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ABSTRACT

This internship and the resulting study grew from an
offer by the Foundation for Scholarly Exchange (The
Fulbright Foundation), Taipei, Taiwan, Republic of China, to
develop an operations manual for the Cultural Center
Theatres in the Province of Taiwan, Republic of China.

From

their beginning the Cultural Centers of the Republic of
China have needed to organize a plan of operations that
would help them to better fulfill the demands that had been
placed on the facilities by the local population and those
patrons visiting the community.

The best interests of the

Cultural Center Theatres can be served by developing an
operations manual consistent with the guidelines designed
specifically for the unique needs of the Cultural Center
Theatres' staffs and their patrons.
This study for the operations manual is based on the
following premises:

(1) by starting with current Chinese

performing arts management practices and blending with it
Western" theatre management techniques, a unique format for
operations of the Cultural Centers theatres will increase
efficiency of their management and safety procedures; (2)
the operations manual will provide the administrators and
staff of the Cultural Center Theatres with standardized and
systematic methods for management of the facility; and (3)
implementation of the operations manual will result in

increased efficiency, maintenance and use of the present
facilities and serve as a role model for the operations of
new facilities yet to be built.
The completed study fulfills the objective implicit in
the second premise.

The validity of the first and third

premises can be evaluated after the operations manual has
been in use for a minimum of one year.
The study focuses on four major areas:

(1) the history

and background study of the needs of Cultural Center
facilities in the Republic of China; (2) involvement of the
offices of the Foundation for Scholarly Exchange (The
Fulbright Foundation), Taipei, Taiwan, Republic of China, in
this project; (3) the observation and notations of the
individual Cultural Center Theatres' needs and those unique
needs of the Chinese people and culture to be served by the
facilities; and (4) the application and writing of found
solutions to those needs into the operations manual for the
Cultural Center Theatres of Taiwan, Republic of China.

VI

LIST OF TABLES

1. Cultural Center Theatres

12

2. Cultural Centers' Division Breakdown

44

Vll

LIST OF FIGURES

1. Organizational Chart for a Typical
Cultural Center

132

2. Front of House Organizational Chart

144

3. Daily Box Office Report Forra

153

4. Refund Credit Memo

156

5. Exchange Memo

I57

6. Box Office Report Form

161

7. Organizational Chart for The Technical Production
Visiting or Out-of-House Production
177
8. Organizational Chart for The Technical Production
In-House Production
183
9. Volunteer Interest Form

255

10. Interview Form

257

11. Staff Assistance Request Form

259

12. Stage Manager's Report

274

13. Lighting Cues

275

14. Instrument Schedule

276

15. Sound Cues

277

16. Shifting Cues

278

17. Geographical Locations of Cultural Centers
on Taiwan, R.O.C

311

viii

CHAPTER I
INTRODUCTION TO THE PROJECT

Historical Background to the
Cultural Center Project
In the late 1970's the Republic of China showed great
economic growth.

The economic growth rate in 1976 was 13.48

percent, in 1977 it was 9.86 percent, and in 1978 it was
13.85 percent.l

On to the present time economic growth has

been greatly expanded raainly due to the major export markets
that the Republic of China has developed.

To show this

development a representation of this growth can be seen in
the export income for the years 1976 to 1978.

In 1976 it

was 8,166.3 million U.S. dollars, in 1977 it was 9,360.7
raillion U.S. dollars, and in 1978 the total export income
was 12,687.1 million U.S. dollars.2

This econoraic growth

allowed the Free Chinese, as a whole, to increase their
standard of living by allowing improvements in their health
care and educational programs, and allowing the people to
have more disposable income.

During these economic

developments the Executive Yuan (branch or section of
government) encouraged planning for the development of and
the retention of the Chinese culture.
Annual Keview nf Government A d mi n i s t r n t i nn , ]?Ppiih1-îr
Of Chiua ,—1 9fí?-1 98^^. Edited and published by Research,
Development and Evaluation Commission, Taipei Taiwan,
R.O.C., 1984, p. 81.
2
Ibid., p. 146.

The Ministry of Education's Plan
In 1979 the Ministry of Education developed a plan for
establishing Cultural Centers.

A translation of portions of

this plan can be found in Appendix A.

At the foundation of

the Ministry of Education's plan was a belief stated by the
late president of the Republic of China, Chiang Kai-shek.
Cultural development is the source of all
other developments, and cultural warfare is the
first step to general war.
When cultural
development has advanced substantially then
cultural warfare can be successful.
Today's cultural development must put the
spirit of ethics, democracy, and science into
cultural and psychological developments.3
President Chiang Ching-kuo, the current president and
son of Chiang Kai-shek, stated:
To construct a modern country, the people
must not only be rich in material life, but must
also be healthy in spiritual life. To accomplish
this idea the building of Cultural Centers is one
of the Twelve New Developraent Projects. Each
county will have a Cultural Center in five years.
Then a long terra collective cultural developraent
plan will be undertaken to enrich our people's
moral life, enhance and glorify Chinese culture on
the base of restoring China.^
The objectives of the plan included the corapletion of
cultural activities centers for each county that would house
libraries, rauseuras, and theatres.

It called for the

3 Chen Chui-li. The Anthology of Laws, Reoulations and
Statements on Culture. Council for Cultural Planning and
Development, Executive Yuan, 1983. Translated bv Chen Mingsuei .
^ Ibid.

establishment of a universal library system and the
incorporation of cultural activities into the school arts
education programs.
A scientific management system was to be developed.
to find, train and retain raanagement talents
in order to develop the Cultural Centers as a
vital resource to function as a social-education
mechanism in each county.5
Later the plan stated the proposed goals in terms of
the goals of the country.
We can strengthen psychological developraent
and moral armaraent in the anti-communist warfare.
This will bring order to our country in the
restoration of Chinese culture. A modern country
will emerge able to complete the historical
mission of restoring and developing our country.^
The goal was to restore Chinese culture on the raainland
by nurturing it on Taiwan.

This could be accomplished by

exposing the people of Taiwan to knowledge of the Free
Chinese arts culture that once flourished on the mainland,
before the communist regime of the Peoples Republic of
China.

This knowledge could be disserainated through the

Cultural Centers not only in the forra of written texts found
in the libraries, but also in folk arts performances in
theatres, and historical cultural relics on display in the
museums.

It is the dream of the Taiwanese to restore the

mainland to the status of a free and unified democratic

5 Ibid.
6 Ibid.

country, and to continue the cultural heritage of its people
in the arts and sciences in all of the provinces of China,
not just on Taiwan.

Executive Rules for Organizing
the Cultural Centers
Organization was necessary in order to best display and
present the culture of the Chinese to its people and those
foreign visitors who would also enjoy the Cultural Center
facilities.

The "Executive Rules for Organizing the

Cultural Centers" were guidelines presented as part of the
Ministry of Education's plan.

It consisted of standardized

guidelines for each of the separate divisions.
The Cultural Centers were to be departmentalized
five divisions.

into

Those sections were to be the Library

^^^ .iÍ2iL' ^A^ Museum Division, the Performing Arts Division,
the General Affairs Division, and^the_ Prom£tion Division.
Each cultural center director would detail the makeup of
each individual cultural center division.

The Library

Division was to be the main division and manage all of the
cultural activities of the Cultural Centers.

The Goals for the Cultural Centers
The "Goals for the Cultural Centers" clearly stated
that Cultural Centers were:

To promote the social trends and knowledge of
the people, strengthen the mental development.

fulfill the needs of ordinary people's lives, and
speed the progress of social and national
developraent.
To establish a comraon knowledge of Chinese
nistory, develop and proraote the artistic
characteristics of the local coraraunity, raise the
morale to rebuild the Chinese culture, restore
Doth the mental and physical health of the
coraraunity, and restore peace and prosperity in our
society.7
r
j
l^iÍie^for

the__Perforraing Arts Division

While each local governraent and/or Cultural Cent

er

organization was involved in the planning and designing of
its organization to ensure that local needs were raet, each
was to follow a set of suggested guidelines developed to
ensure a unification of division responsibilities throughout
the Republic of China.

£he '^D^^ie^for the Perforraing Arts

Divisiqn" was a listing in the Minis^try of Education's plan
for the Cultural Center project.

There were similar

listings of duties for each of the other four divisions.
This listing was a basis from which to start the development
process for the Performing Arts Divisions.
Among the future plans for developing the usage of the
Culture Center facilities was a proposal to include cultural
exchanges of the fine arts and the natural sciences with
other countries.

The leader in the implementation of this

plan was the Performing Arts Division.

Th^is section of the

^ l t u r a l Center__ pr_oy_i_ded__the general population with a
series of touring productions that int__roduced the population
1 Ibid.

to other cultural performance styles.
was soon e ^ b l i s h e d

An "open door" policy

and dance, J r a m a , and rausical

perforraance groups soon carae into the Cultural Center
Theatres ./ Before the building of the Cultural Centers and
the proraotion of foreign touring group's perforraances in
these facilities, the population outside of Taiwan's largest
city, Taipei, had little opportunity to experience such art
forras.

The goal to build a Cultural Center facility in each

county would make it possible for all of the people of
Taiwan, Republic of China, to share in the "open door"
policy of cultural exchange.

Theatres in China Before 1979
Prior to 1979, when the project to develop theatres and
Cultural Centers began, Taipei was the center for
performance activity.

As the capital and one of the largest

cities, Taipei's diverse population allowed for fantastic
growth.

The quick economic development helped to support

Taipei as being the artistic center in the Republic of
China.

Many performing groups and artists were, and still

are, located in and around Taipei County.

Another reason

for Taipei being the artistic center in the Republic of
China was that this was where three of the four major
theatres of that day were located.

The Taipei City Hall, built in 1934, housed a 2,000seat theatre.

This was the major location for early

theatrical performances in Taipei County.

The theatre had

neither theatrical lighting nor sound equipraent as a part of
its permanent installation.

The hall is now used mainly for

movies and meetings.
The National Arts Hall was built in 1957.
theatre was built for plays and concerts.

The 719-seat

It was opened

with a perraanently installed lighting, sound, and
counterweight system.

Because the theatre is now being used

as a space for experimental performances, new equipraent may
be installed soon.
The Dr. Sun Yat-sen Memorial Hall was built in 1971.
The 2,653-seat auditorium was built for meetings.

This

facility carae into world wide public view raost recently as
the official location for the raemorial ceremonies for the
late President Chiang Kai-shek in 1975.

New equipment that

was installed in 1978 helped this to become the most
iraportant perforraing space in Taipei City. There were raore
than 250 annual perforraances and raeetings in this theatre
between 1978 and 1983.

Such an annual number of

performances greatly overburdened the facility and further
supported the necessity of upgrading existing spaces and
building new facilities to spread the opportunity for
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perforraance out of Taipei and into other developing areas of
Taiwan.8
There were very few perforraing arts presentations
outside of the Taipei area prior to 1979.

Only the Taichung

Chungsing Hall, which had 1,717 seats, was used as a raajor
perforraance theatre.

Its location in the city housing the

Provincial Governraent of Taiwan would aid in the developraent
of Cultural Center facilities in the area.
There were some additional performances and raeetings
held in local school auditoriuras and raeeting rooras.
However, if a large perforraance or audience space was
necessary, a teraporary stage was constructed in the largest
local school gymnasiura.9
So far this discussion has been about formal perforraing
arts spaces.

It is not to say that draraa or cultural

perforraances were not in existence or thriving outside of
the Cultural Center environment.

There were many

opportunities for arts groups to perform outside of a
theatre building throughout China.

Local temples sponsored

performances of many different artistic types throughout the
calendar year .

Temporary stages were constructed outside a

temple by family-owned Taiwanese opera companies, and hand

8 Chen Chin-cheng. Introduction to Theatres in Taiwan .
Foundation for Scholarly Exchange document, 1984, p. 2.
9 Ibid . , p. 3 .

9
puppet and string puppet groups.

No stage was necessary for

the numerous and very favorite lion dance and dragon dance
corapanies that could be seen parading through the streets at
religious celebrations or local arts festivals in any city
in the Republic of China.
Available performance space was not the question.
Quality modern spaces for performance and meetings that
would allow centralized consolidation of use was the
question.

ÍThe leadership of the Republic of China

recognized the need to integrate the performa^ces of the
past wá.tli the technolpgy of the present and future in order
to share^ith its people and the world its unique cultural
-life.

Many of the local arts groups that now perforra in the

Cultural Center Theatres started by parading through the
streets and performing before the teraples.

These groups

were used to introduce the Cultural Center Theatres as a new
perforraance space.

Council for Cultural Planning
and Development

-j ^A ^''\\
^

With the increased growth in the desire to develop
culture in the Republic of China an organization was needed
to oversee the future of Chinese culture.

In 1981 the

Legislative Yuan of the Central Government approved a set of
regulations that led to the development of the Council for
Cultural Planning and Development.

The Council for Cultural

Planning and Development was forraulated to be responsible

10
for the growth of Chinese culture in Taiwan.

This council's

priraary airas were:

--to adapt cultural developraent to the
various political and economic constructions;
— t o formulate the nation's cultural policies
and to establish a plan for cultural construction;
to coordinate the organizations concerned
with the promotion of cultural activities;
— t o cooperate with the Council for Chinese
Cultural Renaissance and other private
organizations in order to develop national
cultural constructions and to enhance Chinese
culture . 10
The organization of the council was as follows:
There are fourteen comraitteeraen with three
offices under thera which are in charge of the
design, proraotion, and evaluation of cultural
projects .
The projects include the establishraent of
cultural policy, laws and regulations, and
cultural property.
The cultural products that the project deals
with are literature, filra and drama, mass
comraunication , music, and all other artistic
media. II
One of the responsibilities of the Council for Cultural
Planning and Development was also to help oversee the
construction of the Cultural Centers:
Every Cultural Center in each county and city
should have a music hall which is designed for
concerts, dance, and opera in order to carry out
its multi-purpose function.l2

Annual Review of Government Admi n i s t r .n t i nn . Rppnh]i-^
Qf Chi na .—1 982-198^. Edited and published by Research,
Developraent and Evaluation Commission, Taipei Taiwan,
R.O.C., 1984, p. 211.
11 Ibid.
211.
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Cultural Centers and Theatres
With the needs established for developraent of cultural
centers and the support of the national leadership, the
Cultural Center Theatre plan was enacted by national and
local governraent officials.

The private sector also joined

the effort to design and create facilities for their
jurisdiction.

Area leaders, with the help of the Departraent

of Education, and the newly forraed Council for Cultural
Planning and Developraent, went to work planning and securing
architects for the local Cultural Centers based on the
coraraunity needs.

The needs assessraent for the Cultural

Centers of Taiwan, Republic of China, was based on the known
and established theatres, their patrons and past perforraance
styles, and projected trends for the future.

This

assessment was first based on the theatres in the capital
city of Taipei, the Provincial Capital City of Taichung, and
the growing raetropolises of Tainan and Kaoshiung.

The

existing theatres in Taipei were to becorae the role raodel
for this new building project and would in the future set
the standard for later additions.
Architects used additional information frora studies of
Western-style theatres and civic centers in the United
States and Europe to plan the Cultural Centers.

Many

12 Chen Chin-cheng. Tn tr odnr 1-i nn m Theafrp.c; -j n Tnivnn
Foundation for Scholarly Exchange docuraent, 1984, p. 4.
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Cultural Centers that were designed, approved and built
throughout Taiwan, Republic of China, house not only raeeting
rooms and multi-purpose theatre facilities or rausic halls,
but also contain libraries, and museums with art galleries
and cultural exhibition rooras.

Some even have conference

rooms that have interpreter booths for serving international
conferences .
By 1986, seventeen of the twenty-one city and hsien
(county) Cultural Centers had their music halls/theatres
completed.

Table 1, below, is an alphabetical listing of

the theatres (halls) in Cultural Centers including the date
that the theatre was finished or reraodeled and the nuraber of
seats in the house.

The symbols (N Y 0) represents those

theatres/halls that were not yet opened.

The syrabols (N P)

represent those theatres not yet planned.

TABLE 1. CULTURAL CENTER THEATRES
Cultural Center/Theatre(Hall)

Seats

Opened

Chiayi Cultural Center

1,250

1986

Chung Li Art Hall Cultural Center

1,116

1985

Chunghwa Cultural Center

1,110

1982

Dr. Sun Yat-sen Hall

2,653

1972

Hsinchu Cultural Center

600

1986

Hualien Cultural Center

1,025

N Y 0

N P

N P

1,717

1982

I Lan Cultural Center
Kaohsiung Cultural Center
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TABLE 1. Continued
Cultural

Center/Theatre(Hall)

Seat s

Opened

1,360

1977

512

1982

Keelung Cultural Center

1,539

1985

Miaoli Cultural Center

1,200

1983

Nantou Cultural Center

900

1982

National Art Hall

719

1957

Kaohsiung Hsien Cultural Center
Kaoshiung City Chichshen Hall

National Theatre:

Music Hall

2,000

N Y 0

China Opera Hall

1,600

N Y 0

Pengfu Cultural Center

1,100

N Y 0

Pingtung Cultural Center

1,068

1985

Taichung Chung Shin Hall

1 ,717

1972

Taichung City Cultural Center

1 ,800

N Y 0

Taichung Hsien Cultural Center

945

1983

Taichung Wen Ying Hall

1,500

1978

Tainan Cultural Center

2,162

1984

Tainan Hsien Cultural Center

1,200

1986

Taipei City Hall

2,000

1934

Taipei Hsien Cultural Center

839

1984

Taipei Social Education Hall

1,200

1983

Taitung Cultural Center

1 ,442

1985

Taoyuan Cultural Center

710

1984

Yulin County Cultural Center

1 ,000

N Y 0
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A Council for Cultural Planning
and Developraent Study
In an effort to discover the status of the Cultural
Center project, the Council for Cultural Planning and
Developraent sponsored a study that was done by three
practicing theatre professionals.

These three toured eight

cultural centers throughout Taiwan between August 20, and
Septeraber 15, 1984.
During their approxiraate three-day stay at each of the
Cultural Centers, they studied the working conditions,
equipment operations and raaintenance prograras, and the
working relationships between visiting arts companies and
the Cultural Centers.

Status reports and/or case study

notes were corapiled at each of these visits.
These notes were corapiled into the final report which
was to be beneficial to the local staff at the Cultural
Centers.

This report would establish the need for a

unifying operations raanual for the standardized manageraent
of all the Cultural Center Theatres in Taiwan, Republic of
China.
The final report to the Council for Cultural Planning
and Developraent frora these visits quoted many serious
probleras known to raost of the Cultural Centers.

It appeared

that to have a Cultural Center was one thing, but to
m aintain and manage the facility properly was another.

The

15
report cited fourteen raajor concerns that were discovered
during this study.
Because many of the problems were shared by all the
Cultural Centers, the report referred to all of them in the
singular "The Cultural Center."

The four^een stated

concerns are:
îj

1.

The management control system of the Cultural

Ceîiter is not in order.
2.

The Cultural Center is not adequately staffed.

3.

The plan for staffing is not satisfactory for

proper operations of the Cultural Center.
4.

The low wages that are paid to government workers

are difficult for the professional workers to accept.

At

tiraes they do not choose to continue working.
ii 5.

There is no plan for training qualified perforraing

arts facilities workers.
I

6.

There is no plan for the promotion and upgrading of

the staff.
7.

The work schedule of the Cultural Center staff does

not correspond with the schedule of other government
workers.
,

8.

The Cultural Center staff lacks a professional

jknowledge of the performing arts.
9.
10.

There is insufficient staff in most Arts Divisions.
The cost of maintenance and operations of the

professional equipment is high.

This equipment has a
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high failure and damage rate.

The local prices for

replacement and repairs are high.
11.

Some of the architectural design does not

correspond with the needs and demands of the perforraing
arts .
12.

Some equipment design is faulty.

Some equipraent

does not meet specifications.
13.

The operations budget is not sufficient.

The

Cultural Center has no power to raise or increase
funding.

Lacking sufficient raoney, the Cultural Center uses

the county's social education fund given by the Departraent
«' lof Education to balance their operations budget.
14.

The performances are not of a high quality.

do not attract the audiences of the city.

They

Sometimes

there is no scheduled program or activity.l3

Conclusions
From studies funded by the Central and the Provincial
Governments it was clear that the development of the
Cultural Centers for the Province of Taiwan, in the Republic
of China, was necessary and would enhance the cultural
growth of the country and its people; yet, it was also
necessary to create greater and more extensive guidelines

13 Chen Chui-li. The Anthology of Laws, Regulations
and Statements on Culture. Council for Cultural Planning
and Development, Executive Yuan, 1983. Translated by Chen
Chin-cheng .
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pertaining to the management of the facilities.

This was

especially true for the manageraent of Western touring groups
visiting the Republic of China.

Frora their past experience

they expected standardizedraanageraentprocedures known in
the West.

The project to write an operations raanual for all

the Cultural Center Theatres in the Province of Taiwan,
Republic of China, became a necessity.

CHAPTER II
THE STUDY OF THE PROBLEM

In creating an operations raanual for the Cultural
Centers in the Republic of China, it was essential that the
past, the present, and the future trends in entertainraent,
raeetings and cultural education be considered.

Research for

the development of an operations manual evolved from studies
in these areas:

(1) the historical background and the need

of the Cultural Centers project (Chapter I ) , (2) the present
status of Chinese manageraent practices in the Cultural
Center Theatres, (3) current Western theatre management
practices, and finally, (4) the incorporation of the
assessment of the needs of the Cultural Center Theatres into
an operations manual which would be congruous with the goals
set forth by the Ministry of Education and the Council for
Cultural Planning and Developraent for the Cultural Center
project.

In order to assist in the writing of an operations

raanual for the Cultural Center Theatres of Taiwan, Republic
of China, Chapter II of this study presents the
observational inforraation concerning second and third points
above.
In the course of the creation of the operations manual,
case studies (diary listings) were made to collect data on
the present status of management operations in the Cultural
Centers theatres.

These case studies would help in the
18
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understanding and use of Chinese raethods of raanageraent,
existing training of staff and adrainistrators, and the
present conditions of the facilities.

These case study

notes are located in Appendices B and C.
Dr. Wu Jing-jyi, who served as director of the project
to write an operations manual for the Cultural Center
theatres, was a long time supporter of the arts.

He helped

to organize the avant-garde theatre corapany, Lan Ling, and
later becarae a raeraber of the advisory coramittee of the
modern dance corapany entitled Cloud Gate Dance Company.
Through his concerns for the unifying and upgrading of the
raanagement of the Cultural Centers of Taiwan, Republic of
China, the operations raanual project was encouraged.

The

planned course of action that would lead to the developraent
of an operations manual for the Cultural Center Theatres in
the Republic of China was submitted to and approved by Dr .
Wu Jing-jyi, the Executive Director of the Foundation for
Scholarly Exchange (The Fulbright Foundation), on March 10,
1986.

History of the Foundation for Scholarly
Exchange (The Fulbright Foundation)
The Foundation for Scholarly Exchange (The Fulbright
Foundation) before 1979 was associated with the American
Embassy in Taiwan, Republic of China.
It was named for the former Senator J. Williara
Fulbright, who introduced into the United States
Congress the original legislation for the exchange
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prograra. The Fulbright Act was signed into law on
August 1, 1946. Currently, the Mutual Education
and Cultural Exchange Act of 1961 provides the
legislative authority for the prograra, which aims
to enable the governraent of the United States to
increase rautual understanding between the people
of the United States and the people of other
countries." 1
Since 1979, with the break in the United States'
diplomatic relations with the Republic of China by orders of
President Carter, the Araerican Embassy no longer exists in
the Republic of China.

Its replacement was the American

Institute in Taiwan.
Under the authorization of the Taiwan
Relations Act , the American Institute in Taiwan
(AIT) was established in 1979 as a not-for-profit
organization in Washington D.C. "to perrait
continuation of cultural, coraraercial and other
relationships between the United States and
Taiwan. It serves the population of Taiwan by
offering cultural exchanges, inforraation, and it
acts as a visa application center for those who
wish to enter the United States."2
The Foundation for Scholarly Exchange since 1979 has
been a separate organization.

It had some ties and dealings

with the American Institute in Taiwan, but for the most part
was a separate organization.

The Foundation for Scholarly

Exchange's exchange program was supported by funding from
the Araerican Institute in Taiwan.

The Foundation served the

population of the Republic of China as a testing center , the

1 Information Guide.
document, 1985 , p. 1.
2 Ibid . , p. 2.

Foundation for Scholarly Exchange
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base for Fulbright Exchange prograras, the East-West Center
in Taiwan, and as an inforraation center for students wishing
to study in the United States.

The Plan of Study
The base of operations would be the Foundation for
Scholarly Exchange office in Taipei.

The Foundation would

arrange visits to the Taipei area Cultural Center Theatres
and other theatres located around the island.

Frora these

visits an overall viewpoint would be established

including

general and specific listings of needs and problera areas of
concern that would be addressed in the operations manual.
The Cultural Center at Panchiao would be studied in depth
and would serve as a basic model for comparing and
contrasting its operations with other Cultural Centers of
Taiwan, Republic of China.
During an investigation period of approxiraately one
month, three areas \vere to be studied.
1.

Front of House management procedures including

staff job descriptions, advertising, promotion, ticketing,
booking, house management, budgets, security and crowd
control, and types of events
2.

Technical production procedures including staff job

descriptions , information processing of bookings, stagehand
management, stagehand assignments, stagehand education and
training, salary breakdown, types of events, load-in and
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load-out and touring procedures, budgets, safety and
raaintenance and replaceraent procedures
3.

Forms and forraats for operations

The visits were planned to occur two to three tiraes per
week.

The exact nuraber and frequency of the visits depended

upon the calendar of events scheduled at the facility.
While not on site at Panchiao, work would proceed at
the Foundation for Scholarly Exchange offices where
consultations with the Foundation's staff could take place.
After the study of the theatre operation in Panchiao
had been corapleted, visits to other Cultural Centers would
expand this survey and the needs assessraent could be more
coraplete.
A translator was to be provided at the Cultural Center
Theatres to aid in dialogue exchange.

When a translator was

not possible on site, a consultant member of the Foundation
for Scholarly Exchange staff would accompany the researchers
to the location.
An operations manual outline would be developed

through

consultation between Dr. Wu Jing-ji; Dr. Forrest Newlin,
head of the dissertation comraittee at Texas Tech University,
Lubbock, Texas; Chen Chin-cheng , staff consultant and
translator from the Foundation for Scholarly Exchange; and
myself .

From this outline would result the manual of

operations for the Cultural Center Theatres of the Republic
of China.
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The Research Observations Findings
The following information was correlated frora the study
of front of house management procedures from visits first at
the Cultural Centers at Panchiao, and then from visits to
other Cultural Centers throughout Taiwan.

Job Descriptions at Panchiao
The personnel was required to pass an exaraination to be
allowed to be a government worker.

Passing the Basic

General Examination allowed one to becorae a governraent
worker.

Passing the Junior Exaraination allowed one to be a

general worker.

And passing the Senior Examination allowed

one to become an adrainistrator.
The following listing of job descriptions was
translated frora docuraents at the Cultural Center at
Panchiao3.

Sorae of the specific job titles did not directly

correspond with the duties assigned.
show the actual duties performed.

The job titles did not

Some of the same duties

were assigned to more than one person.

For example , the

raaintenance of the counterweight systera was assigned to not
only the Stage Technician, but also to both the Di\'ision
Director and the House Manager.

This repetition often led

to confusion as to who was actually going to perform the
task .

3 Translated by Chen Chin-cheng.
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Performing Arts Division Director
1. Contact Performing Arts groups as to their needs.
2. Serve as a guide for visiting art corapanies.
3. Help a visiting group to fill out application form.
4. Act as Stage Manager.
5. Be responsible for counterweight systera.
6. Maintain the rehearsal schedule for the theatre.
7. Be responsible for all lecture activities.
8. Maintain dressing rooms.
9. Be responsible for hanging "Welcorae to our
Perforraance" sign.
10. Show the talent how to use the dressing roora.
11. Perforra other duties assigned.

Lighting Technician
1. Maintain the lighting system and equipment
2. Serve as light board operator.
3. Serve as Master Electrician.
4. Serve as projection and videotape operator.
5. Complete electrical power (company switch) hookups.
6. Supervise all slide projecting projects.
7. Recoraraend lighting capital equipment purchases.
8. Perform other duties as assigned.
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Sound Technician
1. Maintain the sound system and serve as an operator
2. Assist country song groups.
3. Assist in sound recording.
4. Maintain projection equipment.
5. Recommend sound capitol equipment purchases.
6. Perform other duties as assigned.

Stage Technician
1. Maintain the sound system and serve as an operator
2. Maintain filra projection equipraent.
3. Maintain fire prevention equipraent.
4. Maintain the counterweight system.
5. Maintain the theatre seats.
6. Set up for meetings.
7. Secure the piano after use.
8. Perforra other duties as assigned.

Secretary/Proraotion/Box Office
1. Maintain the schedule for the theatre.
2. Schedule workshops on performing arts.
3. Supervise music competition (all aspects).
4. Supervise folk dance corapetition (all aspects).
5. Supervise Chinese opera corapetition (all aspects)
6. Supervise the printing of the tickets for all
perforraances.
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7. Be responsible for all aspects of flyers for all
theatre events.
8. Be responsible for all bookkeeping.
9. Keep records for all theatre activities.
10. Coordinate all festival and perforraing arts
activities, (i.e., meeting in theatre.)
11. Serve as a liaison between Cultural Center and
local arts groups.
12. Perform other duties as assigned.

