearding to manufacturers!
instructions.

(f) Abstract qualities inherent in new concept of
space

- makerials useid
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~Satisfying peculiar physioclogical demands of the
building - accomplished by maniulation af space and
symbols.,

~Spirit of tFrs times.

These principles scrve as us«~ful guldelines to
the successful evolution of form and will be considered
in thls proposal, though not every single one is

applicable in this case.

The follewing gualitles are examined with the
aim of enhancing the building's functional contiquity,
(a) Imageability
(b) function
(c) Circulation
(d) Structure
(e) Materials
(f) Landscaping
{(g) Aesthetic
{(h) parking

(1) Fire hazard
7.2s1 Tmageability

Imageability — "that quality in a physical objuct
which gives it a high probability of eveking a strong
image in any qgiven ohserVgr";l Thls quotation scrves as
a uscfull definitien for imageability, 1If the building
should house the cultural attributes of Katsina, it

should have character.
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The search for such a form inevitably lesads to
the architectural term tcontentt which is the medium
by which architectural ideas are translated into beinge.
Architectural content can be examincd under two broai ter
A. Symbol of use

Be Expression of t.cnnique.

A. Symbol of Use

The archltectural symbol is that architcctural
clement that carries a particular meaning by virtue of
continuvd usage. For cxample, the cross evokes
memories of a church, the dome represents cosmic
forces, the towzr represents power or authority as is

charactuerizecd by the tewurs of castles and pagodae.

Unfortunatcly medern architecturc according to the
encycliopedla Britannic has abandoned this tichnique
as according to it, it lacks expressive requirements of

the twentieth coentury architucturez.

A different school of thought, which would best
~Xpress an African or Reglonal architecture was put
forward by Robert Venturi which states that "symbolism
must have aultural relevance, Architecture can have
an <soteric level but it must alse mean something to
ordinary people. Symbols can make use of csscntials or

9
history but they must be historically incorrictv,”




Be Expression of technique

This aspect of architectural content which
without doubt scrves as the vehiclc of modern
architecture has to do with interpretation of
construction techniques and materials as the major
means of architectural aesthctics, For example glass
is usod to show lightness, very charact.oristic of mens!
buildings, Stcel 1s expos:d to reveal tionsilc gqualitices

and concretc to show plastic qualities.

Tele2 Function

As a design criteria, the functional intricacics
of the complex would define the best space adjacency
and implications, Bas.d on users reguirements and
dcgro. »f use, the placement of these facilities

should enhance flexibility.

7e2e3 Circulation

The deslgn will address itself to those inherent
circulation problems. Forces of conflict woule be
resolved and group~d to evolve a good circulation

pattcrn within the complex.

7e2e4 Structure
The general question within this context is the
implications of structural decisions. This will also

rcveal the resources available at the design proposal.
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7Te245 Maturials

w-1ll sclected matorials for both the int .rior and
cxtorior finishes would enhance the use pattorn of
the inturiore. # careful thought would bc made to sec
the type and thoir performances within the aesthetic

and acoustic rogquir-ment.

7«26 Landscaping

The most appropriatc approach to site landscaping
would be sought to sve how and wéere laniscaping «lements
would be placed. These ~loments include, sculpturcs,
scatings, fountains c¢tc, *11 these elements vicwad
togeth.r would give the complex the desircd environm ntal

7,247 Acsthetic

The acsthitic consideration is so complex that
the dosignur has to define 1t within his own framework.
Th: gen-ration of clemental building rythm, the harmony
of building mass, the juxtaposition of basic function,
the intergratien of builfing functien, and somc¢ othir
intricate thoughts are considired towards the g.mn ratinsn

of a suitable aesthetic language,

Te248 Parking
The parking considcration is aim.d at finding the

numbcr of suitarle parking spacces within.thL complcx

and the use pattern.
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(1) Architcctural ideas ~ Thesoe are concepts that
have been translated into certain architcoctural
concerns. For «xampl<, organic architccturc, spacc,

daylight, integration »f structure and form ctc,
v .