House Manager
1. Set the ticket prices.
2. Serve as the House Manager.
3. Be responsible for VIP rooms (provide refreshments) .
4. Be responsible for poster and program distributio'n.
5. Supervise parking at the Cultural Center .
6. Be responsible for refreshraents at conferences.
7. Be responsible for the adrainistration of the
Perforraing Arts Division.
8. Maintain counterweight systera.
9. Schedule the year's perforraing arts activities.
10. Supervise touring perforraances outside the Cultural
Center .
11. Act as a contact to the events scheduling
committee .
12. Perform other duties as assigned.
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Advertising and Promotion
The types of advertising used for the Cultural Center
at Panchiao included raonthly raailings of posters and fliers
with information concerning the upcoraing events to city
government offices.

It was intended that the public offices

would display these notices and pass the information on to
the office workers.

None were sent to private dwellings.

Bulk mailing to private dwellings was not considered cost
efficient by the Cultural Center's Proraotion Division.
Other forras of advertising used by this Cultural Center
included spots on local radio stations and announcements and
advertisements in the Taipei area newspapers.
advertising was used.

No television

It was considered too expensive.

It

was not appearant that any community public service
announcement policy existed on the news programs to allow
air tirae to announce coraing events.

The newspaper

announceraents could appear in one of the thirty-one local or
area papers in Taiwan.

They were printed in various forms

and forraats depending upon the event and advertising budget.
No study had been done to determine who the audience
was that attended the performances at Panchiao.

A

deraographic area study to check traffic and business flow
into the area, also, had not been completed.

Without these

studies it was difficult to target any segment of the local
society in their advertising plans.

They felt that
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advertising in the local and area newspapers was the raost
effective raethod for gathering their audience.

Iraage
It was considered that the iraage of the Cultural Center
at Panchiao be a place for local artists to perforra.

This

idea was in keeping with the principles stated in the
Ministry of Educations' plan for developing the Cultural
Centers .
In order to inspire the local groups with a standard of
perforraance, it was believed that the Cultural Center should
bring in outside (Western) groups.

In this way the local

self-directed performance groups could experiment with and
explore new perforraance techniques presented by the touring
corapanies.

One problem with this belief was that these

Western groups could only show the standard of Western
performance.

The Western touring groups were usually in the

facility for a "one night stand."

This allowed little time

for exchange of ideas and techniques, but they were at least
exposed to new performance ideas and production techniques.
It was still up to the Chinese to present and create the
standards for Chinese-style performances.

Ticketing
No season-ticket sales campaign or performance series
ticket sales program had been considered or discussed.
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Tickets were printed and sold for each booked performance
individually.

The ticketing procedures that were

established used tickets that were printed in a booklet forra
similar to the form of checks printed with a perforated
receipt/record tab that stays with the checkbook for record
keeping.
The tickets had two perforation tabs, one on the right
and one to the left side of the tickets.

One of the

perforation tabs reraained with the booklet, and the other
was reraoved by the ticket taker.

The reraoved tabs could

then be used in counting attendance at the performance.
Both sides of the perforations were stamped with the
official chop of the tax assessor's office.

The chop was

used to make the tickets official and to verify the
authenticity of the tickets returned to the tax office for
the tax refund.
sale.

Taxes were paid before tickets went on

The tax refund was based on the number of unused

tickets .

Booking
In the Republic of China events scheduling was usually
under the jurisdiction of the Cultural Center Director, who,
in addition, often had the job responsibility of the
Director of the Library Division.

Additional scheduling

could be administered by the City Mayor.

These

administrators interviewed the promoters and reviewed
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posslble incoming Western touring productions.

Their tastes

and preferences in Western entertainment set the standards
for screening of the groups to perform at their Cultural
Center Theatre.
The Cultural Center at Panchiao had a process for
selecting events that proved productive.

An events

selection committee chooses the entertainment for the local
Taipei County comraunity.

The comraittee was coraposed of

representatives frora the Perforraing Arts Division, six or
more raembers of the local educational comraunity, and
selected members of the local governraent.

Professors frora

the area universities' departraents of rausic, theatre arts.
dance, children's education, and social education could be
selected to serve on this coraraittee.
The comraittee selected the events based on three
factors:

(1) the best quality of events, (2) the largest

quantity of events, and (3) the costs of the events.
Few Cultural Centers had events selection committees;
however, all Cultural Centers had representatives that were
sent to the Provincial Government's Department of Education
once a year to select events that could be scheduled from
their spring and fall festival offerings.
Events could also be booked through the Council for
Cultural Planning and Development, the local City and Countv
Education Departments, the Central Government's Ministrv of
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Education, or through the New Aspects Agency (a Taipei based
promotion agency).

House Management, Security,
Safety, and Crowd Control
The Republic of China had a lack of standardized
building codes.

If there were local and county government

building codes, they were not strictly enforced.

There was

one Cultural Center that had to be razed after it collapsed
during the construction phase.

Another Cultural Center had

water seepage in its orchestra pit so extensive that the
theatre has remained unopened.

At Panchiao inadequate

weight distribution or the construction of the grid made it
necessary to reraove the orchestra shell ceiling from its
position in the fly loft.
There was little thought of safety, be it for the
audience, the perforraer, or the workers.

Theatre aisles and

stairways were often filled with seated and standing
patrons.

These spaces were filled to allow every patron a

chance to view an event.

At times, egress was near to

impossible.
The fantastic, rapid industrial growth that Taiwan
encountered in the last few years has left little time for
concern with environmental safety.

Only recently has
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environraental and occupational safety becorae an important
consideration.
For many years the United States Occupational Health
and Safety Association and the Environmental Protection
Agency have raade the American public aware of pollution and
safety at work and at play.

Many health and safety

organizations have been making us aware of the many hazards
in the theatre.

The United States Institute for Theatre

Technology has had national and state coramissions working in
this area to inform theatre technicians of hazards in the
theatre, and to inform front-of-house raanagers of safety
factors facing the patrons.
In the Republic of China the fire codes allowed
buildings to house perforraances with no eraergency lighting
installed, with live flarae on stage, with lack of proper
exit signs, with blocked exit doors, and with overcrowding
of patrons.

Often fire-fighting equipment could not be

located easily, and in many theatres doors were locked to
the outside,

Sorae were bolted with a pad lock during the

perforraance.

Such practices in the United States would

invite closure by the local fire raarshal and investigation
by local building coraraissions.

Yet, one must remember that

in the United States at one tirae, theatres were just as
lacking in their safety requireraents.

Even when gas jets

served as lighting equipment, regulations were miniraal.
took many disastrous fires in American theatres to prompt

It
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legislation requiring additional safety.

As the Republic of

China continues in its econoraic and industrial growth, these
same regulations could be implemented.

Be that as it raay,

safety is a problera now, and it has been fully addressed
with the raanual of operations.

Budgets
The 1986 Panchiao Cultural Center budget allocated by
non-local governraent agencies was NT$108,000, approxiraately
US$2,700 at a forty-to-one exchange rate with the United
States dollar.

It was necessary that additional funding

corae frora local governraent or private contributions.
The 1985 budget was NT$2,000,000.
approximately US$50,000.

This was equal to

This difference in budget

allocation was described as a change in budgeting procedures
developed by the Provincial Governraent to entice private and
local organizations to promote the arts in the vicinity of
each Cultural Center.
The Provincial Governraent established a formula for
financial independence frora annual government support for
all of the Cultural Centers.

Each Cultural Center was given

NT$10,000,000 by the Provincial Government as seed money to
develop a starting base operational fund that was equal
araong all the Cultural Centers.

Cultural Centers already in

existence before the initiation of this plan were also given
initial funding.

Matching funds were to be added to this
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account by the local governraent.

This raatching money was

to corae frora the local 1984-1985 or 1985-1986 budgets, or
NT$5,000,000 frora each year's budget.

In addition to this,

local private donations of NT$10,000,000 were to be added.
This corabined fund of NT$30,000,000 was designed to allow
the Cultural Centers to have their operating budgets come
from the interest income.

Since matching funds were not

always available from local governraents (depending upon the
econoray of the area) the actual total sura of operational
funds varied frora Cultural Center to Cultural Center.
A problera with this type of funding was that sraaller
and lower income coramunities had great difficulty finding
NT$10,000,000 in their local budgets to match with the
Provincial Government's donation.

Also, some communities

could not find the matching private donations.

This created

a funding imbalance between rich communities and less
financially solvent ones.

Some of the more fortunate

comraunities raay have had more than NT$60,000,000 in their
Cultural Center funds while others may still be working to
gather their original NT$10,000,000 local starter fund.
The rich comraunities thus had the funding for more
events and raore costly events to present in their Cultural
Centers while the less fortunate were scrambling to keep
their doors open.
In the Republic of China funding for civic events
usually carae under the direct control of the Cultural Center
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Director.

His efforts and abilities to raise money were the

lifeblood of the facility.

In the United States funding for

civic events usually comes under the direction of a separate
non-profit organization with a local network able to raise
the funds necessary for the facility's operation.
In raost coramunities in the United States, it has been
comraon practice for the proraoter or perforraing arts company
to pay for the use of the civic performance facility and all
costs incurred.

Public funding may be paid indirectly to

the performing arts company through a non-profit
organization.

In-kind funding may help the lessee by giving

the lessee a "break" in the costs of local services
rendered .
In the Republic of China the promoter or performing
arts corapany was paid directly by the Cultural Center to
perform in the theatre for the local comraunity.

All costs

for giving the perforraance may also have been charged to the
local coraraunity.

Special deals may have been made to lower

the costs to the local coraraunity, such as a split in ticket
income.

But again, these arrangements were conducted

usually by the promoter and the Cultural Center Director.
This idea of paying the local arts groups to perform in
the Cultural Centers could be very beneficial to the growth
and advancement of existing arts groups in the Republic of
China.

Hopefully, it would lead to the beginning of new
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performance companies and help to establish additional types
of local talent.
One of the problems of this style of funding was that
government funding for an event could disappear with budget
cuts or re-appropriation of funds.

This raight have left the

Cultural Center or proraoter holding the bills, even after
the perforraance was given.

A proraised payraent could be

refused by the governraent due to re-organization and would
force the Cultural Center or proraoter to search for the
funds needed to pay for the perforraance.

This could have

happened before or after a perforraance was given.
Sirailar problems happen in the United States.

Funding

predicaments have happened; but most often if there is no
up-front money, there is no show.

It is almost that simple.

If the proraoter does not pay the bills, the bill collectors
may be called and the promoter is not allowed to return.
In the Republic of China there was only one major
promotion corapany, The New Aspects Agency.

This promoter,

based in Taipei, has received a great deal of government
funding to import non-domestic Asian and Western arts
corapanies and musical performance groups to the Republic of
China.

Their productions toured the island and appeared in

alraost all of the Cultural Centers.
In the United States there are many private promoters
that may receive private or corporate funding.

State and

federal arts comraissions give grants to raany non-profit
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organizations.

They do not put a bulk of their funding with

only one organization.

They spread their money around.

In

Taiwan, Republic of China, a likeness to a monopoly has
resulted with the use of only one promotion company.

Building Maintenance
With the exception of the Cultural Center at Tainan, no
building raaintenance program had been developed for cleaning
or repairs of the Cultural Center Theatres and support
facilities.

The custodial and raaintenance staffs in most

Cultural Centers were small, untrained, unsupplied, and
unsupervised.
The maintenance and custodial staffs in the United
States are well supplied and as a whole are well trained and
staffed.

Administrators of civic centers and public

buildings have discovered that facilities must be maintained
for they raay not get another one in the near to distant
future.
A problem in maintenance may stera from the government
giving such large araounts of funding, equipraent, and staff
to establish the facilities in the beginning.

But, when the

Central and the Provincial governments started efforts to
gain independence frora the governraent funding of the
Cultural Centers, the needed standards and procedures had
not been established to maintain what they had.

Much of the
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budgeting was funneled into prograraraing instead of
raaintaining the equipraent and facilities.

Technical Production Findings
The following information was gathered frora the study
of technical production manageraent procedures frora visits
first at the Cultural Center at Panchiao, and then frora
visits to other Cultural Centers throughout Taiwan.

Stagehands and Technicians Manageraent
All raanagement of the stagehands and technicians that
were traveling with a touring production was controlled by
the technical advisor with that particular art company.
Stagehands were contracted through the New Aspect promotion
agency in Taipei, or privately by the local arts company and
would travel with the company.

These additional personnel

were assigned duties from the technical advisor traveling
with the group.

If translators were needed the translator

traveled with the corapany and would assist the production
corapany in their arrangements at the different Cultural
Centers.

Many of the stagehands and technicians were

fluent in other languages, and almost all could commendably
coraraunicate in English.

There was usually at least one

member of the Cultural Center staff who could communicate in
English.

Problems sometimes arose in the use of theatre

terrainology (some of which does not translate) or when the
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translator was not available.

Even with a comraand of both

English and Chinese, the subtleties of the language
differences caused raiscoraraunications.

Stagehands and Technicians
Education and Training
In the Republic of China perforraing arts production and
manageraent raethods were just beginning to be developed.

The

Cultural Center Theatres did not exist before 1979, so there
was little need for raethods to produce rausic, dance, or
theatrical productions.

Most theatre had been performed by

traveling street players sponsored by local teraples.

These

troupes were usually faraily groups that eraployed little, if
any, outside help.

Although sorae of these troupes had

developed very interesting and entertaining production
procedures and theatrical effects, each troupe was its own
teacher.

Very little of the inforraation of their backstage

workings was shared, because of the nature of a faraily
business where family secrets were not shared with the
competition .
Since there was no sharing or followed

standards

developed , there had been no demand for trained theatre
personnel; so there had been no formal training.

Once the

Cultural Center project was initiated the Cloud Gate Theatre
Workshop was developed to train theatre technicians for the
abundant stagehand and technician positions that would soon
be needed in the Cultural Centers.

Yet again, technicians

V
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trained to Western standards and procedures were few.

Those

giving the initial training were usually basing their
teaching of others on their hands-on experience rather than
formal study of the methods.

There was a great need for

Chinese nationals to be trained in the West to return to
Taiwan, Republic of China, to forraally train other
technicians.

The railitary established the Army Workshop to

train theatre personnel to entertain the troops. The
personnel that were trained by this railitary unit included
stagehands and technicians, stage raanagers, and also
singers, actors and musicians.

The technicians trained in

this military unit, that chose to stay in theatre when
leaving the service, usually funneled into the professional
lighting companies network of trained technicians or sought
additional training in the United States.
Almost all of the post-secondary schools have a
performing arts program inaugurated to train the perforraers
and production personnel needed for the future.

The

National Institute of the Arts, located in Lu Chow, a suburb
of Taipei, was dedicated to the training of theatre
personnel for Taiwan, Republic of China. " The Institute
augments its faculty, many of which received training in the
United States, with visiting or exchange Fulbright
Foundation faculty from the United States.

It was hoped

that the addition of these faculty merabers would better
train the upcoming technicians, and actors in the Western
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forraat of theatre.

The Institute, however, has not yet

graduated its first graduating class.

Its first graduating

class of BFA degree students was scheduled for completion in
1987.
Many of the stagehands and technicians learned their
trades while on the job.

This included raany of the staff

technicians in the Cultural Center Theatres.

Once sorae

Cultural Center staff theatre technicians had learned how to
perforra their duties, they would leave to work for the raore
profitable New Aspect Agency, or one of the professional
lighting corapanies.

Additional incentives were necessary to

keep trained personnel and establish in-house training
prograras.

The role of the theatre technician had not yet

reached the level it has in the United States.
stagehand earned less than taxi drivers.

The staff

Much iraprovement

was needed in this area of the Cultural Center raanageraent.

Stagehands and Technicians Assignments
In the Republic of China all technical personnel,
beyond the Cultural Center's staff, were hired directly by
the proraoter or visiting event sponsor.

Since most of the

productions were proraoted by the New Aspects Agency many of
the stagehands and technicians were hired through that
office.

New Aspect would find the needed personnel fro m

either the Cloud Gate Theatre Workshop, frora their lists of
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local university theatre students, or frora one of the
professional lighting corapanies.
When the stagehands and technicians hired on with a
production corapany they usually toured with the corapany
starting in Taipei and raoving to all of the other Cultural
Centers where the company performed.
This was very different frora the practices in the
United States where additional technicians or front of house
personnel have been hired locally as needed by the Civic
Centers.

The additional expenses would then have been

charged to the event.
In the Republic of China most lower level staffing of
the Cultural Centers carae frora civil service testing, much
like the postal eraployees' testing in the United States.
All of the stagehands and technicians were required to take
this test before they could be considered for a perraanent
staff position at a Cultural Center's Performing Arts
Division. Although this test was required of all
technicians, previous experience or knowledge of the
technical area was not always required.
Upper level and administrative staffing was usually
frora the local education departraent.

Their appointment

usually was based on their personnel management practices
within the education system, not on their experience or
knowledge of running a multi-purpose facility.

Sometiraes

eleraentary and secondary teachers, in addition to teaching
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full time, volunteered to be responsible for proraotion,
setting-up displays, or hanging and plugging lights in a few
of the Cultural Centers when the nuraber of permanent inhouse staff was not sufficient.

These assignments were

usually part of a volunteer program in the Cultural Centers.
In the United States most theatre stage managers have
had theatre training with a Bachelor of Arts or higher
degree in theatre, and/or many years of hands-on experience.
The local stagehands may or raay not have had formal theatre
training; however, most have experience in backstage work or
have been trained by the present stage raanager to handle
specific tasks.

Types of Events
In a 1984 report on the perforraing arts in Taiwan, the
perforraances were grouped into four categories.

These

performance type categories were Folk Art, Music, Dance, and
Drama.

In 1983-1984, there was a total of 935 performances

in established theatres.

The breakdown of the number of

performances in the various categories was:
Music-301, Dance-113, Draraa-79.

Folk Arts-442,

Of these 935 presentations

only 16 percent or 150 performances were by foreign groups.'^

^ Wu Jing-ji and Chen Chin-cheng. "Activities in the
Perforraing Arts, 1983-84: Taipei and Vicinity", paper
presented at the fourth annual conference of the Federation
for Asian Culture Proraotion held in Soeul, Korea, 4-6
December 1985.
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Cultural Centers' Division Breakdown
The following (Table 2) is a table showing the city and
county Cultural Centers and the divisions that are at each.

TABLE 2. CULTURAL CENTERS' DIVISION BREAKDOWN
Symbols for Divisions:
General Affairs = GA

Library = L

Museum = M

Promotion = P

Perforraing Arts = PA

Music Library only = raL

None = 0;

unknown = ?

Cultural Center

Divisions

1. Chiayi Cultural Center

?

?

?

?

?

2. Chunghwa Cultural Center

GA

L

M

P

PA

3. Hsinchu Cultural Center

?

?

?

?

?

4. Hualien Cultural Center

GA

L

M

P

0

5. I-Lan Cultural Center

GA

L

M

P

0

6. Kaohsiung Cultural Center

GA

L

?

P

PA

7. Kaohsiung Hsien Cultural Center

GA

L

M

P

PA

8. Keelung Cultural Center

GA

L

M

P

PA

9. Miaoli Cultural Center

GA

L

M

P

0

10. Nantou Cultural Center

GA

L

M

P

0

11. Pengfu Cultural Center

GA

L

M

P

0

12. Pingtung Cultural Center

GA

L

M

P

PA

13. Taichung City Cultural Center

GA

L

M

P

0

14. Taichung Hsien Cultural Center

GA

L

M

P

PA
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TABLE 2. Continued
Cultural Center
15. Tainan City Cultural Center . .

Divisions
GA raL M

P

PA

16. Tainan Hsien Cultural Center

GA

L

M

P

0

17. Taipei Hsien Cultural Center

GA

L

M

P

PA

18. Taitung Cultural Center

GA

L

M

P

PA

19. Taoyuan Cultural Center

GA

L

M

P

PA

20. Yulin County Cultural Center

GA

L

M

P

0

Research Observations Frora Two Events
In The Cultural Center At Panchiao
While attending the Ladder Corapany perforraance on April
8, 1986, in the Cultural Center at Panchiao, Director Tong,
the Cultural Center Director, requested a status report of
the current theatre operations at this facility.

The

following was written and submitted to the Foundation For
Scholarly Exchange staff for translation into Chinese so
that Director Tong could better understand the report.

The Report
I have observed two events at the Cultural
Center at Panchiao. The first one was the
Brussels's Ballet Company on April 3, 1986. The
second was the Ladder Company on April 8, 1986.
While observing these events, I was very pleased
with the friendly and helpful staff at the
Cultural Center. They answered all of my
questions and provided me with the resources
necessary to perforra ray duties. I was even given
a desk frora which I could base my study. I
applaud their efforts.
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Audience Safety
It should be the res ponsibility of all of the
Cultural Center staff to provide for the safety,
comfort, care, and conven ience of all of the
audience so that they may enjoy the event of going
to the theatre.
During the two event s I noticed several
irregularities. Some of these, by Western
standards and experiences , raay have disastrous
results if they are not c orrected .
1 . At the start of each perforraance the house
lights suddenly went dark with guests still
entering the now dark the atre. Most of the
audience could not see th e steps. I observed sorae
elderly guests sturabling up to their seats so I
helped a few up the first three or four steps so
that they could get their bearings. I later
discovered that raany of t he steps were of varying
height. Alraost all theat res in Araerica have
helped to alleviate some of this problera by
lighting their steps with controlled, focused
aisle lights either on th e sides of the seats or
mounted in the step riser
This installation
would be expensive but wo uld help the audience
deal with a frustration o f going to this theatre.
Another "short term" solution would be to put
reflective tape on the ed ges of the steps. These
edges are now finished wi th jet black stair
raolding that is even hard to see with the house
lights on. This could fu rther be solved by having
ushers with flashlights e scort people to their
seats .
2. I noticed no emer gency lighting in the
theatre building anywhere
With the threat of
fire, typhoon, and earthq uake there should be sorae
method for the audience a nd the personnel in the
basement areas to escape during an electrical
power failure. This is a requireraent in all
public and many private t heatre buildings in
America. I have seen suc h an installation
throughout the Audio-Visu al Theatre Center at
National Taiwan Universit y.
3. In event of emerg ency evacuation,
especially during the pan ic of a fire, the persons
sitting in the aisle woul d add congestion in the
already small aisles. Th e theatre was designed
for the audience to sit i n the seats provided not
in the aisles.
4. The solution to c ontrolling access to the
theatre by people walking past the outside of the
Cultural Center is very m uch like the one used at
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many raovie houses. At Panchiao no one is allowed
into the theatre lobby without a ticket. The
tickets are sold to the outside of the building.
Once the show has begun all doors to the building
are locked, some with a dead bolt. Even the one
door that was unlocked to let the audience pass
through with their adraission ticket is locked when
the performance begins. No lobby doors at the
Cultural Center theatre have crash bars on thera.
This could result in a raajor disaster for the
audience would have no raeans of eraergency exit. I
doubt that the house staff could unlock the dead
bolts fast enough for the 800 plus audience
merabers to exit safely. This problem is further
abetted by boxes, tables, and display panels
blocking the emergency exit doors frora the theatre
to the lobby and also frora the lobby to the
outside .
Crash bars should be installed on all doors
that lead to the outside. This would involve a
capital renovation expense because it was
overlooked in the building's design. It should be
considered. During any event or even when only
the theatre's staff is in the building a door
locked with a dead bolt could hinder or stop an
eraergency escape.
With or without crashbars installed I suggest
an alternate raethod for securing access to the
theatre. Have the ticket takers stand at the
three entrances to the theatre inside the lobby.
This would allow the patrons to purchase tickets,
raeet friends and prepare for the perforraance
inside the cliraate controlled lobby. This raay
involve a raajor change in the Audience/House
rapport that is now being practiced. But, if the
change would allow greater eraergency egress and
save huraan life it would be worth it.
Maintenance
The first visual impressions of a facility
give the public an image of the p eople and events
that they are about to encounter. This image
gives them clues to their accepte d behavior toward
the people, facility and the even t that they are
about to experience. If the staf f takes great
care in the repair and the cleanl iness of a public
facility the people who use that facility will
feel equally responsible for the raaintenance of
that facility. In short, the sta ff and their
attitudes and practices act as ro le models for the
patrons .
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1. The building appears to b

cause expensive replacement costs m
very short
period of time.
The
sma
have ín; f
n^aintenance staff may be too
train^d
t r /duties.
^ ' ^ supplies, or maybe it Ís not
Liainea mn i
its
2. It should be the responsibility of all
staf f
to D^e^eÍ Í^^' î.î^^ facilities in such a raanner
as to
to present a "Showcase" on behalf of all of the
pe ople of Panchiao to Taipei County.

supervisor should then report it to the General
Affairs office.
^. It is amazing how much a coat of sealer or
wax on the floors will aid in the ease of
m a m t a m i n g a clean looking floor.
Events Selection
,..^.^^f ^""^"ts selection comraittee has a verv
difficult task of deciding on the quality of
productions frora outside of the coramunity and
outside of the country. The audience may now seem
w i l l m g to pay for their entertainment at the
theatre. However, care must be taken that the
consumer w i H feel that the quality of the product
Cperformmg arts event) is worth their cost in
time, effort, and the raoney to buy the ticket. If
it is not they will find other forras of
entertainment.
We are already fighting against
television, movies and VCR rentals.
The Budget
The staff at Panchiao is very well motivated
and projects a great caraaraderie among theraselves.
Ihey are very considerate in fulfilling the needs
of visitors and visiting talent. They do their
assigned duties and many times raore. This is very
coramendable for the budgets that they work with
could be self-defeating. The operating budgets
are, I ara told, sraall. Also, the employees'
salaries are not equal to their responsibilities.
It must be the feeling of "Family" that is so
present in life on Taiwan that keeps them on the
job.
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An Analogy of the Cultural
Center Theatres
The theatre movement in the Republic of China was on
the edge of its infancy, in its renaissance.

The street

theatre of the past was moving into permanent structures not
too unlike the social centers, the churches, of medieval
Europe.

Yet, unlike the former theatre renaissance, the

emerging of the theatre form in the Republic of China has
several outside influences that may affect its final forra.
It was being thrust into corapetition with the modern
Western-influenced

society and while it has the outward

trappings of success in producing this style of theatre with
its new Cultural Center buildings, it still has internal
operational problems.
The Cultural Centers were new buildings that have been'
corapared to new cars and inexperienced drivers.

If one can

follow this analogy one raay better understand the situation.
The governraent has bought fancy new cars (Cultural
Centers).

They cannot find anyone to drive thera, nor do

they know how to train anyone because drivers's education
(theatre manageraent) was not taught here.

They have troublei

finding gasoline (good events) to make thera run, but they
sure look good parked in the driveway.
Also, they do not know how to raaintain the car to keep
it running.

If it breaks down they open the hood and tinker

with things until it works, then close the hood again.

If

|
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they can find someone to start the engine and get the car to
move they don't know where to take it.

They just swerve

from this side of the road to that side to try to discover
the route, how to control the car, and how to take it on the
unpaved roads.
My job was to write the manual to keep in the glovebox
so that they could refer to it to get the cars going in a
straight line and to check it when they had a flat tire or a
dead battery.
Hopefully the following handbook will provide solutions
to many of these and other organizational probleras in the
front-of-house and technical production areas.

CHAPTER III
CONCLUSIONS

Suraraary
This internship and the resulting study grew frora an
offer by the Foundation for Scholarly Exchange (The
Fulbright Foundation), Taipei, Taiwan, Republic of China, to
develop an operations raanual for the Cultural Center
Theatres in the Province of Taiwan, Republic of China.

Frora

their beginning the Cultural Centers of the Republic of
China have needed to organize a plan of operations that
would help thera to better fulfill the deraands that had been
placed on the facilities by the local population and those
patrons visiting the comraunity.

The best interests of the

Cultural Center Theatres can be served by developing an
operations raanual consistent with the guidelines designed
specifically for the unique needs of the Cultural Center
Theatres' staffs and their patrons.
This study for the operations manual is based on the
following premises:

(1) by starting with current Chinese

perforraing arts manageraent practice and blending with it
Western theatre management techniques, a unique format for
operations of the Cultural Centers Theatres will increase
efficiency of their management and safety procedures; (2)
the operations manual will provide the administrators and
staff of the Cultural Center Theatres with standardized and
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systematic methods for manageraent of the facility; and (3)
implementation of the operations manual will result in
increased efficiency, maintenance and use of the present
facilities and serve as a role raodel for the operations of
new facilities yet to be built.
The corapleted study fulfills the objective iraplicit in
the second preraise.

The validity of the first and third

preraises can be evaluated after the operations raanual has
been in use for a minimura of one year.
The study focuses on four raajor areas:

(1) the history

and background study for the needs of Cultural Center
facilities in the Republic of China; (2) involveraent of the
offices of the Foundation for Scholarly Exchange (The
Fulbright Foundation), Taipei, Taiwan, Republic of China, in
this project; (3) the observation and notations of the
individual Cultural Center Theatres' needs and those unique
needs of the Chinese people and culture to be served by the
facilities; and (4) the application and writing of found
solutions to those needs into the operations raanual for the
Cultural Center Theatres of Taiwan, Republic of China.
General Relevance and Applicability
of the Operations Manual
The operations manual has presented many systems and
procedures that the administration and the staff of the
Cultural Center Theatres may use as models for the
raanagement of their front-of-house and technical production
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areas.

The techniques that have been introduced

indicate

the need for, and possible resolutions for, planning and
organization challenges that raay arise during the day-to-day
operations.
The manual also has presented problem solving processes
that raay be used for finding solutions to other probleras not
discussed in the manual.

The need to train personnel in

maintenance and operational procedures has been expressed.
The manual has been designed to be added to as procedures
and equipment use are defined.
The use of the manual for operations will assist the
Performing Arts Divisions of the Cultural Centers in serving
their local coraraunities and their nation in the presentation
of the performing arts.

If the events programing shows

better efficiency in cost effectiveness, and greater
quantities of patrons viewing the offerings, there will be
greater chances for continual and additional support through
funding, staffing, and arts programing.
The Performing Arts Divisions have the responsibility
to present the best perforraing arts prograraing to their
patrons.

An organized plan for the operations of their

division will help thera to better serve their community with
safe, efficient, quality programing.
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APPENDIX A
THE PLAN FOR DEVELOPING THE CULTURAL
CENTERS FROM THE MINISTRY
OF EDUCATION, 19791

Fundamentals of the Plan

Introduction
Mr. Chiang Kai-shek, the last President of the
Republic of China, said:
Cultural developraent is the source of all
other developraents, and cultural warfare is the
first step to general war.
When cultural
development has advanced substantially then
cultural warfare can be successful.
President Chiang Kai-shek said more specifically
that, "Today's cultural development raust put the spirit of
ethics, democracy, and science into cultural and
psychological developraents."
Today's base of restoring our country, Taiwan, is the
only place that converges Chinese culture.

So, cultural

development raust raatch [agree with] anti-Coramunist policies
and use the Three Principles of the People as a central

1 Chen Chui-li. The Anthology of Laws, Regulations and
Stateraents on Culture. Council for Cultural Planning
and Development, Executive Yuan, 1983. Translated by Chen
Ming-suei.
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thought to enhance the traditional culture, glorify the
ancient legacy, create a raodern spirit, and adapt to the
needs of society.

Every artistic and scholarly activity of

a county's Cultural Center needs to have its roots in the
cultural tradition and present the spiritual characteristics
and the historical honors of our country and its people.

Principles
1. On September 23, 1977 President Chiang Ching-kuo said
in the administrative report to the Legislative Yuan:
In order to iraprove the power of our nation,
strengthen econoraic and social developraent, and
raise the standard of living for the people, the
governraent will continue with the Twelve New
Developraent Projects after the completion of the
Ten Major Construction Projects.
He said this when he was the President of the
Executive Yuan .

The twelfth itera of the Twelve New

Developraent Projects is "building Cultural Centers in each
county to provide libraries, museums, and theatres."

This

itera is the basis of our cultural development.

2.

In the 1548th cabinet meeting on October 13, 1977 the

last President of the Executive Yuan, Mr. Chiang Ching-kuo,
indicated, "For cultural development, we will build
cultural centers in each county.
and theatres."

Include libraries, museuras
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3.

After the business briefing given by the last

Minister of Education, Mr. Lee, on January 13, 1978, the
last President of the Executive Yuan, Mr. Chiang Ching-kuo,
indicated:
Social education is very iraportant. The
government will build a Cultural Center in each
county. But, each county has a different
environment. So, if we want it planned perfectly,
proceed correctly. I wish the Ministry of
Education to guide and help the local governments
to build the Cultural Centers.
4.

The last President of the Executive Yuan, Mr.

Chiang Ching-kuo, said in an adrainistrative report to the
Legislative Yuan:
To construct a raodern country, the people raust
not only be rich in raaterial life, but raust also
be healthy in spiritual life. To accoraplish this
idea the building of Cultural Centers is one of
the Twelve New Developraent Projects. Each county
will have a Cultural Center in five years. Then a
long term collective cultural developraent plan
will be undertaken to enrich our people's raoral
life, and to enhance and glorify Chinese culture
on the base of restoring China.
As the last President of the Executive Yuan requested,
the Ministry of Education invited scholars and experts, the
Provincial Government's Departraent of Education, and the
Taipei City Governraent's Education Bureau to assist in
instituting the Ministry of Education's plan outlining the
construction of the Cultural Centers.

They are to execute,

control, and evaluate this project according to the steps
outlined in this plan.
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Objectives of the Plan
The objectives of the this plan are:
1. To match Taiwan's general developraent plan by offering
facilities for cultural activities.
2. To enhance the corapletion of the cultural activities
center for each county through the building of libraries,
rauseuras, and theatres.
3. To establish a universal library systera to cultivate
people's study habits, and to lift the level of knowledge.
4. To build Cultural Center theatres to fulfill the
social and econoraic needs of each county, and to enhance
rausical activities and increase rausic appreciation.
5. To construct different kinds of rauseuras to encourage
interest in research and heighten the people's knowledge of
humanistic, naturalistic, and scientific developraents.
6. To help blend social cultural activities and school
arts education prograras to enhance the normal development of
the youth, both physically and psychologically; to iraprove
people's raorale; and to cultivate good social custoras.
7. To raatch the general developing plan of Taiwan, to
cultivate a variety of arts, and to lay a foundation for
cultural development.
8. To develop a scientific manageraent systera to find,
train, and retain management talents in order to develop the
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Cultural Centers as a vital resource to function as a
social-education mechanisra in each county.
9. To raaintain and enhance traditional culture by
proraoting a variety of art activities in order to proraote
the norraal entertainraent of people and to raise their
standard of living.
10. To encourage and guide the research and developraent of
traditional cultural Arts and Sciences to develop new
cultural artistic trends.

Conclusions
After the corapletion of the Cultural Center's fiveyear plan, every county's Cultural Center will be the
foundation for long-terra cultural developraent and social
education.

The basis of cultural art activities can

establish roots and grow to heighten both its quality and
its quantity.

The process of enhancing Taiwan's general

developraent plan and proraoting the country's raodernization
will advance the global corapetitive strength of our country.
Our people will not only have a rich raaterial life, but will
also have a healthy spiritual life.

We can strengthen

psychological developraent and raoral armaraent in the anticoramunist warfare.

This will bring order to our country

toward the restoration of Chinese culture.

A modern country

will emerge able to complete the historical mission of
restoring and developing our country.
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Executive Rules for Organizing
the Cultural Centers^
1. All Cultural Centers should follow theses rules.
2. The Library Division is the raain division. The Library
Division shall:
a. Manage all of the cultural activities.
b. Assist cultural activities.
c. Proraote cultural information services.
d. Raise a cultural activities fund.
3. The Director is to be appointed by the City Mayor or
the County Magistrate.
4. The Director shall manage, direct, and supervise all
staff .
5. There should be five Divisions:
a. Library Division.
b. Museum Division.
c. Performing Arts Division.
d. General Affairs Division.
e. Promotion Division.
6. Staff shall be hired including secretaries, and
Division Directors.
7. There shall be a section involved with accounting.
8. There shall be a

section concerned with personnel.

9. The Cultural Center can hire research personnel,
editors, and technicians to develop the cultural activities
Chen Chui-li. The Anthnlngy oS L a \if s , — R g g i.i 3. a t i o n s — a n d
Statements on Culture. Council for Cultural Planning
and Development, Executive Yuan, 1983.
Shao-yu.

Translated by Liu
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of the community.
10. Hire the staff following a chart.

[This chart is not

included in this dissertation.]
11. The details of each Cultural Center Division will be
designed and approved by each Cultural Center Director.
12. The organization and responsibility breakdown should
be sent to the Central Governraent for approval.

The Goals of the Cultural Centers
1. The Cultural Center shall proraote the social trends
and knowledge of the people, strengthen the raental
development, fulfill the needs of ordinary people's lives,
and speed the progress of social and national development.
2. The Cultural Center shall establish a comraon knowledge
of Chinese history, develop and proraote the artistic
characteristics of the local coraraunity, raise the morale to
rebuild the Chinese culture, restore both the mental and
physical health of the coraraunity, restore peace and
prosperity in our society.
3. There shall be five divisions:
a. Library Division.
b. Museura Division.
c. Perforraing Arts Division.
d. General Affairs Division.
e. Proraotion Division.
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4. At the fiscal year's beginning the Cultural Center
shall promote the projects according to the local
government's policies.

To accorapolish it raay:

a. Coordinate prograraing with the local schools and
organizations and with the needs of the people.
b. Use the social resources properly by assisting and
coordinating local social festivals in the coraraunity.
c. have perraanent and touring perforraance activities
and exhibitions.
d. Organize the divisions so that they can cooperate
with each other.
e. Plan activities and exhibitions for the local needs
and desires of the community.
f. Collect inforraation on, research, and plan the
developraent of scholarly, social education and
entertaining activities.
5. The principal duties of the Cultural Center are that
it shall:
a. Encourage all personnel to do all that they are
able to do .
b. Plan activities at night, on weekends, and on
festivals and holidays.
c. Do shows people \vrant to see.
d. Proraote Chinese culture and spirit.
6. Cultural Center Supervisors shall be selected from the
Education Department's administrative staff.
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Duties of the Cultural Center
Performing Arts Divisiôm
1. The purpose of the Performing Arts Division is to
promote the popular entertainment and raise the level of
artistic appreciation.
2. Routine duties of this division are as follows.
a. Central government will provide prograraraing for the
local Cultural Center.
b. Local governments shall produce their own music,
drama, and dance productions.
c. All local performance groups need to apply to the
local Cultural Center for approval to perforra
d. Local perforraance groups shall be encouraged to
perforra.
e. The Performing Arts Division should assist with all
kinds of local performance in the Cultural Center.
f. The Performing Arts Division should develop a list
of the local schools' talent groups that raay perforra in
the Cultural Center.

There should also be a list of

local community talent groups.
g. The Performing Arts Division should hold talent
contests and let the winners perforra in the Cultural
Center .

3 Chen Chui-li. The Anthology of Laws, Regulations and
Stateraents on Culture. Council for Cultural Planning
and Development, Executive Yuan , 1983. Translated by Liu
Shao-yu .
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h. Talented or scholastic persons may lecture in the
Cultural Center.
i. There should be arts performance training in the
Cultural Center.
j. There should be other activities as approved.
3. The lighting, sound, and other equipraent as well as
the facilities in the theatre should be raaintained by the
staff of the Performing Arts Division.
4. The theatre staff shall offer their services to
visiting performance groups to assist thera in their needs.
5. Local artistic groups raay use the theatre for raeetings
and syraposiuras.

The Perforraing Arts Division should assist

thera in the promotion of artistic activities by inviting
educational organizations to research drama, music, and
other fine arts.
6. A selection comraittee should be organized by the
Perforraing Arts Division to plan and select the events to be
performed in the Cultural Center Theatre.

APPENDIX B
CASE STUDIES:

AT THE CULTURAL

CENTER IN PANCHIAO

Following is a listing of the diary-type entries raade
while visitin^ the Cultural Center at Panchiao.

The first

entry is a listing of observations frora the first visit to
this Cultural Center.

The entries following this first

visit are notations raade while observing the setup and
perforraances of events at Panchiao.

The notes for the first

event, The Brussels' Ballet, includes some inforraation given
during a meeting with the Promotion Director of the Cultural
Center at Panchiao.

Initial Visit to the Cultural
Center at Panchiao
A. The initial reaction was that the facility was dirty
and not well maintained.
1. The theatre lobby had support pillars that were of
unpainted concrete.
2. There were cobwebs on the windows.
3. The floor had areas were the mud had been moved
around with a damp mop but not picked up with the water
(In fact all floors appeared to not have had any wax or
seal coating and had only been damp mopped).
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4. The walls that were painted had paint peeling off
in areas that looked as though moisture had been a
problem.
5. The lobby had offices to either side.

These roo ms

may have been designed to serve as a cloak room and box
office .
6. The toilet facilities were filthy, stinking, and
poorly maintained.
B. The theatre had approximately 820 seats, that were
split with a walkway and steps leading from the lobby.

The

upper house had a steeper rake to it than the lower house.
The steps leading into the theatre take space that could
otherwise hold thirty prime center-of-house seats.
C. Workmen were building baraboo scaffolding in the
theatre to replace water damaged ceiling tiles.
D. The steps to the light booth had variable risers and
treads measureraents.

The steps had aisle lights recessed

into them; however, many of the glass plates covering them
had been broken or were missing.
E. The lighting control board was a two scene preset.
F. The sound system included very modern equipment,
including a clearcom intercommunications system, two reel to
reels, two cassette tape decks, and a multi-channel mixing
board.
G. The stage area was of a nice size with a counterweight
fly system and four electrical battens.
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H. On stage left rauch of the area was occupied by a band
shell ceiling that had been taken down and leaned against
the the side wall because the grid systera could not support
its weight.
I. There was a grand piano stored in a roora on stage left
also .
J. The baseraent housed the dressing rooras, green roora and
a dance rehearsal roora.
1. Some mirrors in the dance rehearsal room were
cracked, and some of the two-inch tongue and grove
flooring was loose and missing.
water damage had occurred.

The floor looked like

The rairror could have been

cracked during installation.
2. Both chorus dressing rooras were large with dressing'
stalls and sinks.
3. The green roora was a large room with a ping-pong
table in it.

Many of the the floor tiles were warped off

of the cement floor frora raajor water daraage.
4. The raen's and woraen's toilet/shower rooms had
broken fixtures and stall doors hanging by one or two
screws.
5. Many lighting fixtures did not work.
K. The majority of the budgeted money must be going into
sponsoring events and not into maintenance.
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April 3, Panchiao:

Brussels' Ballet

A. The Brussels' Ballet technicians came in during the
afternoon on Wednesday, April 2, 1986, to look over the
facility.
B. They discovered that the present lighting was not
sufficient for this production.
C.

Ming Li Lighting Co. was hired to provide the

necessary lighting equipraent and personnel.

The Cultural

Center staff had sorae equipraent already hung, but not rauch.
D. We arrived in Panchiao at 8:30 A.M.
E. Ming Li arrived at 8:45 A.M.
F. Brussels Ballet technicians arrived at 9 A.M.
G. The Ming Li technicians and one Cultural Center
lighting technician hung and plugged the first, second, and
third electrical battens.
H. The custodian cleaned the theatre house by first
sweeping and then wet raoping. The custodial staff was
provided by a local custodial company that had a contract
with the Cultural Center.

They were ultimately

responsible

to Director Tong (Cultural Center Director) through the
General Affairs Division.
I. They started to focus the side light at 9:45 A.M. even
though they were still plugging the lights.
J. Ming Li brought their own lighting control equipment
and had it hooked up to the company switch in the basement.
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K. It was decided that the in-house lighting control
board would be used for the general illuraination, and the
Ming Li control board would be used for the specific
illuraination since it had a coraputer raeraory on it.
L. While the lighting plugging and focusing continued
Chen Chin-cheng and I went to a raeeting in the proraotion
office.

During this raeeting the proraotion director gave the

following inforraation:
M. The image of this Cultural Center should be a place
for local artists to perform.

In order to show the local

groups a standard of performance we should bring in outside,
Western, groups.
1. The types of promotion were:
a. providing raonthly raailings of posters and fliers'
to City Governraent offices (none to private dwellings)
b. advertising on radio.
c. advertising in the newspaper.
d. did not include television, it was too
expensive.
2. The 1986 budget was NT$108,000 (This equals approx.
US$2,700).
3. The 1985 budget was NT$2,000,000 (This equals
approx. US$50,000).
4. No study had been done to deterraine who the
audience was that attended the perforraances
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5. No season-ticket or perforraance series programs had
been discussed.
M. Afternoon they focused lights.
N. Dancers came in at 12:45 P.M.
0. The Ming Li light board raoved to the light booth at
12:53 P.M.
P. A repairraan carae in at 1:00 P.M. to repair a seat on
the first row.

This was the VIP row.

After repairing the

seats, or seats on the VIP row he left, even though there
were other seats that needed repair.
Q. While they were gelling the lighting instruraents on
the first electric they ran out of gel fraraes for the rented
units.

Gel frames of the wrong size were substituted.

Most

of the frames were too large for the fresnels so they were
bent, bowed in or bowed out, in the gel frame holder and
then taped into place.
R. Tentative light cues were set at 3:00 P.M.
S. There was a spacing rehearsal at 4:30 P.M.
T. At 6:30 P.M. the house staff arrived.
U. One set of doors was opened with the table at it with
two staff members selling tickets to the outside.

The other

doors to the theatre lobby were locked with dead-bolt key
locks.

The house opened at 7:00 P.M. and there was a large

rush of people that came in from the long line on the patio.
Only one door was unlocked to control the entry of people to
the theatre lobby.
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V. Maybe it should be recoraraended that the ticket agents
choose the "best seats" for the audience when it coraes close
to show time.

The long line at the ticket table was a big

problem to patrons wishing .to purchase the tickets.
W. I got called away to act as an interpreter for a radio
interviewer to interview the priraa ballerina.
interviewer spoke only Chinese.
Chinese to English.

The radio

Liu Shao-yu translated frora

The Technical Director translated frora

English into French.

The ballerina talked in French or

Spanish back to the Technical Director, who translated back
into English to Liu Shao-yu who spoke in Chinese into the
tape recorder for the radio interview.

Thank goodness that

I was not needed to help with any translation of
Chinese/English or French/English.

It was quite a lesson in'

the language barrier probleras that arise with foreign
talent.
X. After the interview I got back to the lobby in tirae to
see the ten to fifteen VIP patrons escorted into the theatre
to the front row.

They were sister-city eraissaries from

Ohio.
Y. The only indication that the show was about to begin
was that the National Anthem started to be played.

The

audience that was still coming in at 7:30 P.M. stopped in
their tracks and started to sing with the audience from the
lobby, and even frora outside on the patio.
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Z. As the audience started to sit down the house lights
were switched off.

This left raany audience raerabers trying

to find their seats in the dark theatre.

There were

approxiraately thirty persons that were standing in the lobby
that were now trying to find an erapty seat in the pitch
black theatre, plus the persons who had stopped on the sides
and in the aisles to sing the anthera.

Three or four persons

tripped up the stair since the aisle lights were not
lighted.

(I found out later that they had not worked for a

long tirae.)
AA. No exit signs were working.
BB. There were persons eating food and spilling drinks as
they tripped up the aisle.
CC. There were NO usher or aisle persons.
DD. The sound was not loud enough at first.

I think the

house amplifiers were turned off.
EE. Many of the patrons had brought their cameras to the
perforraance.

As soon as the curtain went up there was a

roar of caraera clicking and flashes were going off as if it
were a news conference.

At the first break in the action an

announcement was made for the picture taking to cease.
cameras and flashes kept going off.

The

At the next break in

the action another announcement was made, this time the
audience applauded.

The announcement must have made the

picture takers loose face because there were very few camera
clicks heard for the rest of the night.
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FF. The lights blinked or fluctuated as if there were
voltage drops.

(Later I learned that this was a problera

with the Ming Li light control board.)
GG. There was a problera getting the curtain to lower on
cue.

(A coramunication problem)

HH. During intermission the air conditioner was turned
on .
I I . The lobby doors to the outside were still dead bolt
locked.
thera.

Only personnel with building keys could
T h i s , I discovered, was standard

unlock

operational

procedures .
JJ. Following

the Brussels Ballet perforraance was a

perforraance by local Chinese traditional dancers.
closing performance
group.

done especially for the visiting Ohio

The dancing was very

April 8, Panchiao:
A. We arrived

It was a

good.

The Ladder

Company

at 10:00 A.M. to watch load in.

"hanging around" for a while we discovered

After

that the company

was not going to arrive until after lunch. We walked
the building

and looked at the museum and library

around

to talk to

people and watch the people using these facilities.
B. At 11:30 A.M. we went to lunch at a sidewalk
pay

point and

restaurant.
C. During lunch I asked

company

the staff if the production

had sent any information about tonight's program or
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about their work.

The staff had only been told that it was

a hand puppet program by a French group, and that tonight's
performance was partially funded by the Panchiao Department
of Education's Elementary Levels Divisions.
D. After our lunch at 12:30 P.M. the corapany carae in to
drop off their gear and to have a quick look around before
they went off to lunch.
E. At 1:30 P.M. they carae back to start work.
F. At 2:00 P.M. they went to the booth to see what was
pre-focused .
G. 2:10 P.M. they started to build scaffolding to focus
the onstage lights frora.
H. Cloud Gate Workshop provided the staff electricians
for the tour.
I. No light plot was being used --just "raake do" lights.
J. The Ladder Corapany was given no inforraation about the
Cultural Center Theatres even though had they requested
sorae.

They arrived at the theatre and discovered only then

that what kind of a place they would be playing in that
night .
K. At 3:10 P.M. they started to focus the beara lights.
L. The New Aspects, the booking agency, had raade
arrangements with the United Hotel for a special price on
rooms for the visiting talent.
M. The Ladder Co. asked for sraall audiences of 100 or
less.

To accoramodate the audience they would perform as
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many as 4 times /night.

New Aspects booked thera into Sun

Yat-sen and other big halls instead.

Sorae said that they

were upset with the large houses and the lack of flexibility
in the New Aspect Agency.
N. There were many tickets sold to grade school children.
0. At 4:00 P.M. house and work lights came on.
P. Masking and set props were put into position.
Q. The sound check was to happen at 4:00 P.M., but the
sound technician did not go up to the booth until 4:15
R. The sound check finally happened at 5:15 P.M.
sounded awful.

P.M.

It

The girl was very nervous about the quality

of sound and about their ability to execute the many sound
cues involved with the show.
S. The size of the aquariura at center stage was not for
this size house (1 foot by 2 feet was too sraall).
T. By 5:35 P.M. they were getting testy about the sound.
Their disappointraent was showing.
U. The show started with the sarae front of house problems
such as only having one door unlocked, long lines, etc.
V. We were seated on the first row so I could not see the
house at all times.
W. This show was not a hand puppet show.
X. This show was not suitable for "family" audiences.
was theatre of the absurd and grotesque.

I am sure that the

Departraent of Education was not informed about the show's
content.

It
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April 9, Panchiao:

La Clown Korapanie

A. We arrived at 1:30 P.M., the scheduled arrival time of
La Clown Korapanie.
B. The crews were hanging black curtains to cut the stage
space down toward the downstage.
C. The new schedule was for La Clown Korapanie to arrive
at 4:00

P.M.

D. The Cloud Gate Workshop technician on the job had done
this show in Taipei and had a general idea of where the
specials and cues go.
E. We went to the desk in the office to talk to the staff
and find out about tickets.
F. This production was proraoted by the New Aspects
Agency.

The New Aspects Agency had use of the theatre

facility and would charge little or no expenses for bringing
the production to the Cultural Centers.
G. The Cultural Center at Panchiao had sold fifty seats;
New Aspects had sold ten or fifteen seats.
H. There had been little advertising about this prograra.
They were either a throw-away group, or some one had not
taken the tirae to work on gathering crowds.
I. La Clown Kompanie arrived at 5:15 P.M. indicating a
lack of comraunication between New Aspects Promotion Agency
and the Cultural Center staff.
J. The two actors set their props.
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K. It was hot in the house.
L. La Clown Kompanie said that they had been arguing with
New Aspects about money.

New Aspects agreed to pay for room

and transportation, but not any other expenses.
M. La Clown Korapanie just then started talking to the
Cloud Gate Workshop technician about cues.
setting any or rehearsing any cues.

They were not

Maybe they had worked

out cues the night before.
N. There was a very sraall audience.

Maybe 100 people

were in attendance. Most of thera were walk-ins at the door.
0. Maybe the audience was "show shy" after the Ladder
Corapany performance.
P. After the National Anthem there was an announcement to
invite all to raove down front to take any unoccupied seats.
This was because the audience was so spread out in the large
auditoriura.
Q. The production was absurdist like the Ladder Co. but
La Clown Korapanie was not pornographic like the Ladder Co.
R. The lobby doors were locked during the perforraance and
the exit lights did not all work.
S. No aisle lights were on.
April 21, Panchiao: CTV
Preparations for Taping
CTV, China Television, is one of the three television
stations in Taiwan.
A. We arrived at 1:00 P.M.
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B. Another lighting corapany had their lighting control
board in the house-left mezzanine aisle. This board would be
used for specific illuraination.
C. The in-house lighting board would be used for general
illuraination.
D. There were:
1. Two carbon-arc follow spots in the aisles up by the
light booth.
2. Three trees with fresnels in the house.

One on

either side of the house, and one at the center of the
house above the center entrance.
E. The stock set that included an orchestra platforra
level was being set up on stage.
F. The carpenters were installing plastic coated masonite
type sheets to the floor.
G. While walking through the stage house we discovered:
1. The crash bars on stageleft and stageright to the
outside were barricaded with two-by-two's and bailing
wire .
2. The basement hallway was being used for storage of
the kindergarten art display that recently had been taken
down from the art gallery in the basement of the other
w ing of the Cultural Center.
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April 22, Panchiao:

CTV Taping

CTV, China Television, is one of the three television
stations in Taiwan.
A. We arrived at 11:00 A.M. to discover activity
happening in raany areas of the theatre.
1. The carpenters were building a set frora platforms
that were previously stored on stage right.
2. The walls, constructed of two-by-two's and covered
with

plywood, were added to these platforras to raake walls.
3. The set, I was told, was that of a gangster's

offices .
B. On a walk around the theatre we discovered no costuraes
in the dressing rooras, but the eraergency doors were still
barricaded.
C. More cables had been hooked into the company switch
resulting in a maze of wires going down the hall and up to
the stage area through the air vent opening.
D. On the stage level there were many undressed cables
laying about the stage and in the aisles of the house.
(These included both sound and electrical cables.)
E. The Cultural Center staff broke for lunch at 11:42
A.M.

CTV provided lunches for the crews and Cultural Center

staff .
F. The Cultural Center staff was taking their after lunch
nap by 12:00 noon.
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G. At 1:00 P.M. the Cultural Center staff and CTV crews
started to prepare for the taping.
H. At 1:15 P.M. the audience that was waiting outside was
allowed to enter if they had tickets.

The tickets had been

given free of charge to those requesting one from the CTV
offices. They were not given out at the door.
I. Sorae of the audience tripped on the undressed cable in
the aisles.

The CTV crews did not give this rauch notice.

J. One caraera was blocking the the walkway on house left.
K. Another camera was blocking the steps on house right.
L. It was very difficult for the audience to raove about
the house .
M. The audience was flocking in fast and scrarabling for a
good seat.

Eventually one caraeraraan noticed this and took

his portable caraera off of the tripod and held it in his lap
leaving the tripod to block the steps.
N. As a whole the audience did not appear to care at all
for the condition of the theatre house.
1. Many of the audience came into the theatre with
lunches and snacks. (This included stinky tofu.)
2. They smoked.

Even the CTV technicians were smoking

in the house and on the stage.
3. They wiped their hands on the fabric of the theatre
seats.
4. They put their feet on the seats.
5. They were spitting on the floor.
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0. One lady fell on the stairs.

She slipped on food

scraps .
P. Two children also fell on the stairs.
running to get into their seats.

They were

They were excited about

seeing one of their favorite TV programs being video-taped.
Q. Sorae of the audience was wandering around on the
stage.

Children and adults alike were looking to see what

was there.

No one seeraed to want to stop thera.

R. An elderly lady fell asleep in her chair after eating
her lunch of stinky tofu and sorae aromatic sandwich.

She

awoke to discover that the child she had brought with her
was wandering around disturbing people.

She ran up the

stairs, grabbed the child, and returned the child to the
seat .
S. A child of about four years old did not want to leave
his seat for fear that he would miss something.

Eventually

the raother had to take the child to the toilet after he had
watered the seat.
T. The only apparent crowd control was to allow only
those persons in that had a ticket.

Mo further supervision

was given once they carae in from the outside patio.
U. The crowd talked and laughed throughout the taping of
the first skit.
V. As the carpenters took the setting apart to reveal the
variety, and singing-and-dancing

scenery, the audience had
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an intermission, the orchestra rehearsed, and raany persons
took out their snacks.
W. The second portion of the taping, the variety show,
was quite entertaining for the audience.

Most of the

audience appeared to be involved in the action on stage for
they refrained frora eating during the talent sections.
X. After the audience left the residue on the floor was
similar to garbage left after a rock and roll concert in a
colosseura.
May 1, Panchiao: Singing and Talking
Show Perforraance
A. When we arrived at 6:00 P.M., we discovered that there
were swarms of flies in the theatre lobby and in the house.
They were coming in through the open doors in the lobby at
the ticket table.
B. There were crew members setting up microphones and
adjusting lighting instruments.
C. There were three or four more broken seats.
D. The edging had come off of the house right stairs from
the lobby to the theatre.
E. Neither of the drinking fountains in the lobby worked.
F. Some of the talent arrived at 6:30 P.M. to rehearse
and get into costume.
G. The house opened at 7:00 P.M. and they were still
rehearsing on the stage.
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H. The house was littered with paper cups, cigarette
butts, snack wrappers, etc.
I. At 7:05 P.M. one of the staff came up from the lobby,
and discovered that they were still rehearsing on the stage.
Eventually the act curtain carae down.

The singer continued

to rehearse with the raicrophone and talk to the sound
operator through the sound systera.

This continued until

7:12 P.M.
J. The air conditioner was turned on at 6:30 P.M. and it
was working well.

However, the flies were still buzzing

around.
K. An audience raeraber threw down a sraoldering cigarette
on the stairs going into the house.
L. An intercora line was added to the first row in the
house .
M. Most of the audience appeared to be in their teens.
N. Two woraen appeared in nice dresses, found the seats
they wanted, slapped the cushions to get the dirt off before
sitting down.
0. There was a lot of food brought into the theatre.
P. The lobby doors were locked during the perforraance and
the exit lights did not all work.
Q. No aisle lights worked.
R. The toilets in the lobby were still unkept.
S. Some of the sponsors were handing out programs in the
lobby.
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T. Before the performance started a young man that was on
leave from the array carae over to practice his English with
rae. Among the topics that we discussed was his opinion of
the Cultural Centers.