(1i) Thime - his is a particular pattern that
charactcerize the design project. For cxampl:,
Rombcll Art Gallery in Toxas, by LeI. Khan "Light"
is the them us.d, He postulatcd that the changing
pattern of daylig%t over a scason and during thc day

dv.fin.s a piecc of great archituocture,

(iii) Supcr organising Ideas
This talks about the design being built round a
particular geometric couflguratisn or heirachy ¢ «g.

circulatinn,

(iv) The partli (saheme) and esquisse (skotch)

This was formulated by the Ecolcs Beav Arts of
France during the 19th contury. It was bas.d ?P the
stratcgy ;f developing a very generel scheme (parel) in
the fom of a skttch and carrying the initial parti
throughout the rest of the projwct., It is genvrally

spuaking, a conccptuél and graphlc mcethode

As thepartIH¢Vulops, 1t bﬂcémcs nec.ssary to put
down graphically, so as toc distinguish as early as
possiblc b.tween the measurable aﬁd unmeasurable,
According to L.I. Khan "To Xpress encs-1f in music or

archit.cture enc must employ thws measurable means of
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or designe The first linc on paptr 1is alrcady a
mcasure of what can not be expressed fully". This
statcment was in answer to a young architcct who could

not scem to bo able to translate his dreams to rcality.

(v) Literal Translation

This was uscd by Edward Barne to describc how a
concept and diagram could be developud to be the

simplificd plan of a project.

Te3.1 Concopts and Principles

1. Anologics
This identifics literal relationship between things

The project is built around onc thing which is
jdentificd as posscussing all the desired charactcristics

s - -

 R—

It was generally belicved before the modorn
moveme nt, that. all the. great architectural picces
have buun_bUilt. ;Hence, the architect hai to figure -
out which previous building is the appropriate
modcl £or the project-at hand. Thus 1t was assumcd at
on. time, that the gothic 1is thé.appropriaée modcl for
churchoss colicgés.and ﬁniv:rsifius, Greek doric for

banks and St. ﬁtt&r's bésiliéa for capitalse.

- . Analegics do not hdve 'to necessarily rclate to
ogpur buildings. For «Xample L.I. Khan in his
university of pennyslavinia modical Rescarch building,

argucd that res.archors nced to communicatce and share
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idcas, So he developed an anology of this building as
a community where scientists could sce ecach othor

and bccom: awarc of activitics within on: bullding.

He lik.ncd roescarcherst' activitics to thosc of artists
in thueir studios. The anology is that of ap artist's

studio filled with creative res. archerse.

IX« Mctaphors and Similics

Hoere, abstract rathor than literal relationship
between things arc identified. PFor oxampl. , Charles
Moorc likcened buildings to geodese This is a conceptual
metaphor wh .re a building could posscss two diffcrent
imagtse On thoe outside, its image could blind with
that of the neighbourhood, while on tho insisc it coulf

have an ¢ntertaining, theatrical and dramatic imagee

Gi9® ponti, in his book *in praise of architccture,
difind various aspcctd of architccturc mctaphoricallys

"Architecture is like 5 crystal" .

"The fountain is a voice®

"The room 18 a world"

"the obelisk is an enigma" .

"the 4door is an invitatien"

"the colenade is a choir”
"the hpusc is a drcam”,
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III. Essences

~his looks beyond the pragmatic nceds of the
projcct at hend. It 3ives insight into the most
critical zid intrinsic aspoct of a problem. The
gcssence of a pmject arises duc to the identification

and discovery of the rocts of the issue.

The scaich for the: esscence of a project is to

-

et

%o v Ldoor that tie together various parts of that
projuct, then the ncst important is made the most
cssunciall. Por :Xoamile, Ecro Sarinen, in hils TwA
terminal building, cveird the e¢sscnce of mevement

and that £ transiiion rather than a static onc.

g ~hcls 2r¢ A subsct of the Essence catﬁgory.
"gymhols in architecture are images that cvokcs
autpmatic responscs to a sct of stimuli, usually
ViSUulipd It expresses the bullding as both as a
plcze "2 an activitv and the image that symbolizcs

the actlvitve.