When asked what he thought about this

Cultural Center at Panchiao his response was that the people
were very fortunate to have such a place, but they should
get a new one before long.

I wonder if this says anything

about the idea of a "disposable society" taking root in
China?
U. Before the start of the perforraance an announcement
was raade to ask everyone to raove down to erapty seats.

About

three-fourths of the audience carae down to erapty seats in
the front section.
V. There were many flash caraera going off, but not as to
be as distracting as during the Brussels Ballet.
W. There was a new sign in the lobby that was interpreted
as saying "the show is in progress use the side doors to
enter the theatre."
X. A technician went onto the stage through the house and
up the stairs to the stage in the middle of a song.
Y. The show used mirrored balls, chaser lights, a disco
motorized gobo projector, and siraple flashing rock and roll
lighting during the singing and dancing portions.
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May 25, Panchiao: National Institute
for the Arts Dance Show
A. We arrived at 6:30

P.M.

B. There was a sraall line outside on the patio.
C. Sorae iraproveraents had been raade in the lobby.
1. A statue had been raoved.
2. The wall had been painted
3. One of the water fountains was working with a new
filter on it.
4. The step capping on the house right stairs to the
house frora the lobby was replaced.
D. Cobwebs still filled the windows in the lobby.
E. Frora 7:00 P.M. until 7:25 P.M. only persons with
tickets were allowed to enter the lobby.

The show was free

to the public and no reserved seating was marked on the
tickets; however, sorae were marked as VIP seats.
F. At 7:25 P.M. patrons not holding tickets were allowed
into the lobby ten persons at a time until all of the seats,
stairs, and aisles were full.

Truly a full house.

G. Food drink and cameras came into the house.
H. The technicians running the lightboard and sound board
were frora Cloud Gate Theatre Workshop.
I. The ushers were National Arts Institute students.
J. One of the ushers was to help with the seating in the
down center VIP reserved seating section.
no training.

She had little or

There were signs on standards that labeled the

87
area as reserved seating.

She pleasantly and shyly asked

persons without VIP tickets to raove. When the swarras of
people came in at 7:25 P.M. she panicked.

Waves of ten

people each, a lobby-width apart, came into the house.

Try

as she might with the audience, she soon lost control of her
section of the seating.

As soon as she realized that she

could do no more she picked up her sign and disappeared into
the next wave entering the house.
K. An American had VIP tickets.

When he returned frora

the lobby at 7:20 P.M. he found a student in his seat.

He

raotioned for the student to leave and said "teacher" in
Chinese.

The student got up and said that he was sorry.

The teacher got up talk to soraeone at 7:25 P.M.

As the

waves of people came in he tried again to regain his seats.
Soon, he threw up his hands and sat in the aisle with the
200 others.
L. The lobby doors were locked during the performance,
and the exit lights did not all work.
M. No aisle lights worked.

APPENDIX C
CASE STUDIES:

AT CULTURAL CENTERS

OTHER THAN PANCHIAO

This is a list of the entries raade while visiting
Cultural Centers in Taiwan other than the one in Panchiao.
The entries are observations raade on the date, at the
Cultural Center, and during the event in the title.
April 18, Sun Yat-sen: Belgiura Ballet
(Rock Ballet)
A. We arrived in the rain at 6:45 P.M., about fifteen
rainutes before the house doors opened.
B. We walked around the raemorial building to discover
that there was very high security present.

This included

plain clothed security in their white dress suits that made
thera stand out in the crowd, a center-for-security
operations van, and military guards armed with M-16's at
every door and entry way.

As we walked past the stage door

we watched as a lighting corapany's personnel were trying to
get three or four ellipsoidal reflector spotlights past the
very stubborn armed guards.

The lighting equipment may not

have been searched for security clearance.

There was a

heatedl argument between the technicians inside the building

1 This I can only speculate on because the Chinese
language often sounds very argumentative. However, hand
gestures and facial gestures have a universal language.
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and the ones outside with the two arraed guards standing
firraly entrenched between to prevent the equipraent from
entering through the stage door.
C. There were ticket takers on both sides of the
building, but not at the meraorial entrance.
D. There were two security guards at each of these
entrances as well as at the main entrance to the meraorial
hall.
E. There were police (men and woraen) that searched purses
and personal belongings, this also included urabrellas.
F. The museum guards were used as ushers.
G. There was at least one security guard and two ushers
at every entrance to the theatre house.
H. As we entered the ground floor entrance on house left
I asked one of the ushers where our seats were.

She

escorted us to our seats.
I. There were five television video caraeras in the house,
each one was equipped with a raotor.
1. One was at the center of the house raounted on a
six-foot tall, six-inch outside diaraeter pipe on the
raezzanine walkway.

This was an obstruction to the first

eight to ten rows of the section just above the
raezzanine .
2. There were four others, two on each side of the
house at each of the side portals.
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3. These acted

as both s e c u r i t y

raonitors

and sho w

monitors .
4. These were needed as show raonitors because the
sound and lighting booths were on the side walls on
opposite sides of the house.
J. There were also security guards stationed in each of
the booths.

They could be seen through the booth windows.

K. There was eraergency lighting.
L. The aisle lights were not on.
M. The open-of-the-show sequence was started at 7:30
P.M., right on tirae.
1. The National Anthera was announced and played after
all stood .
2. The house blinked twice.
3. There was a one rainute hold as audience members
that were still at the doors went to their seats.
4. During this hold the Vice-President entered frora
the lower house right entrance.
5. The house lights blinked again.
6. Then the house lights did a five count fade to a
very dark theatre.
7. None of the Exit lights were lighted.
N. The performance was a Rock Ballet that had raodern
scenery and lighting and very loud sound, though not as loud
as raost rock-and-roll performances in the United States.
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0. The theatre had clean rest rooms.

These were the same

that served the museum.
P. There were major torn spots on the carpeting in the
aisles.
Q. The first front of house lighting beara was at a very
steep angle to the stage.
R. The side ports had what looked like plastic over them
that glowed with the colored lights shinning through them.
S. All doors were locked to the outside of the building;
however, there was a security guard and an usher stationed
at each.

April 27, Ching Li:

Taiwanese Opera

A. We arrived at approxiraately 2:30 P.M.
B. The theatre lobby was well arranged and nicely
decorated .
1. It had a wheelchair rarap.
2. The no wax flagstone floor was of warra colors.
3. A bronze mural about twenty-five feet long and six
feet tall filled one of the walls.
4. An art gallery was to the left.
5. An unused space of equal size was to the right.
6. The main glass doors had radar openers.
7. There was a balcony that allowed one to see up to
the second floor lobby area.
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C. The walls and floors were sweating with all of the
moisture in the air.
D. The air conditioner had been run for three days
straight to check it out.

Now that it was off the cold

building was sweating in the warra air of the afternoon.
E. The Taiwanese opera group was setting up the staging
for their show.

It was of raetal scaffolding and trusses.

F. The sound was provided by the local Cultural Center as
a part of the booking arrangeraents.
G. The theatre house was built with the lower house seats
at less of a rake than the upper house.

A walkway separated

the two parts of the house.
H. The seats were very nice and comfortable.
I. The carpeting in the house had serious stains.
J. There were aisle lights built into the risers of the
steps but many were not working.
K. There was no apparent emergency lighting
L. There were lighted exit signs, but many did not work.
M. The front of house beam lighting positions had squares
for the ellipsoidal reflector spotlights to shoot through.
N. There were trees hung on the side walls for side
washes.
0. The stage was a strange mixture of ideas.
1. There were three floors of balconies on stage right
and stage left that had pipe railings for side lighting
to be hung on.
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2. The orchestra shell blocked the lighting positions
of the top two railings when it was flown up on its
winches.
3. All of the electrical and curtain batten s were on
motor winches.
4. The men's chorus dressing room was on stage right.
5. The women's chorus dressing roora was on stage left.
6. A wall ran across the back of the acting space that
was decorated with wooden charafered panels with designs
that raatched the ones on the orchestra shell.
7. The loading dock door was upstage of the wall.
8. The loading dock was raraped down to the height of
the sraall trucks used in China.
P. The light and sound booths were in the front of house.^
1. There were two stage lighting control boards.

This

raeant that it would take two light board operators or one
very fast presetter .
a. One lighting control board was for the circuits
on stage behind the prosceniura wall.
b. The other lighting control board was for the
front of house circuits.
2. The light booth was sweating from the humidity in
the building.

Rust was showing in the screws and other

raetal parts in the dimraer racks.

If rust was showing on

these places then the remainder of the electronic and
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mechanical parts could have been rusting as well.
Humidity was reducing the life of the equipment.
3. The sound booth had state-of-the-art equipment.

It

was in a separate room.
Q. There was only one stage technician assigned to this
building.

If a volunteer could not be found to help with

setups then sometimes a secretary or a custodian had to
help.

On the books, the secretaries were in the same job

classification status as the stage technician.

So, the

secretaries were also technicians, soraetiraes.
R. Soraetimes performances were scheduled so that
volunteers could run the shows.
S. We came back at 5:30 P.M. to watch the students put on
their makeup.
1. All of the group used one dressing roora to apply
their raakeup.
2. When there was not enough roora the actor went on
stage and leaned a hand rairror against a trunk.
T. The house crews arrived at 6:30 P.M. to set up for the
selling of tickets.

A big crowd was expected.

1. There was one ticket taker.
2. There were three persons selling tickets.
3. There were two volunteer ushers on house left and
one on house right.
U. The ticket booth was a table set in an opened door.
They were selling tickets to the outside patio.
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V. The ticket taker was accepting tickets at a single
side door near the wheelchair ramp.
W. All of the other doors were dead bolted shut.
X. The audience was well trained to put out their
cigarettes in the lobby before entering the house.
Y. The men's toilets were stinking and filthy.

They did

have a forced-air hand dryer, but it was out of order.
Z. There were six raen sitting in the erapty roora on house
right.

They raight have been custodians who were not well

supervised.
AA. The cloak roora was used for boxes.
BB. An underground parking lot was under the building,
but it had a raajor water leak problera.
CC. The walls were fabric-covered reraovable panels that
had water stains.
DD. The show opened with a flying battle routine that was
very exciting.
EE. The perforraance was a typical presentation of
Taiwanese opera.

Except that it was being performed inside

a Cultural Center, and not outside a temple.
1. The amplified sound was loud enough to be heard by
passing busses.

It was much too loud.

2. The lights blinked on and off.
3. There was a motorized panarama backdrop whirling at
great speeds.
4. The fog was great!
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FF. Once the perforraance started the food and drink carae
out of the plastic sacks.

April 28, Keelung:

Taiwanese Opera

A. We arrived at 10:00 A.M. on a Monday raorning.
B. The front doors were locked and the Cultural Center
appeared not to be open.
C. After looking at the signs we found out that the
library was not open on Mondays.
D. We found the back doors open and a truck at the
loading dock.
E. The theatre was on the forth floor of the Cultural
Center.
F. The methods for raoving the scenery into the theatre
were via:
1. A freight elevator that was about eight feet wide
and twelve feet long.
2. A winch systera on I-beams that raised the scenery
along the outside of the building and then through a
large door.

The scenery would then be tracked along on

an I-beara a distance of twenty feet to the stage area.
G. The Taiwanese opera setting was almost completely set
up.

They were putting the finishing touches on it.
H. The initial reaction was that the theatre was of a

Western style and it had a large feel to it.
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1. There was a tall three quarter rap-around sky
cycloraraa.
2. The

lighting equipment was state-of-the-art.

3. There was a tall orchestra shell approximately
twenty feet tall at the back of the stage area.
4. The pinrail had a double purchased counterweight
systera located on the second level.
5. The lighting control board was a Strand Century
"Light Pallette".
6. There were dehumidifiers in both of the booths.
7. There was a sound hookup box in the house that was
connected to the controls in the sound booth.
8. The last row on the lower level had seats removed
so that a light board could be placed in the house.
9. The seats were nice and comfortable.
10. The floors were clean but they had no wax or
sealer on thera, so they still looked dirty.
11. The stage floor was a blond hardwood.
12. There was no turntable built into the stage floor
that was shown in the published literature about the
Cultural Center's opening.
13. The battens had safety paint on the ends.
I. Chung Li gave lighting and sound support to the group
last night .
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J. Today the company asked for the sarae technical
support, but the Keelung Cultural Center staff said that
they were not prepared to give the sarae quantity.
1. The company had thought that the sarae arrangements
had been made for every Cultural Center that they would
be performing in.

But, the sarae deal had not been raade

with Keelung.
K. There was poor coraraunications between the Cultural
Center and the Arts corapany.
L. The company truck went back to Taipei, fourty-five
rainutes away, to get the needed equipraent.
M. In the afternoon the driver called to tell them that
the truck had broken.

He did not know whether he could get

it fixed to arrive before the perforraance.
N. The Keelung staff did what they could to help with the
sound and extra lighting effects needed, but a lot of tirae
had been spent waiting on the truck to return.
0. Wireless raicrophones were found in town.
P. The following information was given in a discussion
with the Publicity Director.
1. They used the same forms of advertising that
Panchiao used.
2. They sold by the event not by the season.
3. They did not know who their audience was yet.
4. The ticket prices were set by the promoter of the
event, and Cultural Center had little control.

99
5. The events selection was done by the Mayor and the
Director of the Cultural Center.
6. There had been no in-house productions done. none
were planned.
7. The local social clubs soraetimes co-sponsored an
event, especially if the costs were too high.
Q. The house opened at 7:00 P.M.
R. Some of the part-time technical staff helped to seat
the patrons.
S. Because the first floor to the theatre was on the
fourth floor, the Cultural Center had its front doors
unlocked .
1. The theatre had the ticket table in the fourth
floor lobby.
2. The fifth and sixth floors also had entrances.
3. There were ticket takers and ushers on each of the
three floors .
T. On the first floor a man acted as a doorman.

He was

showing patrons to the elevators on either side of the
lobby.

After I left he snuck back behind an information

desk and sat down.
U. The aisle lights were on, but twenty percent were not
working .
V. The building was only eight months old, but many
things had shown up as poorly constructed.

A sink had
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fallen off the wall, and some marble had fallen off of the
walls.
W. The patrons once again brought food and drink into the
theatre.
X. The patrons were hot.

They were fanning with their

programs.
Y. The wireless microphones that had been found locally
did not work for most of the first hour of the performance.
Z. A sound check had not been done before the house
opened.
AA. The sound was at a theatre perforraance level not a
street theatre level.
BB. The forth floor lobby staff was very loud.

They

could be heard through the lobby doors in the theatre.
CC. As we walked through the doors to check out the lobby
we saw thera talking around the ticket table.
DD. A few rainutes later two persons walked through the
doors.

One of ushers saw thera at the last second and raade a

loud comraotion.

It was discovered that the two had tickets

and the ushers let thera pass on into the house.

May 7, Chunghua:

The Matchmaker

A. We arrived at the Cultural Center at 11:30 A.M.
B. We walked around the Cultural Center and viewed an art
exhibit in the raain lobby.
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C. We then went to the county/city office building that
housed the big theatre.
D. The main doors to the theatre were locked so we
entered through the backstage door.
E. The students were working on the lighting, for one of
the electrical battens was down.
F. The individual dressing rooms were at the back of the
stage.

Some had properties and scenery in them.

G. The lighting/sound control booth was on the second
level on stage right.
H. There was a TV surveillance camera mounted frora the
ceiling in front of the stage that helped the operators see
upstage out of their line of sight.
I. There was a very wide spiral staircase that lead down
to a chorus dressing roora.
the second level.

This sarae staircase went up to

There was only a ping-pong table down in

the chorus dressing room as furnishings.
J. The stage masking curtains were made of a parachute
like material and were Chinese red and orange.
K. The building looked very old and rundown.
L. There was one temporary theatre technician that was in
charge all technical aspects of the theatre.
M. The house walls had spun fiberglass panels with one by
two's to cover the gaps.
N. The lobby had a large bronze mural, and marble covered
the concrete columns and beams.
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0. The theatre had eraergency lighting installed.
P. The rest rooras were filthy with prolific fruit flies.
Q. We returned to the Cultural Center to talk to the
Performing Arts Division Director.
R. The following is information that was received frora
discussions with Mr. Liu, the Arts Division Director.
1. The Arts Division handled and recorded all bookings
of the perforraances of the Cultural Center with the help
of the Cultural Center Director.
2. There was a volunteer prograra.

(Chen Chin-cheng

said he would translate this into English.)
3. They used service groups to co-produce events.
4. If the big theatre was used, the Cultural Center
rents it frora the County governraent; but the Cultural
Center provided ushers and other front of house
personnel.
S. The Perforraing Arts and Proraotion Divisions were in
the sarae office.
T. The big theatre belonged to the County, but there was
a sraall theatre in the Cultural Center.
1. It was a very nice theatre with brown lattice on
the walls and dark blue lattice on the ceiling.
2. There were six or seven performances done in this
space each month.
3. The stage was small so it was restricted to small
chamber groups, or lectures.
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4. Four scoops provided the stage lighting.
U. There were many display areas in the Cultural Center.
V. That evening we discovered bats nesting at the tops of
the marble columns.
W. There were many volunteers handing out prograras and
taking tickets.

Since the seating was not reserved none

acted as ushers.
X. The house was dressed with local high school students.
Y. The house lights went off with circuit breakers.
Z. There were two caraeras with flashes.
AA. There were two hanging raicrophones to reinforce the
sound.
BB. I could hear the backstage telephone buzz.
CC. The house had raany bugs and raosquitoes flying in it.
DD. Late-comers stood at the side entrances until an
erapty seat appeared.
EE. Food and drinks carae out thirty-eight minutes into
the performance.
FF. There ^s-ere many three to ten year old children
running loose in the house and lobby.
GG. The side lobby doors were locked during the
performance and the exit lights did not all work.
HH. No aisle lights worked.
II. The front doors to the theatre remained unlocked and
open for fresh air during the performance.
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JJ. The side emergency doors were dead-bolted and
padlocked closed, the same as they had been all day.
KK. Most of the volunteers were at the back of the house
watching the show.

May 8, Tainan:

Tour of the Facilities

A. The Cultural Center had a Western appearance.
B. There were sculptures, fountains, and ponds outside
the brick buildings.
C. The lobby had a modern raural of rausicians, paintings
of rausicians and dancers, and large chandeliers.
D. The white raarble floor was in stark contrast to the
red brick covered bridge that went over the pond outside.
E. The theatre house was also Western in appearance.
F. It had three floors, with the first having a
continental seating arrangeraent.
G. There was a total of 2,162 seats in the theatre.
H. The lighting and sound booths had state-of-the-art
raodern equipraent.
I. The stage had both raotorized and hand operated single
purchased counterweight lines.
J. The fire curtain had a NT$5,000,000 embroidered mural
of Chinese musicians with a phoenix in flight above them.
K. The dressing rooms were very modern and well planned.
L. The entire Cultural Center was well planned.
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M. Other facilities in the Cultural Center included:
1. A snack bar.
2. A music library.
3. A children's reading roora.
4. Two large conference rooras.
5. An international conference roora (with
interpreter's booths at the back).
6. A Chinese culture art gallery.
7. Dance rehearsal rooras.
N. The Cultural Center was designed for rausic and rausic
oriented perforraances.
0. The performance we were to see had been canceled.
P. We talked to the fine arts consultant.

He gave us the

following information:
I

1. In the last six raonths there were seventy-one
shows.
a. Fourty-two were rausical perforraances.
b. Twelve

were draraatic presentations.

c. Ten were folk art shows.
d. Seven were dance shows.
2. They advertised as follows:
a. In local newspapers.
b. In local raagazines.
c . On the radio.
d . By fliers.
e. At local lectures.
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3. They were starting a mailing list with names frora a
visitors sign-in book and the local telephone book.
4. They selected their talent from:
a. Vidio taped audition or talent tapes.
b. Word-of-mouth from local travelers.
5. The part-time help was selected from the volunteer
program.
a. Each year ninty-six volunteers were enrolled and
of these only fifty were selected to help with at
least two events per month.
b. They raay serve as ushers, ticket takers, and
other front-of-house positions.
c. Or they raay help in other areas of the Cultural
Center such as in the music library.
6. There were no raeetings allowed in the theatre.
They had many raeeting rooras better designed for that
purpose .
7. The ticket money income went to the local
government.
8. There was a private maintenance and custodial
corapany that cleaned the building at 10:00 A.M. and again
at 2:00 P.M.
9. The entire facility looked very clean.
10. The Cultural Center paid for its local programs.
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May 9, Tainan:

Philippine Folk Arts

A. The front of house staff consisted of the following:
1. Two full-tirae Cultural Center staff that wore green
staff tags.
2. Five volunteers that wore yellow tags.
B. One of the volunteers was an engineer at an airplane
corapany.

He was very proud to be in the volunteer prograra.

C. No water fountains could be found in the building.
D. There were very few audience raerabers.
E. There was an announceraent tape played before the
performance that announced the following first in Chinese
and then in English:
1. No food or drink is allowed in the theatre.
2. Don't block the aisles.
3. In case of an eraergency stay calm and follow the
attendants instructions.
F. The pink and blue lights on the erabroidered fire
curtain look great.
G. During the performance a telephone bell rang many
tiraes in the sound booth.
H. During the performance a trip to the lobby revealed
the fact that the motorized security gate had been lowered,
covering the front entrance.

A trip to the house right

alcove showed that the crash bars on the emergency exit
doors were dead-bolted and locked.
to open the doors.

We could not figure how

While we were going to the house left

108
alcove a student wanting to leave asked us how to out to get
out; he looked very frustrated.

We said that we were not

sure, but to follow us and we would find a way out.

One of

the house left alcove doors was unlocked and standing open.
As we watched the student leave we saw the full-tirae
security officer and one of the staff raerabers standing out
side talking.

Chen Chin-cheng asked thera how long the gate

took to go up.

They did not know for sure.

I. We walked backstage and asked the in-house stage
raanager what he should do if there was a fire, or an
eraergency.

He said that he would contact the senior staff

meraber in the lobby for instructions.

The stage manager did

not know exactly where the senior staff meraber was, other
than in the lobby.
J. The security gate was raised at 9:19 P.M., just before
the perforraance was over .

It had been lowered to prevent

anyone from sneaking into a free perforraance.
K. The Philippine group traveled with a lighting
technician and a sound technician.
L. Sorae of the lighting equipraent was provided by the
Ming Li Lighting Co., who also sent along a technician to
keep track of the equipment.
May 12, Chung Li: Western Opera
(Selections From Mozart)
A. We arrived at 9:00 A.M., the time that the setup was
to start .
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B. On stage there was a single shaft of light frora a
ellipsoidal reflector spotlight.

Later in the day it was

discovered that a triac had blown in the "on" position.
This may have resulted from high huraidity in the building.
C. At 9:30 A.M. we were in the office talking to Mr. Gu,
the technician, and looking at pictures of the show that was
to be unloaded.

There was no set planned for, only property

pieces such as tables and chairs.
D. The technicians arrived in the office at 9:35 A.M.
They said that they had trouble finding the facility.
E. At 9:45 P.M. the theatre work lights carae on, and they
started to raove in.
F. They looked at the pre-hung lights to figure out how
to light the show.
G. They started to unload the trucks.
H. There was a stage set that had to be constructed with
raany walls and platforras.
I. They didn't know how to raove scenery into a theatre.
They were sliding the painted sides of flats across the
stage floor .
J. The technicians were students in the cast.
K. The lighting was set up for television lighting.

It

had been set up this way since CTV carae in last.
L. Then Mr. Gu was asked to bring in the first, second,
and third electric battens.
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1. This resulted in the battens being in the way of
the scenery, and they thus could not unload the trucks
efficiently.
2. Mr. Gu showed thera how to operate the winch
controls and went to take care of another problera.
3. The third electric carae down on and broke sorae
platforras stacked in its path.
M. Finally at 10:17 A.M., the black masking curtains were
raised for better visibility of the stage and to make roora
for putting the walls together.
N. The group was frora So Jow University's Departraent of
Music frora Taipei. They did not have to hire a technical
director for the lights and scenery.

Through political

connections the Array Workshop sent a technical director.
0. The second truck arrived at 10:45 A.M. It got lost.
P. The set was designed by the designer at Chinese
Culture University.
Q. If there was a problem on stage and Mr. Gu was busy
soraewhere else, the problem just continued until he could
return to the stage area.
R. There were no door-closers on the doors into the
theatre, so the doors slamraed.
S. At 1:40 P.M. they started to raove scenery out of the
way to focus lights.
T. At 2:40 P.M. they started an orchestra rehearsal that
was set up in front of the stage.
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U. At 3:30 P.M. the follow spot was moved to the top row
of the theatre.
1. There was no circuit planned for it by the
architect.
2. An extension cord was run out to the second floor
lobby.

The wrong type of plug was on the extension cord,

so the plug was taken off and the bare wires were pushed
into the convenience outlet.
V. We raet with Miss Lee who ran the publicity section at
Chung Li.

She gave the following inforraation:

1. The Arts section should select good programs frora
one of four sources.
a. Frora the Provincial Government's two seasons of
sponsored events.
b. Frora the Council for Cultural Planning and
Developraent's sponsored events.
c. Through articles or ads in the newspaper the
Cultural Center may contact the arts company.
d. The arts company may contact the Cultural Center
for a booking .
2. They had a volunteer prograra.
a. They advertised in the newspaper for volunteers.
b. The training was through an introduction raeeting
where they gave out job descriptions.
c. The ticket-takers, ticket-sellers , and ushers
w ere usually volunteers.
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d. A volunteer could see any event that he
worked.
e. The volunteermay be given a supper box, or a box
lunch if time was a problem.
f. If there was a discipline problera, the volunteer
was not scheduled to work the next event.
g. A good volunteer was noted in a newspaper
report.
3. No graduation cereraonies were allowed in this
theatre, only arts events.
4. The rental fee was NT$10,000 (US$250) per
performance.

Air conditioning was extra.

5. Before an event could be held the police raust be
informed of it in writing.

The notice raust be approved

by being stamped with the chop of the police office.
6. Every public hall should have a full-tirae security
official.

The budget was not large enough even to have

enough staff .

The law could not be fulfilled so they

looked the other way.
W. The house opened at 6:50

P.M.

X. The architect forgot outlets for the orchestra.
Y. There \-jas an extension cord running out into the
hallway from the orchestra area that was not dressed.
Z. The actors, orchestra, and crews were eating their box
suppers in the theatre.
AA. The ticket sellers were two music students
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BB. Miss Lee was there to help with the tickets that raay
have been sold at the Taoyuan offices.
CC. There were no ushers and no volunteers.

The event's

sponsors were told that there would be some.
DD. Some students had trouble finding their seats.
EE. The theatre was hot but there was to be no air
conditioner.

The key was not given to the Cultural Center

because the systera did not pass the inspection.
FF. There were four 35rara caraeras, raany flash cameras, and
one video camera.
GG. There was a projection screen set up to show the
Chinese translations of the opera during the show.
HH. The lobby doors were locked as the audience arrived
except the side door where the ticket taker was and the door
blocked by the ticket table.
II. The show started after a five rainute hold.
JJ. The patrons were getting hot for they were fanning
theraselves with the event's programs given out by the ticket
taker at the door.
KK. The telephone in the Arts office rang five tiraes.

It

could be heard from the house.
LL. There were two custodians sitting in the house in
dirty t-shirts sipping their tea while the stinking rest
rooras were collecting flies.
MM. There was a sign posted at the doors into the house
showing the rules.

One of the rules stated that no children
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under six years old should be admitted.

There were at least

twelve children under six years old in the audience.
NN. The lobby doors were unbolted at 9:15

P.M.

00. After the performance the outside lights were turned
off while the audience was still waiting for rides.

It was

raining.

May 14, Taitung:

Modern Music Sho w

A. The following is inforraation received during a
discussion with the Cultural Center Secretary.
1. Most of the people who carae to the shows were
students .
2. They had had a few co-productions with the local
schools (school plays, recitals, etc.).
3. Araerican Institute in Taiwan had sponsored sorae
shows here.
4. They averaged ten events per raonth.
5. The shows were usually free.
6. They had sold tickets to only two shows.
7. There was a raajor problem sponsoring productions
because of the high cost of bringing a show to the south
end of the island.
8. Soraetimes they could co-sponsor a production tour
with other Cultural Centers.
9. The Cultural Center Secretary selected the events.
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10. They had about forty volunteers that helped in the
front-of-house areas only.
11. The types of publicity included:
a. Advertiseraents in newspapers.
b. Posters raounted on public sign posts.
c. Posters mailed to government buildings
d. Cars with loud speakers driving about the city
raaking announceraents in both Chinese and Taiwanese.
12. The staff in the different divisions were as
follows.
a. General Affairs Division had:
1) One sound technician.
2) One part-tirae technician.
3) Two electricians.
4) Three full-time custodians.
b. Proraotion Division had one lighting technician.
c. Performing Arts Division had:
1) Two secretaries.
2) No Division Director.
B. We went on a tour of the facility.
1. The theatre lobby was of unpainted concrete.
2. There was a ticket booth just inside the doors at
an information stand.
3. The raain entrance to the house was on the second
level.
4. There were side doors to enter the lower house.
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5. The balcony entrance was on the third level.
6. Like raost of the other Cultural Centers there were
broken and missing seats in the house.
7. The walls were of peg board.

The theatre had a

warm feel to it.
8. The light and sound booths were at the top of the
balcony.
9. The doorways to the balcony had oversized metal
doors.
10. The sound booth had a very large and complex sound
system.
11. The light board was a two-scene preset.
12. The house light controls were a series of
household-type dial diraraers, with no raaster control.
13. The lighting control board was sitting on a table.
It was difficult to see the stage through the window
because the bottora of the window was too high.
14. The sound board also was hard to see over.
15. All of the front of house lighting was 220 volt
plano convex lighting instruments.
16. The on-stage instruraents were also 220 volt.
17. Backstage there were no extra fly lines other than
the raasking and electrical battens.
18. There was a lot of wing space.

There was enough

space to tape out a badrainton court in the stage right
wings .
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C. The house opened at 6:58

P.M.

1. No aisle lights were on.
2. There was a video recorder with tripod in the
center of the house.

It had cords that were not dressed.

Sorae people later tripped on these cords.
3. The actors were punching and walking under the act
curtain .
4. There were two house lights dangling frora the
ceiling by their two wires.
5. No volunteers showed up to work tonight.
6. There were the two Arts Division secretaries and
five other Cultural Center staff raerabers raeeting the
audience this night.
7. The raain doors stayed open during the show, but all
other doors were securely locked.

This was a free event.

8. There were people coming in at 8:10 P.M.
9. The audience was allowed to enter the theatre lobby
until 8 P.M. with certain shows.
10. The show started at 7:30 P.M.
11. Many of the late-comers stood at the curtained
doorway behind the last row of seats on house right.
They were looking for seats.
12. There were many open seats on house left.

There

was no one telling them this.
13. Each seat was labeled with 12" letters on the seat
backs.

This raade it look like a baseball stadiura.
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14. The motorized curtain was loud and slow. It took
at least thirty seconds for the curtain to travel the
full length.
15. The doors squeaked very loudly.
16. There was a diraraer buzz going through the sound
equipment.

The group brought its own sound system.

17. The audience used flashlights that they brought
with thera to see down the steps of the aisles.
18. The audience was very well trained.

There was no

e

ating, drinking, or sraoking in the house.
May 20, Nantou County/Sui Li:
Singing Talent Show
A. The following inforraation was received in a meeting
with sorae of the staff of the Proraotion Division.
1. There was no Perforraing Arts Division.

The

Promotion Division handles those duties.
2. The Council for Cultural Planning and Development
and the Ministry of Education sometimes pay for events to
be perforraed here.
3. If they don't and the event is very good then the
Cultural Center sometimes sponsors it.
4. The Proraotion section plans which shows it may
sponsor .
5. They give their plan of events to be approved once
a week in a raeeting with the other divisions in the
Cultural Center .
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6. They have raade a list of all local talent and other
talent outside of the county that had, or raight perforra
here .
7. They have done a survey of their audiences and even
received about ten thousand raail-back cards.

But the raw

data reraains in a file drawer because they don't know
what to do with the inforraation.
8. The proraotion section had ten raerabers on its staff
that took care of all proraotional activities of the
perforraing arts events, the library and the rauseura.
9. There was one person that served the duties of a
stage technician that belonged to the General Affairs
offices .
10. There were also three raaintenance personnel that
helped, when needed, with the staging of shows.
11. There was a volunteer prograra that helps to get
the promotional information out to the county.
12. Most of the volunteers were teachers.
B. The theatre at the Cultural Center in Nantou City was
plain.
1. It had a nice lobby
2. The aisles into the theatre served as a smoking
area .
3. There was emergency lighting, but it was not
plugged in.
4. The tour was cut short.
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C. The theatre at the Cultural Center in Nantou City was
not were the performance was to be held tonight.

They moved

the performance to the city of Sui Li.
D. It was a white-knuckle bus ride to Sui Li.
E. The road was like one would imagine in Central
Araerica.

It had banana trees lining the raountain roadway

with hairpin curves.
F. The theatre in Sui Li turned out to be the high school
gyranasiura. (Now I can see how they did theatre before there
were Cultural Center Theatres).
1. The light board was connected into the 220 volt
hook-up above the urinal in the raen's roora at the
opposite end of the gyra.
2. The volunteers set up chairs and raetal stools on
the concrete gym floor.
3. The stage was built into one end of the gyra.
4. The light board was a series of six open wire knife
blade switches.
5. The sound system was a very large, complex, multispeakered, state-of-the-art "ghetto blaster."
6. The volunteers wore green golf shirts with a
Cultural Center syrabol on it.
7. There was smoking, eating and drinking.
8. The gate at the other entrance to the gym was
chained and locked with a rusty padlock.
9. There were two policemen present for security.
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10. Many had cameras.
11. As the audience showed up it becarae an unruly
crowd.
12. The show started on tirae, but the crowd kept
coraing.
13. The behavior of the children and young teenagers
was unlike any I had seen of a crowd while in China.
14. Sorae of the children were crying, others were
throwing chairs and stools, and still others were using
the favorite toy in a crowd, "the pea shooter".
15. The young greeted the changing talent with catcalls instead of applause.
16. The policemen had disappeared.

Where had they

gone?
17. The volunteers tried their best to control the
youngster s .
18. The audience kept coming and going between the gym
and outside .
19. They did more going than coraing by 9 P.M.
20. The show was a talent show following the forraat of
a television variety show.
21. The audience that was left by 9:15 P.M. was truly
enjoying this prograra.
22. They were applauding and cheering each new act .
23. By 9:45 P.M. the hall was three quarters empty.
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24. The follow spot operator was really into the discotype lighting.

He provided a variety to the perforraance

that I had never realized was possible.
25. After the show there was picture taking,
handshaking, and a general feeling of goodwill.
26. As the volunteers stacked the chairs and stools
they were beaming with smiles.

They had pulled off the

first performance in this small mountain town in many
years .
May 22, Taichung County: Tour and the
Start of a Chinese Play
A. The theatre was very Western in style.
B. It had United States consultants in on the planning.
C. The equipment was raostly United States raade and the
feel of the theatre was that of a United States college
theatre in the Midwest.
D. There were araple electrical battens, dressing rooras,
equipraent, etc.

There was even a shop space just inside the

loading dock doors.
E. The lighting board was a Colortran board with two
floppy memory disks.
F. The sound system had everything needed for raost
touring shows.
G. The custodian lived in the box office and cloak room
area .
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H. The entire theatre needed a maintenance program
started before the building went into too rauch disrepair.
1. There were many water leaks sorae with raold in the
house, the stairwells, and the conference roora.
2. There were broken chairs.
3. The water fountains were not working and were
unplugged .
4. Sorae of the windows in the lobby were broken.
I. The Perforraing Arts Division Director selected
possible productions and presented thera to the division
directors and the adrainistrative staff in a raeeting.
J. There was no prograra for repair of equipment and
furnishings in the theatre.
1. The lighting board had probleras and neither a local
corapany nor any in Taipei knew how to repair it.
2. Some of the furnishings were in need of repair but
the raoney to repair thera was beyond the raeans of the
budget.
K. The house opened at 6:45

P.M..

L. There were two flagpoles with paint flaking off of
thera in the lobby.
M. The house was unkept.
1. The floor was dirty with raud stains.
2. The seat backs had covers on them, but many were
raissing or were half on.
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3. Not all of the emergency exit lights were working;
some were unplugged.
4. Many of the house lights were not working.
N. There was a raotor scooter blocking two of the locked
emergency exits.
0. The emergency stairwells were not marked or lighted
and were blocked with bicycles, a garden hose, and other
gardening equipment.
P. Only the front doors and the side motor-scooterblocked door were marked as emergency exits.
Q. The patrons that had picked up their free tickets to
tonight's performance previously were asked to get their
seat assignment at an outside window to the box office
before entering the lobby.
R. This had not been explained to thera and it created
sorae ill-will and bottlenecks in the line to the lobby.
S. The patrons explained this to each other and helped
each other out on this, though.
T. About twenty-five percent of the patrons could not
find their seats assigned to thera.

The seat nurabers were on

the backs of the chairs.
U. Ready or not, the performance started at 7:30 P.M.
with the National Anthem, a blackout, and curtain up.

APPENDIX D
THE OPERATIONS MANUAL

The subsequent six parts are the raain text of the
manual of operations for the Cultural Center Theatres in
Taiwan, The Republic of China.

This raanual was a synthesis

of the ideas that developed from the research discussed in
Chapters I and II.
Parts I, II, and III are introductory discussions about
the Cultural Centers and the audience.

Part IV deals with

the front-of-house operations of the Cultural Center
Theatres, and Part V presents operational suggestions for
the technical production area of these theatres.
Following the manual are the appendices that were
submitted as a part of the manual.

The names of the

raanual's appendices are listed under the titles of
addenduras.
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Part I:

Introduction to the Manual

Purpose of the Operations Manual
This raanual will help to organize a systera for the
manageraent

of the Perforraing Arts Division.

It can be used

to train the staff in a standardized raethod for perforraance
presentation and it offers solutions to many recurring
problems.

It offers suggestions for the training of the

audience as to accepted behavior in the theatre.

It also

gives exaraples of how to encourage the patrons and staff to
care for the facilities.
Much tirae and effort has gone into providing the
corapleted Cultural Centers.

The facilities are to be

raaintained, for raajor repairs are costly.

We won't soon get

a replaceraent .
Safety and eraergency procedures are a raust in public
areas.

Pre-planning and staff education can be the reason

for lives being saved.
The Cultural Centers have raade a major irapact on the
people of the Republic of China.

The perforraing arts have

been and will continue to be a part of the everyday life of
its people. It is hoped that this raanual will help to make
the whole event of going to the Cultural Centers a pleasant
and rewarding experience for all participants.
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Organization and Use of This Manual
This manual is divided into seven parts.

Their

descriptions are as follows:
Part I:

Introduction to the Manual.

introductory chapter .

This part is an

It is intended to explain the

manual's organization.
Part II:

Cultural Center Operations.

Included in this

part is a brief description of the organizational breakdown
of the Cultural Centers of the Republic of China with a
listing of each division's responsibilities.

A detailed

responsibilities breakdown is given for the Perforraing Arts
Division only .
Part III;

Selecting Perforraing Arts Events.

This part

includes ways to deterraine who coraes to the perforraing arts
events, how the events are chosen, and how they are
scheduled into the theatres.
Part IV:

Front-of-House Operations.

In this part is

given a breakdown of the front-of-house operations that
includes descriptions of responsibilities .

Listed in this

part and in the next are jobs titles for the many positions.
The rainiraum personnel that is now present at raost cultural
centers raay need to, for the short terra, be responsible for
raore than one job title and its responsibilities.
There are descriptions of policies and procedures used
in the ticket office, and promotion techniques.
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It is hoped that the part about house operations will
serve as a model for audience control.
Part V:

Technical Production Operations.

This part

includes job descriptions for all supervisory personnel
needed in the technical production areas for both in-house
and visiting productions.

There are also detailed

descriptions of the duties of the stage manager and
suggestions that raay be helpful for the daily operations of
the Cultural Center Theatres.
Part VI:

Eraergency Procedures.

We all hope that

eraergency procedures are not needed, but they raust be
planned in advanced.

Knowing what to do in a crisis

situation is very iraportant.

Pre-planning raay save lives.

Part II: Cultural Center Operations
The organizational structure of the Cultural Centers
are very sirailar.

Most have a Library Division, Museura

Division, General Affairs Division, Proraotion/Continuing
Education Division, and a Perforraing Arts Division.

Each of

these divisions has a Division Director to supervise the
activities of that division.

The Cultural Center Secretary

and the Cultural Center Director supervise the overall
activities of all of the divisions at the Cultural Center.
Next is an organizational chart of the Cultural Center
followed by a division responsibility breakdown.
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Division Responsibilities
The following is a brief description of the duties of
four of the divisions of the Cultural Centers.

A raore

detailed description for the Performing Arts Division is
included.

This listing is not to be considered conclusive.

The Library Division
This division shall:
1.

Take charge of the operations of the youth library,

adult library, and the periodical library.
2.

Supervise the operations of local raain and branch

libraries .
3.

Be responsible for storing books, periodicals and

other collections.
4.

Proraote library activities for the children.

The Museura Division
This division shall:
1.

Take charge of displays in the exhibition hall.

2.

Be responsible for the collection and storage of

county historical artifacts.
3.

Regulate the security and storage facilities for

all artifacts .
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General Affairs Division
This division shall:
1.

Maintain the physical plant.

2.

Maintain the grounds.

3.

Be responsible for all other duties not assigned to

the other divisions.
4.

Sub-Divisions for this division are as follows.
a. The Accounting Division will raaintain account

records .
b. The Personnel Division will be responsible for
staff .

Proraotion/Continuing Education Division
This division shall:
1.

Be responsible for the audio visual area.

2.

Establish classes, activities, and festivals for

the proraotion of the sciences, arts, and crafts of the
county.
3.

Promote all of the Cultural Center activities to

the county .
4.

Collect information on the cultural activities of

the county .

Duties of the Performing Arts Division
1.

The purpose of this division is to proraote proper

entertainment and raise the level of artistic expression.
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2.

Routine duties of this division are as follows.
a.

Central government will provide entertainraent

for local cultural centers.
b.

Local governraent can produce their own

productions of rausic, draraa, or dance.
c.
perforra.

Local perforraing groups shall be encouraged to
All local perforraing groups need to

apply to the local Cultural Center for approval to
perforra.
d.

The Perforraing Arts Division helps and

assists all kinds of local perforraances.

This

support includes other perforraance spaces
besides the Cultural Center Theatre.
e.

Local school talent groups will be encouraged

to perforra in the Cultural Center.
f.

Talent contests will be held.

The winner(s)

raay perforra in the Cultural Center.
g.

Talented or scholastic persons will be

encouraged to lecture in the Cultural Center.
h.
3.

Present other activities as desired.

The lighting, sound, equipraent, and all support

facilities of the theatre are to be maintained by the staff
of the Performing Arts Section.
4.

The Performing Arts Division staff shall offer

their services to visiting performance groups and assist
them in their needs.
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5.

The theatre is the place for the local artistic

groups to use for meetings and symposiums.

The Performing

Arts Division will assist them in the promotion of artistic
activities.
6.

A selection comraittee will be gathered by the

Perforraing Arts Divisions.

This selection coraraittee will be

organized to plan and select the events to perform in the
Cultural Center Theatre.

Part III:

Selecting Perforraing Arts Events

Audience Profile
Marketing strategies used by the business world started
to be used by the United States non-profit arts
organizations in the middle 1970's.

It was discovered that

business concepts used to determine potential consumers and
profiles of present consuraers could be used for the arts.
The selection process that a perforraing arts patron
uses to select entertainraent is very similar to that used by
consumers of any product in the market place.
deterraines a need for a product.

The consuraer

Then the consumer

determines which product has the most good qualities for the
most reasonable or fair price.

This sarae process is used by

both the consumer of a new shirt and a patron of the
performing arts.
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This is simply put, for there are many factors that a
consuraer of a shirt or a patron of a perforraing arts event
uses to deterraine which product to buy.
include:

Such factors

1) styles of the day, 2) who raade the shirt or

program, 3) image of the product, 4) corafort while using or
viewing the product.
Therefore, it is helpful to know and understand as rauch
as possible about the present and future audiences of the
performing arts.

Who are the present consuraers of the

perforraing arts?

What segraents of the coraraunity do they

corae frora?

Why did they purchase the tickets?

think of the present production?
audience?

What do they

Who is the potential

How can they be better served?

These are just a

few questions that, hopefully, raay be answered when a
description of the consuraer of perforraing arts events is
discovered.

This is called the profile of the audience or

the audience profile.
The questionnaire is an iraportant communication tool
used as a feedback link between the performing arts
sponsors, performers, and patrons.

If the questionnaire is

used and designed correctly, it can be given before and
after the production.

This could be a useful tool to

determine if the patron's expectations of the event (why
they spent the time, energy, and money to purchase the
tickets and go to the show) are comparable to what they
received from the production.
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The questionnaire can also be used to deterraine the
target raarket for different types of events and the
potential audiences for all perforraing arts events.
Different prograraraing can be developed or proraoted for the
various segments of the total potential audience.
Business techniques for discovering more about the
consumer, the audience profile, not only can be used to help
the theatres with poor attendance, but also can be used by
those with good attendance.

This will keep the type of

productions and their quality equal to the expectations of
the patrons of the arts.

Saraple of Findings of a Previous Survey
During 1983-84, Mr. Yi-Lang Lin and Dr. Wu Jing-jyi did
a study to discover the values and life styles of the arts
audience in the Taipei area.

Questionnaires were

distributed randoraly at the entrance of two of the raost
popular theatres in Taipei.

Four hundred and thirty-six

subjects returned questionnaires.
Most of the audience was feraale (67.7 percent), and
under 26 years old (79.9 percent); only 4.9 percent were
over 36 years old.

Most were unraarried, and 52.5 percent

came from families with monthly incomes between NT$20,000
and NT$45,000.

They came to the performance either by bus

or on foot (90.3 percent).

The majority were either college
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students or college graduates (84.5 percent), and of these
60.8 percent were college students.

Conclusions
The conclusions that can be drawn frora this survey are
many.

To summarize them, even though the potential audience

included all the persons of the Taipei area, the raajority
were students.

Students, therefore, are a large portion of

the target audience.

The college student is a large segraent

of the target raarket.
The advertising for the productions for these theatres
raay have been responsible for the type of audience
attending.

This information was not studied.

However, of

those in attendance , raost were unmarried, female college
students under 36 years of age whose family income was
between NT$20,000 and NT$45,000.

Other surveys may find

similar results.
The following are subjects and questions that may be
included in surveys that are developed for use by the
Cultural Centers.
1. The survey could gather specific information about
the persons' age, sex, marital status, religion, education,
major field of study, income, and occupation.
2. The survey could ask general questions about living
location, transportation mode to the performance, number of
shows attended this year, performing arts training.
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raerabership in an arts organization or club, distance
traveled to tonight's show, type of preferred entertainraent,
and the forra of advertising that gave inforraation about this
show.
Not all of the topics are appropriate for all surveys.
These are listed to give an idea of possibilities.
survey should have a focus, or reason.

Each

A survey should not

be given for the sake of giving a survey.
There raay not be sufficient staff at the Cultural
Centers to do an audience survey, or the details raay be
beyond the training of the staff.

A solution to this

problera raay be to use the resources of persons trained to
conduct surveys.

It raay be possible to use the training of

an upper-level humanities or social science graduate
student, or an instructor to help develop such a survey.

Booking the Events
At the present time there are three methods that are
being used for booking events into the Cultural Centers.
These event bookings are all contingent upon funding by
private or public money prior to performance.
1. An artist or performing arts company informs a local
cultural center that they have a desire to perform before
the comraunity.

The local Cultural Center then books the

event directly with the artist or performance company
through local funding.
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2. The Council for Cultural Planning and Development or
the Provincial Government informs the Cultural Center of
government sponsored events.

If the Council for Cultural

Planning and Developraent sponsors the event, support funding
is provided by CCPD, the Provincial governraent, and the
local government.

If the Provincial Government sponsors the

event usually one-half of the support funding is provided by
the government and local funding is found before booking the
event.
3. The local Cultural Center produces the event inhouse.

All of the production expenses are supported by

local funding.

These events are usually local non-

professional talent.

Events Selections
Many cities have Events Selection Comraittees similar to
the one in Taipei County at Panchiao.
six raerabers or more.

This committee has

The raerabers include specialists or

professors of rausic, theatre arts, dance, children's
education, and social education.

Also, there are

representatives from the Performing Arts Division and the
local government.
There are three factors that are used by this committee
to determine the selection of events.
1. The quality of the events.
2. The quantity of the events.
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3. The costs of the events.
This has proven a productive raethod of selecting
events.
All cultural centers send a representative or
representatives to a raeeting with the Provincial
Governraent's Departraent of Education.

It is here the

Cultural Centers can select which events sponsored by the
Education Departraent that they want to schedule for their
offerings.

Fine Arts Festivals in Taiwan
There are major arts prograras that are seasonally
available to the island's cultural centers.
1. The Provincial Governraent , through the Department of
Education, sponsors arts festivals in the spring and fall.
2. The Council for Planning and Development sponsor a
National Arts Festival in the fall, usually in November.
3. New Aspect has an International Arts Festival that
takes place in February, March, and April.
4. Taipei County sponsors the Taipei Arts Festival that
takes place September through October and is sponsored by
the City of Taipei's Department of Education.

This same

type of event is also sponsored by many city governments
throughout Taiwan.
5. The Central Government, through its Ministry of
Education, sponsors Promotion of the Arts Education Weeks.
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These weeks may take longer than seven days to produce the
events.

There is a Promotion of the Arts Week for each of

draraa, music and dance.

Most of the talent for these events

coraes frora the university students, but they do use raany
amateurs from the comraunity.

Most of the prograraraing is

experimental in nature.

Part IV: Front of House Operations
Of all of the areas of the performing arts, the front
of house has the most personal one-to-one contact with the
audience.

It is necessary for the Cultural Center staff to

present the image of a positive, well-trained, serviceoriented organization .

It is the responsibility of all of

the Cultural Center staff to provide for the safety,
comfort, and convenience of all of the audience so that they
raay enjoy the event of going to the theatre.
This chapter includes an organizational chart, and then
gives a suramary of many of the duties and responsibilities
of the front-of-house operations.

There are suggestions

that encourage the staff to treat the audience as though
they are guests.

One such suggestion is to invite the

patrons into the lobby before the opening of the house to
allow them to purchase the tickets at the box office, meet
with friends, and prepare for the performance in the
climate-controlled

lobby area.

Actions such as thiswill

present a positive image for the Cultural Center.
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Job Descriptions

Events Coordinator
The Events Coordinator for the Cultural Center is
responsible for coraraunications with the staff of any
incoraing event to consult on their needs, and to provide
advice.

The Events Coordinator is to provide inforraation

about the location of the Cultural Center's Theatre and
furnish a theatre floor plan, side section, rigging plot,
seating charts, and a description of the support facilities.
The Events Coordinator is also to negotiate all details
concerning the Cultural Center's support of equipraent,
personnel, ticketing, and other services, in addition to
charges prior to the signing of the booking contract.
needs shall be clearly understood and in writing.

These

The

Events Coordinator shall see that all needs are relayed to
and provided by the various sections within the Promotion
and Performing Arts Division by working directly with the
Supervisor of Technical Production, House Manager, and
Business Manager.

The Events Coordinator shall maintain all

files and records of events, and distribute current and
annual schedules of weekly and monthly events as needed.

Business Manager
The Business Manager is responsible for all business
functions of the Cultural Center Theatre.

These include all
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business correspondence, ticket sales, financial
transactions, supervision of the petty cash fund, and the
office budget.

In addition, the Business Manager is

responsible for the security of the ticket office. The
Business Manager will be farailiar with all Cultural Center
and city policies and procedures governing business
activities of the Cultural Center.
Ticket Agent
The Ticket Agent's duties are to handle all ticket
transactions, answer the phone when the ticket office is
open, accept ticket reservations, sell tickets, prepare the
daily audit, issue refunds, and exchange tickets.

While on

duty, the Ticket Agent is also responsible for the security
of the cash and tickets in the ticket office and the orderl}*
raaintenance of the ticket office.
Proraotion Director
The Proraotion Director is responsible for the design
and execution of all promotion carapaigns for the Cultural
Center Theatre events.

Duties of the Promotion Director

include the supervision of the promotion team, the
supervision of the promotion budget, and the preparation of
all news releases, public service announcements, mailings
and posters, plus all other promotion activities not
specifically

raentioned.

It is the responsibility of the

Proraotion Director to ensure that all material issued from
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the proraotion office is factually correct and of the highest
possible quality.
To assist in the execution of his duties, the Proraotion
Director raay recoramend to the Performing Arts Division
Director the training of a volunteer proraotion crew.

Security Coordinator
The Security Coordinator has the responsiblity of
planning and organizing all security operations for the
Cultural Center Theatre.

The Security Coordinator

recoraraends security raeasures for the Cultural Center that
will reduce problems of theft, vandalisra, etc .

The Security

Coordinator meets with all incoming or potential events'
producers to determine security needs and costs for each
event.

If the event's security needs require additional

help, volunteer security personnel are trained and
supervised.

The Security Coordinator attends events and

performs the duties of security manager.

Front of House Policies and Procedures

Ticket Policies and Procedures

The Ticket Office
The ticket office is one of the first contacts a patron
has with the Cultural Center.

Great care must be taken by
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all staff and volunteers in and around the ticket office to
present a positive iraage.

Ticket agents are to dress

appropriately for raeeting the public.

They are to be kept

up to date as to scheduling and other procedures at the
Cultural Center for they will often be asked general
information questions.

All staff, especially box office

personnel, are to be briefed as to the type and content of
up-coming events.
Pre-Sale.

Before tickets go on sale the following raust

be considered:
1. A price breakdown of the various seats in the
theatre raust be decided upon prior to the printing process.
This breakdown of ticket prices will deterraine the nuraber of
tickets with the various prices.
2. The tickets need to be designed with the correct
dates, tiraes, narae of show, location, prices, seats and
rows .
3. Proof sheets are presented to the Business Manager
and Performing Arts Division Director before a production's
tickets are printed.

This will save the time and money

needed to re-print the tickets.
4. Once the tickets have been printed they are
processed through the tax office.

After tax payment is

assessed and stamping has been completed the tickets are
returned to the Business Manager for further processing.
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5. If seat and row assignments were not printed on the
tickets this is done now by machine or by hand.
6. A seating chart of the theatre is prepared showing
the ticket prices for the areas of the house.
7. (For in-house productions) Staff tickets are
reserved for the director, designers, choreographer and
other necessary production personnel.

These tickets are to

be held in the ticket office until curtain tirae.

If a staff

raeraber does not wish to use the tickets for a particular
perforraance the box office is notified as soon as possible
so that these tickets can be released for sale.
8. Six emergency tickets will be pulled for each
performance before tickets go on sale.

These tickets are to

be used by the ticket agent on duty at curtain time to
correct any ticketing errors which may have occurred
9. The House Manager will make arrangements with the
Ticket Agent as to the number of house seats that will be
needed for the ushers at each performance.

These tickets

will be pulled and given to the House Manager when the
usher's name tags are picked up for each performance.
10. If tickets will be sold at branch ticket booths such
as book and department stores a master chart showing which
tickets are to go to each location must be made.

A seating

chart for each branch office showing tickets for their
distribution accorapanies the tickets.

The Business

Manager's telephone number at the Cultural Center's
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Performing Arts Division also is listed on this chart for
easy reference.
Procedures for Opening and Closing the
Ticket Office
When Opening the Ticket Office, the Ticket Agent will:
1. Obtain the change/cash fund from the Business
Manager and go to the ticket office.
2. Count the change/cash fund and divide it, as needed
for multiple events ticket sales.
3. Clean and neaten the ticket office as needed.
4. Open the ticket office window.

When Closing the Ticket Office, the Ticket Agent will:
1. Close and lock the ticket office window.
2. Complete the daily audit for each event's ticket
sales .
3. Clean and neaten the work area.
4. Return the change/cash fund and daily audits to the
Business Manager so that the money can be put in the safe,
and the daily audit form can be filed.
5. Secure the ticket office.
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Window Sales Procedures
When a patron comes to the ticket window to buy
tickets, the Ticket Agent will:
1. Help the patron select the seats that he desires.
The seating chart can be a useful aid to show the patron the
seat's relationship to the stage.
2. Find the ticket(s) and check the date, seat, and row
nurabers on each.
3. State the nuraber of tickets to be purchased, the
perforraance dates, tirae of the perforraance, and the total
price of the tickets.
4. Take the patron's money and place it beside the
change/cash fund container.
5. Hand the patron the tickets, repeating the number of.
tickets and performance date.
6. If necessary, make change.
7. Thank the patron and repeat the performance time.
8. Place the money in the cash fund.

The Ticket Agent(s) shall remember the following:
1. Always be courteous.

Keep each transaction as brief

and efficient as possible.
2. Every seat in the house is a "good" seat .
3. Double check every transaction.
transaction at a time.

Handle only one
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4. When making change:
a. Don't give out the tickets until you receive
the money.
b. Leave the patron's money on the counter until
the patron receives the change.

Change/Cash Fund
At the beginning of each day the Ticket Agent starts
with a sufficient change/cash fund.

When tickets are on

sale simultaneously for raultiple productions the change fund
will be divided between thera so that each will have a
starting fund.

Cash frora raultiple ticket sales raust be kept

separate at all times.
The change/cash fund must never be left unattended.
When not in use, all cash will be stored in a secure place,
such as the theatre's locked safe.
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DAILY BOX OFFICE REPORT FORM
Date
Production/Event
Beginning Cash Fund

$

Ending Cash:
Paper Currency
$1000
$500
$100
$50
$10
Sub-Total $
Coins :
$10
$5
$1
Sub-Total $
Total Cash on Hand

$

Nuraber of Refunds #
Nuraber of Exchanges

#

Difference
in price $+
$-"

Total Cash on Hand
Minus Beginning Cash Fund
Minus Refunds
Plus or Minus Price Difference from Exchanges
Total Ticket Sales
Total

$"
$"

$
$"

X #
X #
X #
X #
X #
X #
X #
X #

</>

$
$"
$"
$"

II

II

Ticket Sales:
Ticket Price x Quantity sold =
=
=

$
$

$_
$_
$
$_
$'

$

= s
=
=
=
=

$
$
$
$

Total Ticket Sales $_
Return with any Credit Memos to Business Manager
FIGURE 3. DAILY BOX OFFICE REPORT FORM
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Refunds and Exchanges
At the present there are no refund or exchange
practices in effect.