(iv) ~~racmatic Corcepts

“his centcrs around issuus prlicitly dcfined in
the bv . lding proaram. It risponds to the problems at
hand. For cxample, in Oyo Obata's Alr and spacc
musenrn:, Washington pb, the concupt of circulation was

taken as the 1rime issub. X
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(v) 1I-eals
This looks at universal values, it represonts

the highuest aspliration of an architect.

Mics van de Rohe dovelopod the concept of an
idcal building which is bascd on large, open,

unobstructed spaces eallcd "universal space®

Anothoer ideal concept is the conscrvation of
cnergy in a huilding which includes compartmentalizatior
Zoning according to nced of heating, oricntation of

op-nings etc.

74 Design Concept

"The development of organizational pattorns for
a design program begins with the obscrvation of the
characteristic activity patterns of the us.rs. This

rcveals a hedrachy in froquency", (Kemplor 1979).

The dominant acgivity in thc,prcptSCd center is
th. porforming arts and its venuc in pre-colonial
Hausa citivs was the village Squér; which was of ten
situat.d at the center of the town. In view of this,
the design concept sgall attempt to celcbrate a center
both 1A a physical and symdolic sensce Physical in
terms of loc#tion and symbolic in tcrms of the function
it scrvese The basic space ruquired for traditional

performing arts is the opcn ground which for the purposc

of this project, has been tagged the "cultural plaza",
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and *his will form th: c ntral focus with 2thur
facilitics =xadially disposed around it. This is
aimed at creating a fueling of "Dejavu" among the
users since the physical nature of Hausa traditional
citics consist of a cunter in the form of a market er
squarc with the rest of {he town spreading radially

around.

A further cclebratien of the disign concept, has
been extended to the micro level by the usc of courtyard
spnaccs ac physical centers arcound which the functions
in cach zone are planncd. (n the whele, the concept
aims at cstablishing a heirezhy of courtyard spaces
with 1t's highest form acting as the cohusion zZonc

between all other facllities on site,-

7.5 Form Concupt .

For a complcte and lagical c¢xecution of the design
concept, circular foms will be put to us¢ and this
will aid in cxpressing the dynamlc nature of culture,
In the rescarcherts view the circle is one of the bust
farms in <« mressing this phenorenon hecausce of its sign

of completeness, metiosn and progression, as may be
comp. ) on prog ’ y

sceen when a stene touches water.

The fact that the Yuilding to housc the cultural
attrihutes of the Katsina pecople should be both
imar~cable and representative can not be over emphasized

and mu~h has oven said absut the architectural
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implication of these terms under the design criteria.

In traditional Hausa cities c.rtain clans
spuvcialise in ceértain gullds e.g. blacksmith's guild,
huntcers' guild «tec. Similarly dcevelopw«d were the
performing art forms basci on almoest cach of the
spucialisced craft quilds. (Sce chapter 2)e The
ultimate goal of the acsthetic intentions of the
designer is to translate this relationship to
architecturc, through the use of forms dominant within
thc products of traditional crafts. rue to the wide
range of products, avallaple and the inducision on the
buest form to adopt the desiogn methodology formulated
by Ecoles Beaux arts of France known as partil (scheme)
and Esquilssc (sketch), was adopted to arrive at the

final solutior,

7.6 Design Mctarmophosis

This scction fllustrates the evolyution of the
design from the very first skctches. Each sketceh is
numbc red and accompani.d by vxplanatory nates to 4've

a clear understanding of hew the design progresscd.

Sketeh 1

This attempt is gearcd towards the sorting out
of zon.s around the central courtyard (cultural plaza).
Thepre are four main zonces in the form of the theatre

amphitheatre craft village and accomodation, with



195

auxilliary functions in the form of the administration
exhibition and recrecatienal facilities acting as the

link between the four majer zoncs,

Skctch 2 = This scrves at the first attempt at

drowing to scalce while sorting out functions within
individual zoncs sclutions to inhcrent circulation
probl.om w. rc proposcd with vach of the zonus

surroundcd with parking spacc.