If in the future refunds and exchanges

are raade possible, the following guidelines raay be used.

Refunds
The purchase price of a ticket raay be refunded by 5:00
P.M. on the day of perforraance.

After that tirae, tickets

may not be accepted for refunds except in the case of a
patron who finds a production of the Cultural Center
unsatisfactory and requests a refund.

If there is a refund

for unsatisfactory production or service, the Perforraing
Arts Division Director sends an apology letter and follow up
as needed.

Negative word-of-raouth advertising may have a

great impact on the image of the Cultural Center.
Refund Procedures.

To refund a patron's raoney the

Ticket Agent shall:
1. Discuss the reason a patron wishes a refund.
2. Take the tickets a patron wishes to refund.
3. Have patron complete the top section of a "Refund
Credit Merao"; then the Ticket Agent corapletes the bottora.
4. Have the House Manager or Business Manager approve
and sign the "Refund Credit Memo".
5. Attach the ticket to the audit stub and stamp
"refund" on the back.
6. Give the patron the refund.
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Exchanges
Patrons raay exchange tickets for other perforraances or
another seat as long as there are tickets available.

No

exchanges may be made on the evening of a perforraance for
tickets to a later perforraance.
Exchange Procedures.

To exchange tickets the Ticket

Agent shall:
1. Find the seats that the patron wishes to exchange
tickets for using the seating chart for the appropriate
perforraance .
2. Take the ticket the patron wishes to return and look
at the price.
3. Attach the ticket to the audit stub and stamp
"Exchanged" on the back.
4. If any money must be returned or received an
"Exchange Memo" raust be filled out.
5. Find the tickets desired and reraove the audit stub.
6. Repeat the date and give the patron the tickets.
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REFUND CREDIT MEMO
To be filled out by patron:
NAME
ADDRESS

TELEPHONE

REASON FOR REFUND

SIGNATURE OF PATRON

To be filled out by the Ticket Agent
PERFORMANCE DATE:
ROW AND SEAT NUMBERS TURNED IN

NUMBER OF TICKETS:_
TICKET PRICE:

$_

TOTAL REFUND:

$

SIGNATURE OF TICKET AGENT
SIGNATURE OF BUSINESS MANAGER

FIGURE 4. REFUND CREDIT MEMO
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EXCHANGE MEMO

To be filled out by the Ticket Agent
ORIGINAL TICKETS INFORMATION
PERFORMANCE DATE:
NUMBER OF TICKETS:
TICKET PRICE:

$

ROW AND SEAT NUMBERS TURNED IN

TOTAL $

EXCHANGED TICKETS INFORMATION
PERFORMANCE DATE:
NUMBER OF TICKETS:_
TICKET PRICE:

$

ROW AND SEAT NUMBERS EXCHANGED FOR

TOTAL $_
TOTAL DIFFERENCE $

SIGNATURE OF TICKET AGENT

SIGNATURE OF BUSINESS MANAGER

FIGURE 5. EXCHANGE MEMO
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Ticket Sales at the Performance
On the day of performance all tickets, charts, and
ticket sale money are collected frora the branch ticket
offices soon enough to review the status of the evening's
house.

The many seating charts can be consolidated to aid

in the selling of tickets prior to performance.
The ticket booth is opened at least one-half hour prior
to the opening of the house.

The lobby doors to the outside

are unlocked to allow the patrons to purchase tickets, to
meet with friends, and to prepare for the performance in the
climate-controlled lobby area.
The raost expedient raethod for selling tickets close to
the curtain tirae is to have the ticket agent choose the
"best seats" for the patron.

The Ticket Agent asks what

price of tickets is desired and the best seat is quickly and
efficiently selected by the Ticket Agent.

This method is

very efficient for the trained Ticket Agent can more quickly
determine the best remaining seats.
Standing Roora.

Standing roora raay be sold at curtain

tirae after all tickets for a performance have been sold.
Standing room patrons may sit in any seat unoccupied at the
beginning of the performance.

The number of standing roora

tickets available is limited to the number of unoccupied
seats in the house at curtain time.

The House Manager will

brief the Ticket Agent on this matter.

A standing roora

patron raust forfeit his seat at intermission if the seat's
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ticket holder arrives during the performance and clairas the
seat.

Patrons forfeiting their seats will be allowed to

watch the rest of the performance frora the rear of the
house.

UNDER NO CIRCUMSTANCES WILL A PATRON BE ALLOWED TO

SIT IN ANY AREA THAT IS DESIGNED TO BE AN AISLE.

This would

block any emergency escape.
Post Production
Procedures for completing the "Box Office Report" (FIGURE 6)
To complete the box office report form the Ticket Agent
shall:
1.

Enter the title of the production and the date of

its run in the spaces designated at the top of the form.
2.

Enter the individual perforraance dates in the boxes
«

to the right of the "dates" box going from the first
perforraance date to the last.
3.

Enter the ticket prices in the boxes below the

"type" box highest price to lowest price ticket (i.e. $250,
$100, $50, House Seat, etc.)
4.

After the attendance stubs for a perforraance have

been turned in to the business office, divide the attendance
stubs into types and count them.
5.

Record the total for each type on the row with the

appropriate price and under the date of the performance.
6.

Total all the groups to find the total attendance.

160
7.

Enter the total nuraber of tickets available for the

performance in the "total" space on the bottora row.
8.

Count and enter the nuraber of tickets unsold.

9.

Subtract the nuraber of unsold tickets frora the

total nuraber of tickets available to find the total nuraber
of tickets sold.
10.

Subtract the total attendance from the number of

tickets sold to find the number of seats sold but not used.
11.

Place the attendance stubs and unsold tickets in an

envelope and store them in the ticket office.
12.

After the final performance, total each row and

place the sum in the "total tickets" column.
report and stubs to the Business Manager.

Then give the
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Tax Refund
Once all accounting procedures have been completed the
Business Manager processes all records through the tax
assessing office.

Records are raaintained for future

reference.

Free and Non-Ticketed Events
Sorae events that take place in the Cultural Center
Theatre will be free to the public.

Sorae events raay be free

but, assigned-seating raust be controlled.

This type of

ticketing follows the pre-deterrained systera of ticket
distribution.

The audience is allowed to enter into the

theatre following the raethods used for any ticketed event.
Special provisions are made for these free tickets to be
picked up by the patrons at the event so as not to
inconvenience them.
Many events may not have tickets for reserved seating.
At such an event the Cultural Center staff and volunteers
assist the audience in finding seating, maintaining order
and attending to the needs of the audience.
If, prior to any type of ticketed event, it looks like
there raay be more audience wishing to view than there are
seats to accoraraodate, special provisions are raade.
Additional perforraances may be added, or closed circuit
television may be used, to transmit the event to an
additional viewing room in the Cultural Center or nearby.
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UNDER NO CIRCUMSTANCES IS A PATRON ALLOWED TO SIT IN ANY
AREA THAT IS DESIGNED TO BE AN AISLE.

This would block

eraergency escape.

Promotion Operations
The Promotion Director gathers all publicity
information on the event from the Events Coordinator once
the comraitraent contract has been signed.

After the

promotional campaign has been designed and approved and
budgeted, the news releases shall be written and distributed
to all local news media.

The budgeting of the promotional

campaign will deterraine the extent of and coraplexity of the
operations to be corapleted.
The following is the recoraraended minimum that is
completed to inform the coraraunity of an upcoraing event.

Direct Mailing
Direct mailings have proven to be an effective way of
contacting the theatre's audience.

The Cultural Center

Theatre develops mailing lists to reach its patrons not only
at government offices but also at home.

The Cultural Center

can obtain a starter horae raailing list frora forras that
current theatre patrons fill out at perforraances.

The

mailing list is constantly updated to maintain an effective,
cost efficient form of advertising.

A computer mail list

prograra will aid in the raaintenance of this listing.
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News Releases
News releases are prepared frora inforraation received by
the Events Coordinator.

They are prepared to proraote the

activities of the Cultural Center Theatre to the local
media.

The Promotion Director plans the topics of the news

stories at the beginning of the promotional carapaign to
cover such topics as auditions, casting, the production
teara, special interest stories, and other information about
the event or the production.

Releases are usually sent to

the local daily newspapers, radio, raagazines, and
occasionally to television stations in the city and county.
All inforraation raust be factually correct and carefully
written.

Posters, Fliers, and Signboards
Signboards are an effective raethod to relay messages
and advertise.

They can be found at both public and private

locations throughout the city.
grounds of the Cultural Center.

Many can be found on the
Posters and fliers are

posted as neatly and attractively as possible.

The

signboards that have been assigned for use are carefully
maintained and kept current.
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Radio
Many radio stations have special prograraing with public
service announceraents.

News releases for the radio are

edited into a clear, distinct and easily readible forra.
They have araple spacing with indications of the tirae it
takes to read the announcement (10, 20, 30 seconds) clearly
marked on the one page copy.

If radio time will be

purchased the rate will vary as to the nuraber of spots, time
of day they will air, and the program during which they will
air .

House Operations

Job Descriptions

House Manager
The House Manager assumes responsibility for the
corafort and care of the audience for each perforraance during
a production.

The House Manager is responsible for

supervising the house crew, opening and closing the house,
and handling any problems which arise with the audience
during the course of the performance.

A listing of his

specific duties is found in "Duties of the House Manager".
The House Manager will be issued this list of duties and
become familiar with the procedures for executing the
responsibilities of this position.
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House Crew
The house crew is responsible for adraitting and seating
the audience for each perforraance.

It raay be raade up of

volunteers frora organizations within the surrounding area,
or by the Cultural Center staff.

When a volunteer house

crew is needed, the House Manager calls for volunteers at
least three weeks in advance.

A miniraura of ten persons are

required for each perforraance--six ushers, two ticket
takers, and two doormen.

This will vary frora cultural

center to cultural center depending upon their needs.
The house crew reports to the House Manager of the
Cultural Center Theatre one half hour prior to the opening
of the house at which tirae they will be instructed in their
duties.

Dress for the house crew is usually serai-formal, in

the uniforra of their organization, or the Cultural Center's
uniforra.
After all the patrons are seated and the house is
closed, ushers raay occupy their assigned seats or stand in
standing roora areas.
The specific duties and responsibilities of the house
crew are listed in detail within the House Manager's duties.

Duties of the House Manager
The House Manager is responsible for all matters
pertaining to the comfort and convenience of the audience so
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that it raay deriveraaxiraurapleasure frora the theatre-going
experience.

Specifically, he is responsible for all areas

which are used by the audience--the auditoriura, lobby,
foyer, halls, rest rooras, and entrance to the building.
will direct the ushers who are responsible to him.

He

He

hiraself is responsible to the Arts Division Director.
The following procedures will serve as a guide:
I.

Prior to the final dress rehearsal the House Manager

will:
A.

Becorae familiar with the duties and

responsibilities as outlined herein.

Confer with the

event's producer about questions or any variance from
standard procedure.
B.

Receive instructions from the event's producer as

to the seating of latecoraers.
II.

At perforraance the House Manager will:
A.

Prepare the house—The house must be prepared no

later than thirty minutes prior to the scheduled curtain
t irae .
1.

The lighting

convienience .

must

The House

a.

Turn

b.

Check

b.

Turn

c.

Check

be checked

Manager

on the o u t s i d e
all exit

and

will:
lights.

lights.

on the foyer
the house

for s a f e t y

and display

lights.

lights.

168
d.
2.

Turn on the aisle lights.

Unlock the outside doors to the lobby.

During

periods of occupancy, no exit door shall be locked
bolted, fastened, or obstructed by any raeans so that
the

door cannot be readily opened by any untrained

person frora the inside.
3.

Clean and neaten the lobby.

4.

Clean and neaten the auditoriu ra

5.

Place all chair bottoras in the

6.

Place the ticket stub containers at their

up

position

predetermined locations.
7.

Test the emergency lighting

system (if

practical).
8.

Place any program inserts in the programs.

9.

Give each person a tag indicating his

position.

These tags are returned to the House

Manager before the house crew leaves the theatre.
10. Explain the seat nurabering systera to all
personnel.

(Exaraple: Rows are designated by the

nurabers 1 to 8 on the lower level and 9 to 25 on the
upper level.

Seats are nurabered with odd numbers on

house left and even numbers on house right.)
11. Explain the ticket system to all personnel.
(Example: Each ticket has an attendence stub
designating seat location, etc. The stub end is
perforated.

The stub must be detached from the ticket
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and retained by the business office.

Ticket takers are

responsible for this, but all personnel are to be
farailiar with this requireraent.)
12. All personnel are to be aware of the house
rules for caraeras, and video and audio recording
devices.

If they are spotted the patron is to be

inforraed that they raay be checked at the coat check
roora.

In any event the usher is to inform the patron

of the house rules.

If necessary a public announcement

may be given over the house speakers prior to the start
of the show.

A suggested announceraent is:

"THE USE OF

AUDIO OR VIDEO RECORDING DEVICES OR THE USE OF
PHOTOGRAPHIC EQUIPMENT IS PROHIBITED DURING THIS
PERFORMANCE BECAUSE OF THE DISTURBANCE IT MAY CAUSE TO
THE PERFORMERS AND OTHER AUDIENCE MEMBERS."

This may

also be stated in the prograra.
13. Instruct personnel in their specific duties.
B. Doormen:
1. Take their posts in the lobby by the entrances,
as soon as the house is opened , so that they are in
position to direct patrons with tickets toward the
correct entrance to the auditoriura.
2. Remain on duty in the lobby throughout the
perforraance and are thus available to handle routine or
emergency matters that raay occur.
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C. Ticket takers perforra raany duties.
1.

As soon as the house is opened the ticket

takers are posted at each entrance frora the foyer to
the auditorium.
2.

Ticket takers see that the doors are propped

open .
3.

As patrons arrive the ticket taker asks for

their tickets and checks to see that they are the
correct ticket for this entrance and this event.
4.

The ticket taker detaches the stub from each

ticket and places it in the container provided.
5.

Ticket takers then direct the patron to the

appropriate entrance to the auditoriura.
6.

Upon a signal frora the House Manager, the

ticket taker will close his doors.

He repeats this

procedure at the end of each interraission.
7.

At the beginning of each interraission and at

the end of the perforraance, the ticket taker opens the
doors after the house lights have been brought up.
8.

Ticket takers reraain on duty throughout the

perforraance.

After the first fifteen minutes of the

performance, they may stand at the entrance to watch
the performance.
any

However , they raust reraain alert to

persons who may enter.

After the performance has

begun, the ticket takers see that the instructions of
the House Manager as to the seating of late arrivals
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are carried out.

After an act has begun, no patron may

be seated if he raight interrupt the perforraance or
other guests.

Patrons that arrive late raay be allowed

to stand at the back or to the side of the auditorium
provided they do not disturb the audience.

They raay be

seated during the next interraission.
9.

Ticket takers turn in all stubs at the ticket

office as soon as the perforraance begins and thereafter
as late arrivals are seated,
10. During interraissions, ticket takers reraain at
their stations and see that neither lighted cigars and
cigarettes, nor food and drinks are taken past the
lobby doors into the auditorium.
11. At the end of the perforraance the ticket
takers are at their stations and assist the audience
leaving the theatre.
D. Ushers perforra predetermined duties.
1.

As soon as the house is opened, ushers are to

take their pre-determined positions.
2.

If ushers are provided with programs, as the

patrons arrive, ushers take their tickets, check to see
that the attendance stub has been detached, hand the
patron a prograra and return his ticket, and then point
out the seat he is to occupy in the row.

If programs

are to be sold, patrons may purchase them in the lobby
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and the ushers will direct thera to their seats as
above.
3.

When the house is closed, ushers raay occupy

their assigned seats in the auditoriura.

They have a

flashlight to assist patrons to and frora their seats in
the darkened house.

Care raust be taken to cause as few

distractions as possible for the other guests.
4.

During the interraissions at least one usher on

each side of the auditoriura reraains on duty in the side
area to see that there is no sraoking in the theatre.
5.

At the conclusion of the perforraance ushers

will assist patrons out of the theatre.
6.

Each usher turns in unused programs at the

Business Office.
III. Opening the house
A.

The house is opened thirty minutes prior to the

scheduled curtain time.

At

this tirae the House Manager

checks with the Stage Manager to ascertain that he is ready
that is, that all property, sound , light, and other crews
have corapleted their pre-curtain checks, and that the act
curtain is in its pre-set position.

N NO EVENT

S THE

HOUSE OPENED WITHOUT THE APPROVAL OF THE STAGE MANAGER.
B.

When the Stage Manager is ready, the House Manager

opens the doors to the auditorium and posts ushers, ticket
takers, and doorraen who raust thereafter remain at their
posts as indicated above.

The doors to the auditorium must
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be kept closed until this tirae and patrons are not be
allowed to enter the auditoriura.
IV.

Starting the Perforraance
A.

At the time scheduled, or as soon thereafter as all

patrons have been seated and there appear to be no more
arriving, the House Manager starts the perforraance.

If at

curtain time patrons are still arriving or are in the lobby,
the House Manager raay hold the curtain until they are
seated.

The curtain, however, is not delayed more than ten

minutes.
B.

When the House Manager has deterrained that it is

tirae to start the perforraance, he notifies the Stage Manager
by raeans of the intercoraraunication systera in the Business
Office, and signals to the ticket takers to close their
theatre doors .
V.

During
A.

Intermissions

When the specified interraission tirae has passed (or

in exceptional cases later if notified by the Stage Manager)
and if patrons have not returned to their seats, the House
Manager informs the patrons that the next act is about to
begin.

(This may be done by flashing the lights in the

lobby , ringing a bell, or passing araong the patrons
announcing the end of interraission).
B.

Repeat the procedures for starting the perforraance

signal to the ticket takers to close the doors and notify
the Stage Manager that the house is ready.

The House
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Manager attempts to start the perforraance after each
interraission as soon as all patrons have returned to their
seats even if the designated tirae for the interraission has
not passed.

There is to be NO wait after patrons have

returned to their seats.
VI. At the conclusion of the performance, the House Manager:
A.

Sees that ushers at each station are at their posts

to assist patrons out of the house.

The house staff remains

on duty until all patrons have left the theatre.
B.

Collects narae tags from the house crew before they

leave .
VII. Miscellaneous
A.

The House Manager sees that there is no unnecessary

noise or disturbance in the lobby while the performance is
in progress .
B.

The House Manager watches the temperature and

ventilation of the auditorium during the performance and
reports necessary adjustments to the ventilation and air
conditioning staff on duty.
C.

If standing room is being used, the House Manager

is responsible that standees enter the auditorium only after
all the patrons have been seated before beginning the
perforraance.

Standees may be allowed to occupy any vacant

seats unless the patrons holding ticket for these seats
arrive .
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D.

Under no circumstances does the House Manager allow

patrons to sit in the space designed to be aisle space while
the performance is in progress.
E.

The House Manager at all times is alert to the

needs of the audience and is prepared to offer any services
that may be required such as directing patrons to the
telephone, having the doorraan call a taxi cab, suramoning
doctors, etc .
F.

If personnel fail to arrive by the tirae specified,

the House Manager atterapts to telephone thera or the
volunteer group's sponsor .

He raay, in an eraergency, need to

locate a substitute or to act as an usher, or a ticket
taker, or preferably a doorraan hiraself.
G.

Following the perforraance, the House Manager leads ,

the house crew through the auditoriura picking up programs,
e t c , and returning the chair seats to the "up" position.
H.

Any personal items found in the theatre are left at

the Business office and tagged with the row and seat number
where they were found.
Part V: Technical Production Operations
The technical production area of the Performing Arts
Division involves the combined efforts of many different
artisans and craftsmen.

This area is responsible for

everything visual, and sometiraes aural , that adds to the
presentation by the performers on the stage.
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Because of the limited staffing at some of the Cultural
Centers it raay be necessary for the present staff to perform
the duties for more than one area of responsibility.

The

resources of volunteer local part-time technicians may be
used to help with the staffing needs.
This part gives a brief introduction to sorae of the
many responsibilities that are served by this area of the
Cultural Center Staff.

The first two parts are divided into

duties for productions produced by the Cultural Center (inhouse productions) , and duties for visiting productions
(out-of-house productions).

Each part includes an

organizational chart.

Visiting or Out-of-House Productions
Many of the events that will be performed in the
Cultural Center Theatre will be visiting or out-of-house
productions.

Those out-of-house events will have been

inforraed of the Cultural Center Staff capabilities so that
the visiting event's sponsors can make arrangements for any
additional crews and designers necessary.
The following is an organizational chart for visiting
or out-of-house events.

This is followed by job

descriptions for the technical production organization.
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Job Descriptions

Supervisor of Technical Production
The Supervisor of Technical Production is responsible
for all staging, sound, and lighting for all productions
sponsored by the Performing Arts Division.

The Supervisor

of Technical Production maintains and repairs all stage
lighting, audio-visual, and sound equipraent.

He supervises

all staff technicians and other persons in the stage areas.
This is accoraplished by working with all events and
providing professional and technical advice through
consultations to assure that all activity is conducted in a
safe, professional raanner so that no daraage occurs to
equipraent, furnishings, building, or personnel.
A regular raaintenance program is to be conducted on all
stage equipment and all support facilities.

The theatre's

auditoriura, restrooms, dressing rooms, and other support
facilities are to be checked daily for damages and
cleanliness.

Any needs are to be reported to the General

Affairs Division through the Performing Arts Division
Director .
The stage, storage areas, fly loft, lighting beams,
sound booth. and lighting booth are to be kept clean and
saf e.
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An adequate araount of supplies and equipraent is to be
raaintained through proper budgeting and procedures for an
efficient operation.
In short, the Supervisor of Technical Production is
responsible for everything connected with the technical
production areas of the Perforraing Arts Division.

To assist

the Supervisor of Technical Production in the assigned
duties, additional staff raay be requested frora the
Perforraing Arts Division Director.

A brief description of

their duties follows.

Stage Manager
The Stage Manager assists the Supervisor of Technical
Production in the staging by working directly with the
incoraing events and taking charge of the backstage areas for
all of the events sponsored by the Perforraing Arts Division.
The Stage Manager is to becorae acquainted with and
understand both

"The Duties of the Stage Manager In-House

Production" and " The Duties of the Stage Manager Out-ofHouse Production".
The Stage Manager is supervised by the Supervisor of
Technical Production through which all purchase requests and
any probleras are to be directed.
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Lighting Technician
The Lighting Technician is to assist the Supervisor of
Technical Production with the lighting needs for all of the
events sponsored by the Perforraing Arts Division.
It is the Lighting Technician's responsibility to see
that lighting instruments are hung, circuited, focused,
patched, and gelled according to the Lighting Designer's
lighting plot and instrument schedule.

Other duties include

training the lighting running crews in the safe operation of
the lighting equipment, attending technical and dress
rehearsals, and supervising the lighting strike.
The Lighting Technician shall be responsible for the
maintenance and repair of all lighting instruments and
electrical cables, the lighting control board, the lighting .
booth, the beam areas, the patch panel area, all lighting
storage areas, and the gel cabinets.

He is to maintain an

inventory list of all gel, lamps, and lighting instruments.
The Lighting Technician is supervised by the Supervisor
of Technical Production through which all purchase requests
and any probleras are directed.

Sound Technician
The Sound Technician assists the Supervisor of
Technical Production with all araplified sound for all of the
events sponsored by the Perforraing Arts Division.
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It is the Sound Technician's responsibility to see to
the recording of all sound as directed by the Sound
Designer.

Other duties include training the sound running

crews in the safe operation of the sound equipment,
attending technical and dress rehearsals and perforraances,
and supervising the sound strike.
The Sound Technician is responsible for the security,
maintenance and repair of all sound equipraent (the sound
systera, the intercoraraunications systera, and the sound
cables), and spaces assigned for its use (the sound booth
and sound storage areas).

An inventory list of all

equipraent, records, and recording is maintained by the Sound
Technician.
The Sound Technician is supervised by the Supervisor of,
Technical Production through which all purchase requests and
any problems are directed.

Stagehand
The Stagehand assists the Supervisor of Technical
Production with the set-up of the scenery and staging for
all of the events sponsored by the Perforraing Arts Division.
The Stagehand instructs all crew raerabers in the safe
operation of all stage equipraent and power equipraent.

The

Stagehand is responsible for the raaintenance of the shop and
stage areas.

Both areas will be cleaned and put in order

after each work session.

Other duties include attending
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technical and dress rehearsals and perforraances, and
supervising the scenery and staging strike.
The Stagehand is responsible to the Supervisor of
Technical Production through which all purchase requests and
any probleras are directed.

In-House Productions
Because of the sraall nuraber of staff positions in the
Performing Arts Divisions at most Cultural Centers it is
difficult for most Cultural Centers to produce large scale
in-house productions without hiring additional trained
technical production staff.

The Events Selection Comraittee,

in the short terra, encourages outside perforraing arts groups
to produce events.

These outside groups raay need additional.

financial support to help defray production expenses for
well trained designers and technical production personnel.
Any local perforraing arts groups requesting funding for a
large scale perforraance are advised by the Events Selection
Coraraittee whether the Cultural Center has sufficient trained
staff to do the production well.
The following is a listing and brief description of the
technical production staff used for theatrical productions.
Many play production text books give a more detailed
breakdown of specific responsibilities.
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Job Descriptions

Scene Designer
The Scene Designer is responsible for designing the
production's sets and properties.

In doing this the Scene

Designer must consider the capabilities of the group's
production staff and budgets as well as limitations of time.
The Scenery Designer's work begins with consultations
with the director, other designers, and the choreographer
for the production.

The first concern is to agree upon a

concept and style for the show.

The Scenery Designer is

responsible for providing a rendering or model of the
design, floor plans , side sections, designer's elevations,
painter's elevations;
set decorations;

selecting or approving properties and.

consulting with the Technical Director

during the construction and painting phases; and attending
all technical and dress rehearsals.

Lighting Designer
After consultation with the production's director,
choreographer , and other designers the Lighting Designer
works with the Scene Designer to develop a coordinated
design consistent with the production's concept and style.
The Lighting Designer is responsible for providing a
lighting plot including floor plan, side section views, and
instruraent and diramer plots of the lighting design.

Before
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the technical rehearsal, light cues are planned.

During

technical and dress rehearsals the light readings finali
ze
these light cues.

Costume Designer
The Costume Designer is responsible for designing
costuraes that can be built by the production staff and
within the costuraes' production budget.

After meeting with

the director, choreographer, and other designers the Costu

me

Designer prepares swatched renderings, prepares flat
patterns and discusses any special problems of the design
with the costume construction crews .

The Costume Designer

consults with the costume crews during the construction
period and attends fitting sessions and all dress
rehearsals.

Make-Up Designer
Before the technical rehearsals the Make-up Designer
discusses with the director the raake-up needs of each
character and then prepares a raake-up design sheet for each
character with a listing of the make-up needed to execute
the design.

The Make-up Designer discusses the make-up

needs of each actor and assists thera to learn how to execute
the design while attending all dress rehearsals.
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Sound Designer
The Sound Designer is responsible for all recorded,
and live sound effects used in a production, as well as any
sound rienforceraent required.

After consulting with the

production's director and choreographer the Sound Designer
must obtain the necessary sound effects and recorded music
for the production.

The Sound Designer consults with the

Sound Technician to set sound levels during the technical
and dress rehearsals.

Technical Director
The Technical Director oversees all technical areas for
a particular production and coordinates the completion of
the designs of all the designers.

Any additional drawings

needed to coraplete the design are to be raade by the
Technical Director.
Other responsibilities of the Technical Director
include supervision of the production's technical staff and
crews; planning, organizing, and directing the daily work to
meet production deadlines; ordering equipraent and supplies;
organizing and running technical rehearsals, and the strike
after the final perforraance.
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Stage Manager's Duties
Stage Manager's Duties for
In-House Production
A good Stage Manager raust be able to raake quick,
sensible decisions in response to the raany situations that
happen during the process of rehearsals and perforraances.
It is recommended that a Stage Manager read and understand
Lawrence Stern's book Stage Management (Allyn and Bacon,
1974).

The following is a listing of duties that is

intended to be used as a guide for the Stage Manager for InHouse Productions at the Cultural Center Theatre.

I.

Prior to Rehearsals the Stage Manager will:
A. Keep a list of the names of all cast and crew

merabers, with their addresses and phone nurabers.
B. Prepare a prorapt book, in the forra designated by the
director, for recording raovement, business, and technical
cues .
C. Get a rehearsal schedule frora the director.
D. Get a ground plan for each scene frora the Scene
Designer and chalk or tape it off in the rehearsal space
prior to the blocking of scenes.

II. During Rehearsals the Stage Manager will:
A. Attend all rehearsals.
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B. Arrive in time to set up the rehearsal stage and
properties in time for the rehearsal to begin on schedule.
C. Assemble the cast as indicated by the director.
D. Keep a record in the prompt book of all business,
moveraent, technical cues, and changes in the script as they
are worked out during the rehearsal.

At later rehearsals

the Stage Manager will report any departures frora the prorapt
book to the director.
E. Keep listings of all properties, special costuraes,
sound effects, and lighting cues as they are introduced
during rehearsals.

Record changes on the Stage Manager's

Daily Rehearsal Record Forra.
F. Siraulate sound effects and other technical cues
during early rehearsals.
G. Prorapt the actors when necessary.
H. Read the parts or fill in for any cast member who
may not be at rehearsal.
I. See that the rehearsal space is returned to order at
the conclusion of each rehearsal.
J. Fill out the Daily Rehearsal Record Forra and
distribute to the Technical Director and the director.