Skctch 3. A further development of skctch 2 with the
cunter of cach zone belng dictated by the central
peint within the cultural plaza. The main zon.s

in this case have been increascd to five to include a
mus.um building adjacent to the theatre with the

admin scrving as the bridge between the twoes A
maintinance division has bkeen Included betwcen the
thcatre and crafts villhge while the catcring
facilitics is proposcd b«Bwuen the museum and the
accomodation unit. The first attempt at croating an
acsth.tic languagc is scven bolew the plane The salicn!
featurc of most products of a traditional crafts in
Hausaland is a doublc curved surface and this is
incorperated on the the atre and the muscum to profcunce

their relationshipe

Sketch 4. - A 3 dimensional impression of the above
clevations. The complex is percoived as an introvert

design with only one side of the plaza open while the
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cther sades arc complei=2ly cncloseds Arches have

been introduced to add regional character.

Sketch 5 = The previcus form was discarded and
substituted with a similar structure with the double
curved surface highlighted by structural inemberse An
atLompt hiwre is made to ennance the viecwers appreciation
of the ccurtyard by the introduction of a geodesic

dome which is evident from the approach facade,

Sketch f —~ Pessible roofing problems necessitated the
need to ruduce the span at the top of the structure
with the upward angle in this case more sharply
defincd, The structural possibility is yct to be

determineda -

Sketeh 7 = In crder to ald rore ruglonal character, a
dome 1~ vrvopos.d for the theatre while a dPublu
curv.d £’ .5 are proposad for the museum so as to
unrich.thﬁ'oomposition. The ccodesic dome has been

climina-cd due to its alien nature.

Sketch . - This reveals the architects intintion in
terms of matcrials and also hcight juggling to arrive
at a final comensition. CG.-%" and reinferced concrete
pancls are propo<s:d to act as infill within the main

structural ¢lcecments.
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Sketch 9
The structural rorosihility Is investlgated with
the ald of these sce™inc- The thuakes coRslsts &°
R.Cs ralling surported bv ¢slumns with the main bowl
at 3m he’cht. The maln structural clement ic the R.C.
hutress which s £4.7 Lo ¢ ring peam which in tupn i-
ealllowizes e form o guthor which supports the shell
roof. On the Hopmos” lovel. the theatre opens into
a pedestrian mall which also serves as a barrier 7rom
alr borne n2fse. The level below this is designated
for X'anw" sh<pu'ino arkivities while the lowest level

consists of lounges, foyvr ctc,

gkcteh 10

The parklng in the “hole complex has b.en reduccd
to two main parking lots. One by the amphithcatre
whilc the other tans around the theatre. 7This measurc
was tal'ecn to rcduce -he nossipilitv of vehicular/

pedestrian clash duce =0 a large number of parking lots,

Sketch 11

Tle r =7 =17 > ¢ thir case is perceived to
consist of 4 building heusing different crafi clustercd
arountd a mailn covrityard. "l s highlights the situation
in most tradiiioncl housa ci“’~s where certain arcas

of the town s “-.ro18 for certe’n craft.
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Sketeh 12

A further attempt to solve structural problems
necessitated the omission of the cantilevered gutter.
The new sclution proposes a ring beam acting as a
gutter, fixed between the buttress from which the
reinforcement for the shell roof 1s extended. Yet the
stability for the buttresses can not be quaranteed at

this stage.

Sketch 13

The resultant elevation from the above section
shows the theatre with muralled r.c. panels while the
entrance to the admin and pedestrian mall is further
accentuated by the Iintroduction of another dome. The
arches on the theatre are introduced to compliment

those leading to the pedestrian mall,

gketch 14

This 1s a further refinement of the above
elevation by the reduction of the spany thereby
reducing the angle of inclination of the buttress
making the theatre more elegant than the previous

attempte.