III. During Technical, Dress Rehearsals, and Perforraances
The Stage Manager will arrive at the theatre prior to
the scheduled starting tirae, allow enough tirae to check
items on the pre-curtain check list and for the actors and
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crew members that may need time to prepare special make-up,
costumes, or effects.

A. Pre-Curtain Checklist-The Stage Manager will:
1. Check the stage and backstage area for cleanliness
and orderliness. He will have the properties crew sweep and
mop the stage before the performance.
2. Check the location of fire extinguishers and
functioning of eraergency lighting.

He will also secure and

maintain emergency walkways.
3. Post the sign-in sheet on or near the stage door.
4. See that cast and crew initial it as they arrive.
5. Check the presence of cast and crews by the prearranged time, and telephone any who may be late.
6. Check the placement of set pieces to see if there is
any danger to personnel, building or furnishings.
7. Have the flyman check the working order of the
counterweight systera, if it will be used.
8. Have the Sound Technician check the functioning of
the sound systera.

The Stage Manager will personally check

the backstage raonitor speakers and intercoramunications
systera.
9. Have the Lighting Technician go through light check,
on the lighting control board.
10. Check the backstage doors to see that they are
appropriately locked or unlocked.
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11. Check the position of the curtains, if used.
12. Have crews complete their pre-show checklist prior
to opening the house.
13. Turn the house over to the House Manager thirty
minutes prior to curtain time. ONLY THE STAGE MANAGER CAN
AUTHORIZE THE OPENING OF THE HOUSE.
14. Give calls to actors, performers, and technicians
thirty rainutes, fifteen rainutes, and five rainutes prior to
the scheduled tirae for curtain.

Give thera in person to

avoid any coramunication problera.
15. Check in with the House Manager before five rainute
call to see if there will be a hold on the house.
16. Check to see that the crews are going to their
stations at the five minute call.

If there may be a hold on.

the curtain notify the crews with the five minute call.
17. Assemble the cast for Green Room at the tirae
designated by the director (if requested).
18. Call places at three rainutes.
19. Make sure all actors are in place before returning
to the intercomraunications systera headsets.
20. Check to see that all crews are ready and on the
headsets .
21. Check to see if the House Manager is having problems
getting the audience seated in tirae.
curtain and notify the cast and crews.

If so, hold the
Hold the curtain

until the House Manager gives the approval.
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22. When the House Manager tells the Stage Manager that
"The House is Closed" start the show.

B. Technical Cues.

Technical cues need to happen at

the planned tiraes during a production.

The technical cues

are set during the technical rehearsals by the Technical
Director through consultation with the designers and the
director .

To insure that these cues happen as planned the

Stage Manager is to give all technical cues with warnings as
raarked in the prorapt book. The Stage Manager is to:
1. Mark the cues for lights, sound, scene changes,
special effects, and any other technical cues in the right
hand raargin on the script page of the prorapt book as they
are set during technical rehearsals.

It is suggested that

this be done in pencil or sorae other erasable method until
the cues are set.
2. Mark warnings for cues at least one-half page before
the cues.

This warning needs to allow the technician enough

time to check his cue sheet, equipraent, and prepare for the
execution of the cue.

If a series of cues occur

siraultaneously or very close together give a warning for the
entire series of cues.
3. Explain to the crews the method to be used to give
warnings and cues.

One method is as follows:

Stage Manager:
Technician:

"WARN LIGHT CUE 25"
"WARN LIGHT CUE 25, THANK YOU"
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The Stage Manager calls the warning and has the
technician acknowledge that he has heard the warning.

The

Stage Manager then calls the cue by saying "LIGHT CUE 25,
GO."

On the word "GO" the Technician will start the cue and

can say "GOING" , this raay need to be oraitted during raultiple
cueing.

When the cue is completed he tells the Stage

Manager that the "CUE IS COMPLETE."
Stage Manager:
Technician:
Stage Manager:
(optional) Technician:
Technician:

The whole sequence is:

"WARN LIGHT CUE 25"
"WARN LIGHT CUE 25, THANK YOU"
"LIGHT CUE 25, GO."
"GOING"
"THE CUE IS COMPLETE"

Having the Technician respond to the "WARNING" and the "CUE
GO" signals saves a lot of unnecessary raistakes and lets the.
Stage Manager feel confident that everyone is listening and
doing their jobs.

If there are light and sound cues at the

sarae tiraes the sequence raay be as follows:
Stage Manager:

"WARN: LIGHT CUES 25 AND 26
SOUND CUES D AND E"

Light Technician:

"WARN LIGHT CUE 25 AND 26, THANK YOU"

Sound Technician:

"WARN SOUND CUES D AND E, THANK YOU"

Stage Manager:

"CUE 25-E,... GO."

(optional) Technicians:
Stage Manager:

"CUE 26-D,...G0"

(optional) Technicians:
Technicians:

"GOING"

"GOING"

"THE CUE IS COMPLETE"
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4. Work out other methods for calling cues with the
Technical Director and crews when difficult situations
occur, such as when fly cues must occur with wagon shifts or
shift moves.

Special scenery shifts raay need to be

choreographed.
5. If the intercoraraunication headsets are to be used,
they are for giving cues and discussing probleras that raay
occur.

Extraneous conversations interfere with the show and

must be controlled.

C. During the Show
1. The Stage Manager is responsible for all aspects of
the performance during the run of the show.

The Stage

Manager is to maintain order backstage during the show.
2. For safety no unauthorized personnel is allowed
backstage prior to, during, or after the show.

If there are

any unauthorized guests wanting in, the Stage Manager will
inform them of the dangers and tell them that the perforraers
will be told of their presence in the theatre lobby after
the show.
3. In the event of an eraergency the procedures in the
Part V "Emergency Procedures" will be followed.
4. At intermission the Stage Manager will call places
and begin each act according to the routine set in the precurtain checklist.
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D. After the Performance the Stage Manager will:
1. Maintain order backstage.
2. Check to see that all of the scenery, properties,
lighting, and costumes, etc. , are being stored properly.
3. Check to see if the Director, crews, or actors have
any notes or problems that must be taken care of before the
next performance.

Fill out the Stage Manager's Performance

Report Forra.
4. Check with Technicians to see if all equipraent is
turned off and stored.
5. Lock all doors.
6. Turn on the "ghost light."
7. Turn off work lights.
Stage Manager's Duties for
Out-of-House Production
During technical rehearsals, dress rehearsals, and
perforraances, the Stage Manager will arrive at the theatre
prior to the scheduled starting time and allow enough tirae
to check iteras on the pre-curtain check list and to open the
doors for the visiting event production personnel.

He has

made prior time arrangements with the visiting event's Stage
Manager as to arrival tiraes.
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A. Pre-Curtain Checklist-the Stage Manager will:
1. Check the stage and backstage area for cleanliness
and orderliness.

If there are any probleras he will have the

properties crew sweep and mop as necessary.
2. Check the location of fire extinguishers and the
functioning of emergency lighting.

He will secure and

raaintain emergency walkways.
3. Check the presence of the house crews (by prearranged time) and telephone any who may be late.
4. Check the placement of set pieces to see if there is
any danger to personnel, building or furnishings.
5. Have the house flyman check the working order of the
counterweight system, if it will be used.
6. Have the Cultural Center Sound Technician check the .
functioning of the sound system.

The Stage Manager will

personally check the backstage raonitors speakers and
intercoraraunications system.
7. Have the Cultural Center Lighting Technician go
through light check, if using the house lighting control
board.

If an auxiliary lighting control board is being

used, the Stage Manager will have the Visiting Event's
Lighting Technician check to see that it has been checked
out and he is ready for the house to open.
8. Check the backstage doors to see that they are
appropriately locked or unlocked.
9. Check the position of the curtains, if used.
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10. Have crews complete their pre-show checklist prior
to opening the house.
11. Turn the house over to the House Manager thirty
rainutes prior to curtain tirae. ONLY THE IN-HOUSE STAGE
MANAGER CAN AUTHORIZE THE OPENING OF THE HOUSE.
12. Give calls thirty rainutes, fifteen rainutes, and five
rainutes prior to the scheduled tirae for curtain.

He will

give thera in person to avoid any coraraunication probleras.
13. Check in with the House Manager before five rainute
call to see if there will be a hold on the house.
14. Check to see that the in-house crews are going to
their stations at the five rainute call.

If there may be a

hold on the curtain the Stage Manager will notify the crews
and the visiting Stage Manager with the five minute call.
15. Check to see if the House Manager is having problems
getting the audience seated in time.

If so, the Stage

Manager will hold the curtain and notify the visiting Stage
Manager.

The Stage Manager will hold the curtain until the

House Manager gives the approval.
16. When the House Manager tells the Stage Manager that
"The House is Closed", he will turn the show over to the
Visiting Event Stage Manager.

B. During the Show
1. If there is no Visiting Event Stage Manager the Inhouse Stage Manager gets prior instructions from the
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producer as to the sequence of events and any cues that will
need to be called.
2. Order is to be maintained backstage during the show.
3. For safety no unauthorized personnel is to be
allowed backstage prior to, during, or after the show.

If

there are any unauthorized guests wanting in, the Stage
Manager will inform them of the dangers and tell them that
the performers will be told of their presence in the theatre
lobby after the show.
4. In the event of an emergency the Stage Manager will
follow the procedures in the Part V "Emergency Procedures".
6. At intermission the Stage Manager will call places
and begin each act according to the routine set in the precurtain checklist.

B. After the Perforraance the Stage Manager will:
1. Maintain order backstage.
2. Check to see that all of the visiting event's
scenery, properties, lighting, etc., have been loaded out.
3. Check to see that all in house equipraent and scenery
is appropriately put away and stored.
4. Check with the Technicians to see if all equipment
is turned off.
5 . Lock all doors
6. Turn on the "ghost light."
7. Turn off work lights.
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Technical Production Procedures

Technical Production Maintenance Program
The Supervisor of Technical Production develops a
raaintenance program that will facilitate the cleaning,
replacement and repairs of all support facilities,
furnishings, and technical production equipraent.

Such a

raaintenance prograra allows for daily raaintenance and simple
repairs.

Fixing electrical and sound extension cables are

an example of simple repairs.

If done on a regular basis

they are small jobs, but if left to collect, they becorae a
raajor problem to be solved.
The maintenance program also includes periodic cleaning.
of such things as lighting instruments and sound speakers.
Battens and curtains also are cleaned on a regular basis, as
well as the pin rail and loading/rigging rail areas.

There

are inspections of all rigging and countervv^eight systems,
safety and emergency equipraent systeras.

All fire fighting

equipraent, including fire extinguishers, hoses and alarms,
are checked as to their readiness and fire fighting
condition .
If, during daily operations or during the periodic
inspections, a repair or replacement problem arises that is
beyond the capabilities of the in-house staff, a qualified
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service repairman is called upon to proraptly and efficiently
take care of the problera or repair.
During any of these repairs or replacements, a log book
of each item is kept to record this action.

This includes

the name, nuraber and description of the itera, its problera or
repair, description of the repair or replaceraent part, and
the date.

The Supervisor of Technical Production signs the

log book to note that the repairs have occured and any
additional replaceraent parts are ordered.

Daily Maintenance
Once each day the Supervisor of Technical Production
walks through the technical production areas.

This includes

the dressing rooms, pinrail areas, stage, shops, rear
loading dock areas, side stage areas, any backstage storage
areas, booths, green room and catwalks.
Any irregularities in maintenance, repairs, or cleaning
are reported so that they may be taken care of by the
responsible section.

An irregularities report is filled on

any major problems.
Special attention is given to areas around the pinrail,
dressing rooms, stairways, emergency escape walkways, and
access to lighting work areas.
an orderly condition.

All areas are maintained in
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Operations of the Counterweight Systera
Care is taken to raaintain safety around the
counterweight system.

When it is in use, safety of cast and

crew members in the stage areas is very iraportant.

A great

amount of weight in scenery is suspended above the acting
space with an equal amount of counterbalanced weight above
the flymen at the pin rail.
Most accidents occur when scenery or stage equipment is
being added to or taken off of a line set.

When the load is

being changed there is an imbalance between the weight arbor
and the batten.

One or the other is heavier.

During the

short time that the flyraan and loader are trying to regain a
balance the system is very dangerous.
To prevent accidents there are a few safety rules and
words of warning to be understood and followed by the fly
crew.
Safety Rules For Operation
of the Counterweight Systera
1.

When work of any kind is being done on the grid,

even inspection of sheaves or cables, the stage area below
will be cleared of all persons.

If, even a small object,

such as a bolt or nut, is dropped it may cause a severe
injury after falling fifty feet.

There are no exceptions to

this rule.
2.

Before loading or unloading an arbor, the loader

raust call out, "Clear the rail!"

This call is a warning
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that everyone raust clear the area of the stage adjacent to
the pin rail and all raust pay attention to the loading
process.
All persons raust be kept well away frora the pin rail
when counterweights are being loaded into arbor frora the
loading platform overhead.

Counterweights, especially the

heavier sizes, are difficult to handle, and raay slip from
the loader's hand while being loaded into the weight arbor.
When the area is clear, the flyraan calls out , "Rail
clear!"

Only after hearing this does the loader start

loading or unloading the arbor.

It is the responsibility of

the flyraan who gives the "rail clear" call to keep the rail
and adjacent area vacant and the people aware of the
possible danger.

When loading or unloading is coraplete, the.

loader will call out "Rail is safe".

This call is

acknowledged frora the stage by the supervisor in charge of
floor work before workers are allowed back into the pin rail
area .
3.

Never put sraall ten pound weights as the top weight

in the arbor.

Use either a twenty- or thirty-pound weight.

If the arbor goes up too rapidly and hits the grid at the
top, the ten-pound weight raight be bounced out of the arbor
and cause injury to soraeone below.
4.

One spreader plate is placed at least at the middle

point, and another one locked in the top of a load of
weights on every arbor .

This reduces the risk of weights
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falling, or spilling loose frora the arbor in case of an
accident.
5.

Never stack reserve weights above the curb edge of

the loading platforra.

All weights raust reraain behind this

curb so that a weight does not accidentally get pushed over
the edge.
6.

Never leave the purchase line's hand break (lock)

open and unattended, even though scenery and counterweight
arbor seera exactly balanced.

All of the locks raust be

checked before leaving the pin rail.
7.

Check frequently to see that the locks are adjusted

to clarap the ropes tightly.

Also, occasionally check the

rope for wear frora the locking systera.
8.

Open locks cautiously.

There is always the

possibility that counterweight raay have been accidentally
shifted to another line set .

The result is that scenery and

weight on the arbor are no longer in balance, and scenery
could fall.
is the case.

Be ready to close the lock iramediately if this
It is a good idea that the flyraan always have

one glove protected hand on the purchase line held with a
firra grip, and gives the warning call of "Heads up" before
he loosens the lock.
It is also wise to have a stand-by flyraan standing next
to the flyman in case additional assistance is needed if the
line set is suspected to be out of balance.
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9.

The most comraon raishaps occur when the flyraan and

the loader forget about the irabalance caused when scenery,
curtains, lighting equipraent, or other stage devices are
reraoved frora the batten.

The arbor raay becorae several

hundred pounds out-of-weight, with only the purchase line's
hand break to hold it in place.

The strain on the purchase

line raay be greater than the hand break can control.

The

result is that the arbor begins to slip downward, or
pluraraets suddenly down to the locking rail.

When it hits

the rail, depending on the weight, it raay go through the
bottora tension block to the stage floor, thus daraaging the
line set's counterweight systera.

As this happens, not only

is the rail section of the system daraaged but the batten is
hurled up to the grid.

Upon irapact with the grid, damage

occurs to the batten, cables snap, and the scenery falls.
Sprinkler heads have been snapped off on the grid setting
off the fire-prevention water system and flooding the stage
with water.
In this inbalanced situation, remove the weight from
the weight arbor while the arbor is in the "up" position.
The scenery on the batten will hold the batten in the "down"
position.

After the weights have been removed, the scenery

may be removed safely.
10.

If at any time it is necessary for a worker to

climb down the bar track from the loading platform to free a
fouled arbor or to add counterweights to an arbor (because
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of hanging scenery it cannot be easily raised to the loading
rail), raake sure that the worker is secured to a safety line
that will support his weight and is securely anchored to a
substantial base.

Never , at any tirae, have a worker ride

the arbor down to the stage floor to act as counterweight.
11.

Never rely upon the lock on the purchase line to

hold against an irabalance weight greater than eighty pounds.
If the irabalance weight on the batten or in the arbor
exceeds eighty pounds at any tirae, always fasten a stopper
line to the purchase line as a teraporary raeasure. A stopper
line is the use of a rope with one end attached around the
purchase line using a stopper hitch.

The other end of the

rope is anchored to a substantial base such as an iramovable
part of the locking rail. If over two-hundred pounds is in
irabalance, use two stopper lines until the balance can be
corrected .
12.

No one is allowed to touch the counterweight

controls at any tirae, unless specifically authorized to do
so by the fly captain.
13.

During work calls, especially while rigging, the

flyraan announces, "Line #

coraing in.

Heads up!"

The

flyraan then looks to see that the stage area that is needed
to bring in the batten is clear.

The rigging foreman on the

stage raakes sure that the area reraains clear until the
batten comes to a complete stop and is locked off in a safe
position .
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14.

The cast and crew is informed when any scenery will

be flown or moved during the performance, so that they may
watch and be prepared for it!

During technical rehearsals

the rigging or floor foreman helps to direct entering and
exiting actors away from raoving scenery.

These traffic

patterns are noted by the stage raanager for future
reference.
15.

The flyraan watches the scenery and batten as it

comes in or goes out.

This is to watch for any probleras of

snagging or fouling of the line and scenery with other
raoving or stationary pieces.

If this is not possible, a

spotter or the floor foreraan is used as "eyes" for the
flyraan.

A signal system is established for coraraunication

between the person on the floor and the flyraan, if headset
coraraunication is not available.
16.
loose.

If a line becomes snagged or fouled, do not force it
This raay only result in further damage.

Look to

discover what is wrong.
Balancing a Line.

The following are procedures that

raay be used to balance a piece of scenery on a counterweight
line .
1.

Position the piece of scenery on the stage floor in

the correct position for attaching it to the batten.
2.

Estiraate the araount of weight needed to counter

balance the load.
3.

Give the warning calls from the flyrail.
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4.

Fly in the batten and attach the scenery to the

batten.
5.

Load the estimated weight into the arbor frora the

loading platforra.
6.

Carefully raise the batten, with a stand-by flyraan,

to check if the counterbalance is sufficient once the
coraplete weight is free hanging from the batten.

If the

scenery cannot be raised fairly easily, there is
insufficient weight.

The scenery is then put back on the

floor and more weight added to the arbor.

If it moves too

quickly, it needs to be lowered and weights taken off.
Remeraber, if the line is slightly arbor heavy, once the
scenery has been raised to the grid, the weights can be
adjusted at the pin rail, if safety precautions are taken
and an additional stand-by flyraan is at hand.
7.

Final counterbalancing is adequate if the line does

not creep up or down on its own when the lock is open.

A

correctly balanced line needs the added assistance of the
flyraan to begin the upward or downward raoveraent of the
purchase line.

Other Methods to Balance a Line
If it is not possible to load the arbor frora the
loading platform or a balcony level, one or a corabination of
raethods raay be used.
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For sraall loads, "muscle" it in.

The weight may be

pre-loaded into the arbor on the pin rail level and two or
more strong flymen "rauscle" or use their combined

strength

to fly the unbalanced line down so that scenery can be
attached.

The line needs to be secured with a stopper line

until the scenery is attached and the flyman must at all
times keep a glove protected hand on the purchase line.
For raediura loads, use the line method.

Ropes may be

attached to or looped over the batten on which the scenery
is intended to be hung.

These ropes are positioned close to

the long, short, and/or center lines.

The batten is then

flown out, and the estimated counterbalance is loaded into
the arbor from the pin rail level .

The medium

counterbalance load in the arbor can then be "muscled" up to.
the grid by technicians on the stage floor pulling the lines
on the batten, while the flymen at the pin rail pull on the
purchase line.

The technicians hold onto the ropes and the

flyman attaches stopper lines to the purchase line until the
load or scenery is secured onto the batten.

Additional

assistance to hold down the batten may corae from the ground
crew by having them attach a teraporary snap line secured to
raore than araple weight at the stage floor to the batten for
teraporary restraint of the batten until the scenery can be
attached .
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Once the load is counterbalanced, the ropes raay be
removed or coiled up and secured onto the batten to use for
unloading the scenery from the batten.
If the load is great, use a capstan winch.

The

additional rope necessary to use the capstan winch is
securely attached to the bottora of the arbor.
then flown up to the grid.
the batten.

The arbor is

The scenery is then attached to

With the use of the additional rope and capstan

winch the arbor can then be pulled down to the pin rail and
the necessary balance weight added for counterbalancing.

Rigging Safety Inspection Checklist
This extended checklist of iteras is done twice a year.
Each check is noted in the log book and any irregularities
noted are reported verbally to the Supervisor of Technical
Production.

Ropes:
Check for rotting in the herap.

Twist the braid

open in one section and sraell for rot or look
for falling hairs.
Check for frays or cuts on the full length of
the rope.
Brake:
Check the clamp for firmness and proper closing
Clean as needed .
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Cables:
*

Check for kinks in the line.

*

Check for fraying or unbraiding.

*

Check all splices.

*

Check tightness of all cable clamps

Tension Block:
*

Check for clean and properly raoving parts

*

Check the tension pull on the rope.

*

Check anchor bolts for firmness and metal
fatigue.

*

Clean as needed.

Weight Arbor :
Check for raoveraent on the track in a straight
and free raanner.
Check the safety bar for holding weights in
place, raake sure that all thurabscrews are
working properly and are not stripped out.
Check the tightness and position of all cable
claraps.
Check end rope knots for tightness and no
fraying.
Clean as needed.
Head Block:
*

Check for free moveraent of cable through the
block.
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*

Check anchor bolts for firraness and raetal
fatigue.

*

Clean as needed.

Loft Blocks:
*

Check for free moveraent of cable through the
block.

*

Check for any slack in the cables between the
head block and the loft block.

*

Check for kinks or overlapping of the cables.

*

Check for any worn spots on the wheel of the
loft block that would indicate that the wheel
is out of alignment to the cable.

*

Listen for excess noise anywhere that sounds
like rubbing of cables or bad bearings.

*

Check anchor bolts for firmness and metal
fatigue.

Cable at the Batten:
Check the cable claraps for tightness and proper
position.
Check position and adjustraent of thirables and
tr ira chains.
Check cable for frays.
Electrical Battens:
*

Check the take-up line on urabilical cord to
circuit boxes for correct slack and take-up
length.
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*

Especially check in the full down position of
the batten so that you may see if the umbilical
cord is being pulled from the circuit box.

*

Check the connection of the urabilical cord to
the circuit box for any sign of wear or cutting
of insulation and wiring.

*

Check hanging bolts for circuit boxes and
Plugging boxes for tightness and raetal fatigue.

Motors and Winches:
*

Check all belts for wear and fraying.

*

Check connections or loose wiring.

*

Check mounting bolts for tightness and visual
signs of raetal fatigue, such as cracking or
worn spots.

Cleaning Stage Lighting Instruraents
All Stage lighting instruraents are cleaned at least
once a year.

This cleaning is scheduled on "dark days"--

days that no events are scheduled into the theatre.

If

necessary, parts of the inventory can be cleaned at
different tiraes.

Understand that when this is done the

light output raay differ between instruraents of the sarae
type.

Try to clean all ellipsoidal reflector spotlights

together, or all fresnel spotlights together, etc.
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Cleaning a Plano-Convex or a
Fresnel Spotlight
1.

Disconnect the instruraent frora the power supply

(unplug).
2.

Carefully reraove the larap and store in a safe place

(on foara rubber pad).
fingers.

Do not touch the larap with the bare

Oil deposits frora your fingers collect on the

glass allowing heat to concentrate in that area.

This

shortens the lamp life and tends to lead to the explosion of
some lamp envelopes.
A clean cotton cloth, or piece of foara rubber is used
to help reraove the larap.

Place the cloth or foara over the

envelope of the lamp before applying your fingers or hand.
This cloth or piece of foara rubber reraains around the lamp
until it is back in the instrument after cleaning.
3. Dust out the inside of the housing with a clean soft
cotton cloth.

Do not use industrial cleaners to aid in

the cleaning.
4.

Clean the reflector and lenses with a vinegar and

water cleaning solution (ten parts purified water to one
part vinegar) and dry with a soft, clean, cotton cloth.
5.

The lenses must be completely dry before raounting

them back into the housing.
6.

Check all lenses for cracks and chips.

If

replacement cannot be done at that time it is noted in the
maintenance schedule log book for later replacement.
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7.

Check the instrument for:
A.

Loose or bare wires, especially check at the

socket and plug.
B.

Any loose screws, bolts, nuts, etc.

C.

Cracks in the yoke, housing, or other raetal

cast parts of the instruraents.
• D.

Cracking of the porcelain base or reflector.

E.

Mirror flaking of the reflector.

F.

Tracking of the carriage without binding.

G.

Cracking in the insulation of the wiring.

H.

Free raoveraent of the wires through the housing

as the base/reflector carriage raoves.
I.

Stripping of bolts and thurabscrews.

J.

Problems with the housing venting bonds.

8.

Put the instruraent back together

9.

Put in the larap, and close up the instrument.

10.

Dust the outside of the instrument.

11.

Plug it into a circuit.

12.

Move away and turn it on by a switch.

Never "hot

patch" or plug the lamp into a "hot" or turned-on circuit.
If the larap blows, the crew raeraber raust be protected by the
closed housing.

Also, the crew member is not to hold on to

the instrument while power is being brought up.

If a short

circuit was overlooked the crew meraber can be shocked.
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Cleaning an Ellipsoidal Reflector
Spotlight
1.

Disconnect the instruraent frora the power source

(unplug).
2.

Carefully remove the lamp housing base after

releasing the closure clip.
3.

Once the base is out of the housing, as with the

fresnel lamp, place a soft, clean, cotton cloth or piece of
foam rubber over the lamp before reraoving the lamp from the
base housing.

Oil deposits from your fingers collect on the

glass envelope and concentrate the heat that the larap
produces.

This shortens the lamp life and sometiraes results

in the envelope exploding.
4.

Set the lamp and base in a safe padded place.
«

5.

Remove the lens train by loosening the set screw in

the nose of the instruraent and carefully set aside.
6.

Unlatch at the gate and hinge open (note: not all

ERS have a hinge here).
7.

Dust out the front snout with a clean soft cotton

cloth and around the reflector, and at the shutters, or
iris .
8.

Wipe off the shutters.

Again, avoid touching the

shutters with your fingers as oil deposits here concentrate
heat and burn or warp the shutters.
9.
clean.

Avoid pulling the shutters out of the slots to
It is difficult to return each to their proper
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"layer cake" position.

If it is necessary to clean the

entire surface of the shutter, carefully unscrew the face
plate.

Do not allow the shutter to fall forward and out of

place.

Carefully take out each shutter, wipe it clean, and

replace in the reverse order of taking thera out.

Do not use

any industrial cleaner or water/vinegar solution on the
shutters.
10.

Clean the reflector and lenses with a vinegar and

water solution (ten parts purified water to one part
vinegar) and dry with a clean, soft cotton cloth.
not to scratch or scrub the lens.

Be sure

All lenses must be

corapletely dry before remounting.
11.

Note and record any chip, crack, or hairline

fracture in the maintenance log report.
12.

Check the instrument for:
A.

Loose or bare wires, especially at the socket

and plug .
B.

Any loose screws, bolts, nuts, etc.

C.

Bent shutters

(replace or straighten) and

make a note in the maintenance log report.
D.

Burnt shutters (sarae as above).

E.

Cracks in the yoke, c-clarap, or other metal

cast device on the instrument.

13.

F.

Stripped bolts or thumb screws.

G.

Problems with the housing vent bonding.

Put the instrument back together.
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14.

Put the larap in the base, and place the base

housing back into the instruraent housing.

Secure the

locking systera.
15.

Re-hang the instruraent.

16.

Dust the outside housing of the instruraent.

17.

Plug the instruraent into a circuit.

18.

Move away and turn on power by a diraraer.

Never

"hot patch" or "hot plug" an instruraent.
19.

Check the focus of the larap and re-align as needed.

Cleaning of Incandescent,
and Quartz Followspots
1.

Disconnect the instruraent from the power source

(unplug).
2.

Carefully reraove the larap by placing a soft, clean,.

cotton cloth or piece of foara rubber over the larap before
removing the lamp from the base housing.

Oil deposits frora

your fingers collect on the glass envelope and concentrate
the heat that the larap produces.

This shortens the lamp

life and sometimes results in the envelope exploding.

(Lamp

removal varies with types of instruments.)
3.

Set the lamp and base in a safe padded place.

4.

Unlatch the hinged door and hinge open.

5. Check the mechanisra of both the iris and shutters.
Lubricate with only approved lubricant.

Sorae manufacturers

require specific heat resistant graphite lubricants.
the owner's raanual.

Check
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6. Check the raechanisra of the focusing rods. Lubricate
only as described in the owner's manual.
7. Check the color filters and douser shutter at the
front of the instrument.
8.

Dust out the inside with a clean, soft cotton cloth

and around the reflector, and at the shutters and iris.
9.