Sketch 15
Plan showing the main bewl with the introduction
of dancing platforms within the audience 8itting area

to enhance audience participatlon. The stage is also
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designed to aid this phenomenon while the vormitories
lead close to the stage to evoke a feeling of being

close to the stage at entry point.

Sketch 16
Ground floor plan showing the complete space

allocation scheme.

sketch 17
The need for improvement on elevations prompted the
use of stain glass instead of R.C. panels as earlier

intended for the topmost part of the theatre,

Sketch 18
views of other facades showing accomodation
unit and craft village in the fore-front with the

theatre and museum behind.

Sketch 19

In search for a coherent whole, the previcus
elevations have been adjusted to blend with the
tﬁeatré—by the introduction of viewing galleries
around thc museum and craft’s village, while the R.Ca
panels have been regulated to appear at the same
levels Slanting columns at 45° tend to tie the
elevation together. This clevation was corrected

and adopted as the main facade.’



Sketch 28

A further attempt at improving circulation
routes, Two eéntrances are proposed with one leading
directly to the parking lot around the theatre while
the other leads to both the amphitheatre and the
VeIleP. parking area. The entrance to the admin is
approached by an informal walkway but the necd for a
drop—cff point persists which gave birth to the final

site plan.

i
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CHAPTER 3

8.0 PDESICGN REFPORT

within the context of activity, 3 basic zones
have been clearly definrd. These are:
(a) The PFringe zone - which consists ef the theatre
amphitheatre, museum and the administrative

building.

(b) The middle znne —~ this consists of the cultural

plaza in its entiretys and

(c) The extreme zmne - which entails the crafts
village, classrooms/workshops and the accomodation
unit.
These zonee® have been so positioned depending on the
degree of use while the erder respects thc traditional

hausa heirachy of spaces, private - semi-private public,

8.1 Traffic Network

The ultimate goal is to ensure effective
circulation an® orientation for a very large number of
us=rs. The traffic network is thus designed so as not

to create a demand that aggravates its own cnﬁgestion.

The access to the site is through the dhal
carriage Katsina-Jibiya Road. Twn angress/ipgrgss
points were tapped and in corder to create high circulati
order on site, a system of seperating the vehicular

traffic and pedestrian was devised, This takes the
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form nf locating parking spaces claser ta functions in
ust:e The public parking was provided directly
~pposite the theatre as this unit is exwected to
attract the most number of users. This same parking
lot is cxpected to serve the administrative.building
and it also cxtends to the accomddation unit and
backstage arca, so as to serve partists. The other
parking lot on site fans around the amphithecatre
through the canopy in front of the administrative unit.

The canopy is meant for ceremonial processionsa

8.2 Entrances.

In order to cater for a large numb@r.of users;'
decentralized planning was adopted such that the
different facilities are highlighted hy their own
entrences with thé total whole culminating at the drop-
off*point.’ This Ganopy leads t% a p=destrian mall
from which all other facilities are accéssiblce The
mall is accentuated by aPchways and the same is
aPplicable to the thecatre. The entrances to the
other units are highlighted by natural stone planters
and steps. In°"the case of the fheatre.‘the archways
le.ad to a mall which in turn leads to the different
foyers lounges, box offices etc. depending on the
cati-gory of ticket. There are basically 2 fo! 'rsa.

Two for the general publlic with access to the main 'owl

through vormiteéries while the nther entrance is for

~ - -
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VeIepP's and the disable with a ramp’ leading to the main
cowl, The artisfﬁ_approabh the theatre through the mal’
W twoen the accemedatien unit and the theatrc. This
mall leads to th2 artist lounge which in turn leads ‘o
the rehearsal hall, all on th&_ground level, The

reh .arsal hall enasts of “wo vermitories to the maln

bewl

Bs3 3tructure

In fAealimg with the building stability, a
Clos~2r lnok at the structural system used woulr
explain the basic idea incerperated, Simple frame
construction was used for most parts »f the complex
with ronfing sh=ets acting as the réhf cov-ring
2xcpt in the administrative amd classroom building,

where conCrete roofs have been emp}oytd.
= »

*The theatre corsists of reinforced concrets colur.
Supporting the raRflng %Wnile additional sixteen buttres.
ti:1 togwthir by a rina room at the top which in turn

supports the 80mm shell roef.

R.4 Orientation

The building orientaticn afte«r a car-ful survey
of the cxisting lecal forces, gave birth to a concept
which rest utilize the shading angle fcr th design
comfort performance. gShading divices woele provided in

pl:ces where thoey are drem=A fit. The location of
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c rtain facilities within the complex has been
approached to take advartasc cf orientation, For
«xample, the a«is of the amphitheatre has bcen
locat.d in such a way *“hat the prevalling wind
blowing from thc stage t-wards the spectators will

function as reinforcemznt of the acoustic performance.

8.5 Ligating

The planning of structures was such that natural
lighting was achiceved in most of the unitse. Wwhuere the
l-vil of natural lightinj is inadequate, it bicomes
necessary to reinforce this with the use of artificial
lighting«s Within the thcatre, lighting fixturcs have
bren provided from the ceiling and walls, focusing =n
Ehi: stage at an angle of 45° to the stage. |
8.6 Acoustics ,

Cr‘y:-tain Irr‘asur;—wr.: have bren adopte:d toc screen the
thxztr: from the following nois<e sourcss.
(a) Air-berne noisc
(b) Structure_bogne noise

From the air-born€e nolse gunereted by traffic and
p;dustrian m;VHmOnt, the use of a “uffur in the form
of a terrac: is aimed at reducing the impact of thuse
nuisance within ihe interior. Sspecial acoustical
mat-rials were provid.A4 in the form of Qall, c#iling

and floor finishes to aid irterior audibility. The
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scats are proposed to be made of special absorbing
matcurial, making intelligibility possible whoen thoe
theatre is not in full capacity, the susponded
coiling is made of plaster bonding acoustical

mat rial,

87 Finishes

For a good visual apprchension, the interior
and exterior were finished in various types of
matcrials, which is hoped to induce a psycholegical
acc.ptance to the users. For example, the cntrance
lobby adopted mosaic floor finlshcs, art works for

wall finishes etc.

8.8 Landscaping

Differcnt types of landscaping ¢l.ments wore
locatcd at stratcgic points around the sitcece The
intergration of these landscaping ©lements within the
complex enhances the site harmony. within the
courtyards, concrete scats wore provided while
decidious trees were proposcd to reduce site crosion

and alsc provide foliage covering for relaxation,

8.9 Drainage

For an cffcctive drainage of both surfacc and
rocfs, a channelization scheme was proposcd along the
building pheriph¢ry so that water collected from the

roofs and surface arc eventually channeled into the
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proposed drainage system.fnr the town. The crurtyards

are also draincd by unsciground drainaqe pipes. ,

8.10 Sewage Disposal

Septic tanke were located closer to toilets in
arder tm avold blockace =f pipes that might be caus«d
dus to long distances and bending of pipes along the

line,

8,11 Electricity Supply

As praoposed in the master rlan scheme, powcr
supply shall be through the national grid nstwork
system along the slte houndary. This schume is almed

at meeting the local A«mani of the complex.

B.12 water Supply

The water supply teo the complex shull also respect
the channelisation scheme proposed in order to maet

the local demand requirement.

.13 cenclusion

wlthin the thesis frameWOrk; the theaire is the
mest affect+ 1 and this is in the form of audience
participation. The architectural soclution proposed is
the use of informal stages wikthin the scvating arrangemen
g0 that the audience - agtist relatiosnship is further
cnhanceds.  Considering the fact that the measure of
succ«ss of a performing <roup is the amount of money
extortaed from the audlence, the design has tri=d to
enhance. This phenomen~n hy the provision of auxilliam

stanes around the maln stage,
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ACRIAL  VIEW (modael)

VIEW FROM ARTISTS' PARKING LOT (model)