Wipe off the shutters and iris.

Avoid touching the

shutters and iris with your fingers as oil deposits here
concentrate heat and burn or warp the shutters.
10.

Clean the reflector and lenses with a vinegar and

water solution (ten parts purified water to one part
vinegar) and dry with a clean, soft cotton cloth.
not to scratch or scrub the lenses or reflector.

Be sure
All lenses

must be corapletely dry before reraounting.
11.

Note and record any chip, crack, or hairline

fracture in the raaintenance log report.
12.

Check the instruraent for :
A.

Loose or bare wires, especially at the socket

and plug.
B.

Any loose screws, bolts, nuts, etc.

C.

Bent shutters (replace or straighten) and

raake a note in the raaintenance log report.
D.

Burnt shutters or iris (same as above).

E.

Cracked lenses that need to be replaced, chips

that need to be noted.
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F.

Cracks in the yoke, c-clamp, or other raetal

cast device on the instruraent.
G.

Stripped bolts or thurab screws.

H.

Probleras with the housing vent bonding.

13.

Put the instruraent back together.

14.

Put the larap back into the instruraent.

Secure the

locking system.
15.

Dust the outside housing of the instruraent.

17.

Plug the instrument into a circuit.

18.

Turn on and check the focus of the lamp and re-

align as needed.

Cleaning of a Carbon Arc Followspot
1.

Disconnect the instrument frora the power source

(unplug).
2.

Unlatch the hinged door and hinge open.

3.

Carefully reraove the positive and negative carbons

and set aside.
4. Check the mechanism of both the iris and shutters.
Lubricate with only approved lubricant.

Some manufacturers

require specific heat resistant graphite lubricants.

Check

the owner's manual.
6. Check the mechanisra of the focusing rods. Lubricate
only as described in the owner's manual.
7. Check the color filters and douser shutter at the
front of the instrument.
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8. Check the carbon holders and all set screws.
9. Check both positive and negative trira controls.
10.

Dust out with a clean, soft cotton cloth and around

the reflector, and at the shutters, and at the iris.
11.

Vacuura out burnt carbon residue.

12.

Wipe off the shutters.

Avoid touching the shutters

with your fingers as oil deposits here concentrate heat and
burn or warp the shutters.
13.

Clean the reflector and lenses with a vinegar and

water solution (ten parts purified water to one part
vinegar) and dry with a clean, soft cotton cloth.
not to scratch or scrub the lens.

Be sure

All lenses raust be

completely dry before remounting.
14.

Note and record any chip, crack or hairline

fracture in the raaintenance log report.
15.

Check the instruraent for:
A.

Loose or bare wires, especially at the carbon

holders and plug.
B.

Any loose screws, bolts, nuts, etc.

C.

Bent shutters (replace or straighten) and make

a note in the maintenance log report.
D.

Burnt shutters or iris (sarae as above).

E.

Cracked or chipped lenses that need to be

replaced and noted.
F.

Cracks in the yoke, c-clarap, or other metal

cast device on the instrument.

220
G.

Stripped bolts or thurab screws.

H.

Probleras with the housing vent bonding.

16.

Put the instruraent back together.

17.

Put the positive and negative carbons back into the

instruraent, close the housing, and secure the locking
systera.
18.

Dust the outside housing of the instruraent.

19.

Plug the instruraent into a circuit.

20.

Strike up the carbons, check the focus and re-align

as needed.
Carbon arc instruraents raust be thoroughly cleaned on a
regular basis, at least after every fifty hours of use.

A

regular-use log is raaintained to record the use hours of all
follow spots .

Cleaning of Other Stage Lighting Instruraents
The above procedures raay be adapted for the cleaning of
beara projectors, effects projectors, scoops, strip units and
other instruraents with or without lenses.

Theatre Inforraation Sheets
A theatre inforraation sheet is to be distributed to
each producer prior to the signing of the production
contract .
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This theatre inforraation sheet is to include the naraes,
telephone nurabers and specific data about the Cultural
Center Theatre.

Additional inforraation might include:

1.

Type of connectors for lighting equipment.

2.

Size and height of loading dock.

3.

Special loading restriction (i.e., sraall hallways

or sharp turns).
4.

How to find the loading dock.

5.

Where to park the trucks.

6.

One-quarter-inch scale floor plans, side section

and rigging plot.
7.

Electrical circuit diagrara.

8.

Listing of load capacities on all diraraers.

9.

Location of company switches.

10.

Any additional information that raay be helpful for

a visiting event.

If there have been any problera areas for

previous visiting events, it would be good to give others
advance warning so that they raay prepare for it, (i.e.,
light booth raust use raonitors to see the stage and there is
limited wing space).

Touring Productions Inforraation
Saraple Questions the Supervisor of
Technical Production Asks an
Incoraing Event's Coordinator
1.

What is the number of persons in the company
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2.

What is the type of program?

3.

What is the content of the program?

4.

What is the name of the Technical Director?

5.

What is the number of technicians needed to do the

production at this Cultural Center?
6.

What is the number of technicians traveling with

the group?
7.

Is there a running crew?

8.

Who runs the sound, lights, shifting, costuraes, and

flies?
9.
10.

What is the arrival tirae?
What is the nuraber of loading trucks and/or company

buses?
11. What is the number and type of dressing rooms
needed?
12. What is the type of scenery (i.e., platforras, wing
and drop, hard, soft, etc.)?
13. What is the nuraber of lines needed for rigging?
14. Is there need of a platforra tracking or turntable
systera?
15. What is the approxiraate set up tirae and schedule?
16. What are the break times, lunch, and dinner breaks?
17. What is the length of the show and number of
intermissions?
18. What is the strike and load out time?
19. Are there special sound needs?
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20. Are there special lighting needs?
21. What is the nuraber of light and sound cues?
Questions Art Companies May Ask of
the Cultural Center
1.

Ho w mai
ny technicians do you have to help us?

2.

How many technicians do I need to find?

3.

Can any technicians be found locally?

4.

What is the route that the truck or trucks take to

get to the loading dock from the highway?

Is there a map

with your location?
5.

What are the local bridge heights along this route?

6.

What are the dimensions of the load-in door?

7.

What is the rake and length of the loading ramp?

8.

What time can we arrive at the Cultural Center?

9.

What eating establishraents are in the area and what

are their hours?

Should we bring our own food?

10. Where can the corapany bus and trucks park during the
run of the show?
11. Does the stage have a "corapany" switch for a
portable lighting/sound

board?

12. Does the theatre have light trees for the wings
or light ladders to be used frora the ends of the battens?
13.

What are the batten lengths?

14.

What is the distance between battens?

15.

How many battens are free of scenery?

16.

Where are the lighting positions?
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17.

Are the raasking curtains and where are they

located?
18.

Describe the orchestra pit area.

19.

What are the opening-of-house procedures?

Touring a Show
Know the theatres that you are touring to so that you
can design hanging plots to fit each theatre.
The key to touring a show is pre-planning.

The

location of storage and road boxes in the truck raust be
planned not only for size and shape, but also the order of
unloading for when it will be needed on stage during set-up.
Tools, rigging and electrical equipraent are the first things
off of the truck, since they will be needed first.
boxes and platforms may be next.
be the costuraes and properties.

Drop

Last off of the truck may
These are just general

loading suggestions since each show's setting and equipment
will be different.

When the truck is reloaded it is done

the same way each tirae and in the reverse order of
unloading.
Pack the truck with care so no daraage will occur from
shifting or rubbing.

Do not over pack a truck.

Take

special care for properties; they are hard to replace on the
road .
A road box will protect delicate props.

Road boxes

are built, or ordered to fit the size of truck used for the
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tour.

Many touring trucks are of standard size and road

boxes are also of standard sizes.

A color code systera to

the boxes will help to easily identify the contents inside
(i.e., all electrical boxes raay be red, all sound boxes may
be blue, properties boxes may be green, e t c ) .
Do not stack heavy objects on chairs and tables.
Always cover furniture with tarpaulin or blankets.

Have

each piece of furniture marked as to its floor plan
placeraent (i.e., stage left or stage right).
All lighting and sound equipraent raust also be raarked
for stage left or stage right.
Make special arrangements for special portable stage
pieces or a dance floor to be put down ahead of time, before
unloading the trucks.
Before unloading the trucks have all the stage curtains
flown up and the stage floor clear.

Rehang battens with

curtains on thera if they will have scenery hanging on thera
according to the pre-planned rigging plot.

All battens to

be used are to be free and in the up position before the
truck begins to unload.

Unloading the Truck and Setup
A. The general order of unloading that raay be followed is:
1.

Unload rigging: raotor winches, trusses, special

lighting rigging, and start to set it up.
2.

Unload sound and lighting equipraent.
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3.

Hang, plug, and pre-focus all overhead lighting and

sound equipraent.
4.

Fly out all above equipraent.

5.

Sweep the stage floor to prepare for drops.

6.

Unload drop boxes.

7.

Hang all drops, and fly out.

8.

Unload platforms and three-dimensional scenic

pieces .
9.

Rig three diraensional units into place.

10. Unload properties.
11. Dress the set and set up prop tables off stage.
12. Unload costuraes and set up dressing rooms.
Do not overcrowd.

Leave working room.

It may seem at

times that people are standing around but if work is too
hurried, scenery is damaged and crew raerabers are put in
danger .

Reraember the following safety concerns
1.

Safety of all personnel.

2.

Safety for equipment and furnishing.

3.

Safety for the building.

Each show will be different, but set up and load out
m ust be carefully choreographed and rehearsed before going
on the road.
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While each above step is being carried out in its own
order, other personnel can be busy preparing for the next
step .

Remember you can do the following
1. Hang special side rigging or spot rigging while the
main rigging is being put in place.
2. Check the lamps and gel holders.

Pre-focus any

possible instruments located out of the path of the setup.
Focus any light that can not be focused once the scenery
raoves into place, while other's hang and plug the rest of
the lights.
3. Clear the floor , sweep and set up scenery in the
wings for shifting purposes between raajor jobs.
4. Set up sound and lighting control equipraent in the
wings or out front while the stage is occupied.
5. Dress cables by taping thera to the floor or coverinj
thera with a carpet or rubber mat so that people will not
trip on them.
6. Straighten and organize the backstage area to make
walkways for entrances, exits, and crossovers as needed.
7. Clear emergency escape routes.
equipment.

Do not block fire
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Strike and Load out
The plan follows the reverse of the load in.

Costurae

personnel and property crew raust work quickly but safely to
get their raaterials into the road boxes first.
While waiting for the costume and props people to
strike, other assigned crew members can coil and box the
backstage cable, and pack up portable lighting equipraent,
etc .
The raain thing to reraeraber is to not get ahead of the
assigned strike procedure.

If a wall is starting to be

taken down before all of the light fixtures are off of it,
daraage raay occur to the scenery, to the fixture, and to the
personnel.
Everyone will be in a hurry--so raaintain safety.

The

strike needs just as much or more preparation than the load
in, realizing that crew raerabers are tired and anxious for
the job to be done.
The entire crew raust follow the packing charts and
plans.
Before leaving the theatre return all rigging to its
original hanging plan.
Before leaving the theatre sweep and mop the stage
floor .
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Remember the following safety concerns
1 . Work safety!
2. Safety procedures for the counterweight systeras!
3. Special packing and handling procedures for lighting
instruments, speakers, and electronic equipraent!

Trouble-Shooting
All of us have had countless experiences where
something did not function as it was supposed to.

As the

equipment becoraes raore coraplicated it becoraes very
frustrating trying to find out what went wrong.

This

section will take a fairly siraple exaraple of a lighting
instrument not showing any light on stage when the dimmer is
brought up.

It is hoped that this will not only show the

steps to trouble-shoot in this situation but it will also
serve as a guide to other situations and problems that may
arise backstage.
When trouble-shooting reraeraber to go from the least
coraplicated to the raost coraplicated solution.

Some of the

things to look for may seem very siraple, but any one of
these could keep the light from working.

Situation--A stage lighting instrument is not registering
any light on the stage when the dimraer is
brought up.
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Trouble-Shooting Sequence:
If the answer to the question is "yes", go on to the
next step.
If the answer to the question is "no", trouble-shoot
frora the most siraple, probable problera to the most
complicated.
is this the correct dimraer nuraber?
*-- Is the circuit patched into this dimmer?
*—

Is the dimmer's switch on the control board on?

*—

Is the dimraer in the correct preset?

*—

Is the light board turned on?

*—

Is the circuit breaker turned off?

*-- Is the instruraent plugged in?
*-- Does the instrument work?

Try a working instrument.

in the sarae circuit.
*-- Does the larap (bulb) work?
*-- Is the fuse or circuit breaker on the diraraer blown?
*-- Does the diraraer work?

Try a working circuit in

the sarae diraraer.
*-- Does the lamp have a short circuit?
If all of the above trouble-shooting steps fail to find
an answer , ask your supervisor:
*-- Do you really need this instrument?
''^ —

Let your supervisor help.
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Part VI: Emergency Procedures

Introduction
It is sad, but many safety procedures, rules, and
regulations only corae about after injury or death has
occurred as a result of a safety hazard.

Public concern

must be noted and acted upon before a disaster happens.
There are many docuraented exaraples of theatre disasters
that carae about due to the lack of concern or knowledge of
good safety practices.

Two of these events, which involved

fires and loss of life at the Brooklyn Theatre and the
Iroquois Theatre in Chicago, are docuraented in the
appendices Fire Protection in General Safety Regulations.
There are conteraporary exaraples of disasters that
resulted in death for audience raerabers in night clubs and
raovie theatres, not only in the United States, but other
countries as well.

Yet , in each instance it is reported

that one of the coraraon factors in the loss of life was
caused by locked and even barred emergency exits.
Emergency procedures must be carefully planned and
docuraented.

ALL staff, including volunteers, must be

trained as to the correct safety procedures and emergency
plans.

All must react in a calm, take-charge manner during

an emergency situation that will deterraine everyone's safety
and life.
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General Procedures

First-Aid Kit
A first-aid kit with a first-aid raanual is located at a
convenient location in both the front-of-house and backstage
areas.

Inform all staff where it is located in case of

emergency.
Assign one person to check it at least once a month to
keep it stocked with first-aid supplies.

If any staff

members notice that supplies are low they are to inform the
person in charge of it that restocking of those items is
necessary iramediately.

Front-of-House
1.

All ushers and ticket takers need to be aware of

the location of handicapped individuals within the house.
These individuals will need assistance to the nearest exit
in case of a need to evacuate the building.
2.

The House Manager assigns two staff members, one on

each side of the house, to assist any handicapped
individuals out of the theatre.

If the staff members cannot

assist the handicapped individual due to weight of the
person size of the wheelchair or there is a need to move
faster, they are to enlist the help of an audience member to
assist in the evacuation of the person in need.
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Backstage
1.

Upon entering the theatre with a touring group,

the Stage Manager points out a location outside of the
building for members of the company and crew to meet if
evacuation of the building becomes necessary due to fire or
earthquake.

This location needs to be a safe distance from

the building and falling objects and out of the path of
eraergency equipraent.
2.

The Stage Manager of the Cultural Center has a

coraplete listing of all corapany raerabers and personnel on
hand for any perforraance.

This listing is to be kept up to

date as to late replaceraents, and a copy is to be stored
near the fire exit doors in case evacuation of the building
is necessary .
3.

The full time staff and volunteers need to be

instructed in the use of all fire fighting equipraent,
location of alarra systems, location of asbestos curtain
controls, and all emergency procedures of that Cultural
Center .
4.

Always remeraber that a life is worth more than any

equipraent, property, costume or scenery.

Company members',

backstage crew is, and audience merabers' safety is the most
important when an emergency develops.
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Eraergency P r o c e d u r e s For Fi re
Backstage Fire Procedure;
If the fire is backstage, fly in the asbestos fire
curtain.

Depending upon the asbestos curtain fire equipraent

at each cultural center this may be done in two ways:
1.
rail.

By lowering the asbestos curtain batten at the fly
The batten with the asbestos curtain is to be

distinctly marked with a red label near the lead line.

All

crew raembers need to know where this line is located and how
to release the lock for a speedy descent.

This does not

mean however that the line should be batten heavy to
extremes.
2.

By cutting the steel cable holding line for the

free fall asbestos curtain.

This holding line is usually

located downstage on the prosceniura wall.

A pair of steel

cable cutters is placed in a red fire equipment box next to
the line at all times.

The free fall curtain is to be

lowered by hand at least four tiraes a year to check for
daraage to the curtain due to raoisture and storage without
use .
In either case the asbestos curtain travels in a
perpendicular track just upstage of the prosceniura wall.
This track is called a "smoke pocket" or "sraoke trap".
track is kept clear at all times.

This
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If there is no asbestos curtain in the Cultural Center,
then all crew raerabers need to be instructed to close the
fire retardant act curtain.

The closing of this curtain

needs to be done in a sraooth and steady-quick raanner as to
not fan the flaraes already collecting on stage.

The speed

of the curtain closing depends upon the extent of the fire.
The over-all importance of closing the curtain is to protect
the audience patrons from the fire.
Once the asbestos curtain or fire retardant act curtain
has been lowered or drawn shut, if safety tirae permits and
the fire has not yet spread to the curtain legs, all scenery
untouched by fire is flown out of the path of the fire.
The Stage Manager sees to it that the fire
is not spread by raising flying pieces of scenery too
quickly.

It is better to sacrifice some pieces on the floor

of the stage than spread the fire to the grid area.
Flymen need also be instructed, in pre-show training,
to open the roof fire doors upon the signal of a fire
backstage.
The In-House Stage Manager, in a training session,
assigns members of the crew to flying duties, use of fire
fighting equipment, and safety instructions in case of a
fire.

It is the Stage Manager's decision on what scenery is

to be sacrificed and how long the crew stays to fight the
blaze.

He must remeraber at all times that scenery can be

replaced, but a life cannot be.

The safety of the backstage

236
crew and actors is all important.

No one is perraitted to

re-enter a fire area to "save" equipraent, props, costumes,
etc.

It is not worth a huraan life.
In case of fire the Stage Manager quickly and

efficiently does the following:
1. Informs the House Manager of the fire and that the
building needs to be evacuated.
2. Stops the show.
3. Has the crew drop the asbestos fire curtain.
A. Goes before the audience and raakes the announceraent
(or plays on a pre-recorded sound cart):
LADIES AND GENTLEMEN.

WE ARE EXPERIENCING

TECHNICAL DIFFICULTIES AND REQUEST THAT YOU VACATE
THE BUILDING.

PLEASE WALK TO THE NEAREST EXIT.

THANK YOU.
5. Helps guide the actors and crews on stage to the
nearest exit to the pre-determined location.

Be keenly

aware of large costume pieces that raay spread the fire as
the actors exit.
6. Announces to all dressing rooras to evacuate the
building and describe where the fire is located so that an
unknowing person in the wings or dressing room does not walk
into the fire.
7. Above all, saving life out-weighs any tirae consuming
action.

If the fire is spreading quickly, get all backstage

people out of the building.
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8. Once out of the building, collects the raerabers of
the company and crew to count heads to see if anyone is
missing.

Instructs the company merabers and crew that are

outside to stay together in one place until all are
accounted for.
All companies are to be inforraed of the outside raeeting
area to come to in case of any evacuation of the building
for any reason.

This will only aid in the accounting of

personnel.

Front-of-House Fire Procedures
1. The House Manager calls the local fire department.
2. After the announcement has been made to the audience
the front of house crew assists the patrons from the house
through the nearest safe exit.

The doorraen encourage the

audience to locate at a pre-deterrained location that is a
safe distance frora the building, and allows araple working
space for the fire fighting equipment, but does not block
access for the emergency vehicles.
3. When the usher's section of the house is empty the
usher goes outside with the patrons to help calm the patrons
and raaintain order.
4. The House Manager and ticket takers check the
restrooms, hallways, and other areas for stray patrons and
staff.
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Emergency Procedures For Typhoon
Once a typhoon warning has been given by the National
Weather Service, the building is secured against damages.
The following is a saraple checklist for securing the
building:
1.

Check all exterior drains.

free-flowing and free of obstruction.

Make sure that they are
As the typhoon gains

in strength, assign a staff raember to check the drains on a
rotation basis during the storm to ensure that they are kept
free of debris.
2.
damage.

Prepare windows and glass doors against wind
All glass should be covered by panels of wood or

taped to prevent flying glass if they should shatter during
the storm.

Have large pieces of canvas or plastic with

securing line and tape on hand to cover broken out windows
in the event of any breakage.
3.

Move all potted plants to the inside of the

building and store in a safe place away from emergency
exits .
4.

Secure any heavy light fixtures that may blow down

or break in the heavy winds.
5.

Secure any sculpture or outside art, bicycle racks,

benches, etc. so that they do not become flying objects in
heavy winds.
6.

Prepare flashlights and have extra bulbs and

batteries on hand.
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7.

Check the portable radio and secure extra

batteries.
8.

Secure flararaable supplies such as gas bottles and

paint or cleaning supplies.
9.

Unplug all unnecessary electrical equipraent.

10.

Cover light and sound board equipment with a

plastic cloth in event of roof leakage or water damage to
the ceiling or wall areas nearby.
11.

Check out pumping equipment or "wet vacs" used to

pump water from baseraent areas.
12.

Check all paper goods, supplies, and storage areas

for water or storm daraage.
During a typhoon a skeleton staff is kept in the
buildings to solve any probleras that result from the winds
and rain.
After the typhoon a walking tour of the theatre
building is done with the Supervisor of Building
Maintenance, Perforraing Arts Director, and the Supervisor of
Technical Production to check for any daraage.

All damage is

reported and repaired as soon as possible.

Eraergency Procedures for a Power Failure
In the event of a power failure during a performance,
the emergency lighting system will come on.

The Stage

Manager goes before the audience with a flash light, and
reads the following raessage:
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LADIES AND GENTLEMEN.

WE ARE EXPERIENCING A

TEMPORARY POWER FAILURE AND ARE FORCED TO HALT
THIS EVENING'S PERFORMANCE UNTIL POWER IS
RESTORED.

PLEASE REMAIN IN YOUR SEATS AS WE

EXPECT RESUMPTION OF NORMAL ELECTRICAL SERVICE
MOMENTARILY.

THANK YOU FOR YOUR PATIENCE.

In the event that power is not restored within fifteen
rainutes of the initial power failure, the Stage Manager
raakes the following update announceraent:
LADIES AND GENTLEMEN.

DUE TO THE POWER

FAILURE WE ARE FORCED TO CANCEL THE REMAINDER OF
THIS EVENING'S PERFORMANCE.

THE USHERS HAVE TAKEN

UP POSITIONS WITH FLASHLIGHTS TO HELP YOU LEAVE
THE THEATRE SAFELY.

PLEASE WATCH YOUR STEP . AN

ANNOUNCEMENT WILL BE MADE ON RADIO AND IN THE
NEWSPAPER TOMORROW CONCERNING A FUTURE PRODUCTION
DATE AT WHICH YOUR TICKETS WILL BE HONORED.
PLEASE KEEP YOUR TICKET STUBS AS THEY WILL BE
NEEDED FOR ADMISSION.

THANK YOU.

The Stage Manager is responsible for vacating all
backstage personnel and securing the backstage areas.
The House Manager is responsible for vacating all
persons in the front-of-house areas out of the building.
The ushers and the theatre staff help the audience out
of the theatre and raaintain order.
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The escape routes raust be carefully planned to allo w
for a fast and efficient raoveraent of the audience and
backstage personnel.

Each theatre is different.

Eraergency Procedures For National Defen se

National Defense Air Raid Warning
Whenever a National Defense warning is in effect, the
radio bulletins are constantly raonitored by a staff meraber
throughout the perforraance.

All changes in the bulletins

are reported directly to the Perforraing Arts Director
without delay.

The Stage Manager is inforraed that there is

a threat to the security of the national defense.

In the

event that a national defense watch is issued the Perforraing.
Arts Director:
1.

Tells the producer of the event and the Stage

Manager that a warning is in effect.
2.

Turns on the radio and assigns a staff raeraber to

raonitor the progress of the inforraation being issued.
3.

Makes notations of instructions on the national

defense announceraent and relays the inforraation to all
concerned.
4.

Issues flashlights to the ushers and house staff.

5.

Makes sure that ushers are aware of their emergency

positions and duties.
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6.

Instructs house staff to clear all potential

obstructions from a path between the theatre house and the
air raid shelter in the basement.

National Defense Air Raid Alert
In the event that a national defense air raid alert is
issued the Performing Arts Director or House Manager
institutes emergency procedures by:
1.

Positioning ushers in their emergency stations.

2.

Informing the Stage Manager of the national defense

air raid alert.
3.

Assigning the monitoring staff raeraber to the radio

announceraents to take the radio to a predeterrained location
in the basement.
4.

Turning off all exterior lighting and interior

foyer or lobby lighting not necessary for escape to the
shelter in the basement area.
The Stage Manager executes emergency procedures by
doing the following:
1.

Stops the show and closes the curtain and while

doing so announces to the crew on head sets to bring up the
eraergency lighting in the auditoriura and backstage, to turn
off all other non-necessary lighting, and then assist in the
patrons' evacuation to the basement areas after unplugging
and turning off equipraent.
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2.

Announces to the company and backstage crew the

issuance of the national defense alert and directs them to
seek shelter in the basement iraraediately but calraly.
3.

Bring up the eraergency house lights on panic as a

pre-arranged signal that the perforraance is stopped.
4. Goes before the audience and reads the following
announcement (or plays on pre-recorded sound cart):
LADIES AND GENTLEMEN:

THE NATIONAL CIVIL

DEFENSE AUTHORITY HAS ISSUED AN AIR RAID ALERT FOR
THE CITY OF

.

AT THE PRESENT TIME

THERE IS NOT IMMEDIATE DANGER, BUT WE HAVE BEEN
INSTRUCTED TO SEEK A PLACE OF SAFETY.

THE USHERS

WILL DIRECT YOU TO THE BUILDING'S SHELTER.

IF

THERE IS MILITARY PERSONNEL IN THE AUDIENCE YOU
ARE INSTRUCTED TO MEET IN THE MAIN LOBBY AREA FOR
INSTRUCTIONS.

THE REMAINING PATRONS PLEASE STAND

AND WALK CALMLY OUT OF THE THEATRE INTO THE
BASEMENT.

IF THERE ARE DOCTORS AND/OR NURSES IN

THE THEATRE WE ASK THAT YOU INFORM THE HOUSE
MANAGER OF YOUR PRESENCE.

I REPEAT, THERE IS NO

IMMEDIATE DANGER SO PLEASE WALK CALMLY AND THE
USHER WILL DIRECT YOU TO A PLACE OF SAFETY IN THE
BASEMENT.

DO NOT LEAVE THE BUILDING.

THE

PERFORMANCE WILL BE RESUMED AS SOON AS CONDITIONS
PERMIT.
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The front-of-house staff:
1. Assists the patrons to the nearest doorway toward
the air raid shelter in the basement.
2.

Helps maintain order and calms the patrons as

needed .
The Stage Manager .

The Stage Manager directs raembers

of the company and backstage crew to the sarae baseraent
location.

They stay in one location so that they raay

organize to help calra the patrons, or prepare to resurae the
performance when it is appropriate.
The House Manager and box office staff pass araong the
patrons to locate doctors and/or nurses who raay be needed if
the emergency continues.
The house staff sets an exaraple of calm control for the.
patrons during the emergency.
If the Air Raid Sirens Sound During a
Perforraance With No Previous Warning
1.

The Stage Manager contacts the House Manager and

inforras the front-of-house of the sirens.
2.

The House Manager:
A. Has a staff meraber listen to the radio for news

bulletins or contact the civil defense authority.
B. Directs two house staff to clear a path between
the theatre house and the air raid shelter in the
baseraent of all potential obstructions.
C.

Issues flashlights to the ushers and staff.
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3.

The Stage Manager executes eraergency procedures by

doing the following:
A.

Stops the show and closes the curtain and

while doing so announces to the crew on head sets to
bring up the emergency lighting in the auditorium and
backstage,to turn off all other non-necessary lighting,
and then assist in the patrons' evacuation to the
basement areas after unplugging and turning off
equipment.
B.

Announces to the company and backstage crew

the sounding of the national defense air raid sirens
and directs them to seek shelter in the baseraent
iraraediately but calraly.
C.

Brings up the emergency house lights on panic ,

as pre-arranged signal that the perforraance is stopped.
D. Goes before the audience and reads the
following announceraent (or plays on pre-recorded sound
cart) :
LADIES AND GENTLEMEN:

THE AIR RAID SIRENS

ARE SOUNDING OUTSIDE OF THE THEATRE.

AS A

PRECAUTION FOR YOUR SAFETY WE ARE ASKING THAT YOU
FOLLOW OUR INSTRUCTIONS TO A PLACE OF SAFETY WHILE
WE VERIFY THE SITUATION.
CALMLY OUT OF THE THEATRE.

PLEASE STAND AND WALK
THE USHERS WILL DIRECT

YOU TO THE BUILDINGS'S SHELTER IN THE BASEMENT.
IF THERE ARE MILITARY PERSONNEL IN THE AUDIENCE
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YOU ARE REQUESTED TO MEET IN THE MAIN LOBBY AREA
FOR INSTRUCTIONS.

THE REMAINING PATRONS PLEASE

STAND AND WALK CALMLY OUT OF THE THEATRE INTO THE
BASEMENT.

IF THERE ARE DOCTORS AND/OR NURSES IN

THE THEATRE WE ASK THAT YOU INFORM THE HOUSE
MANAGER, IN THE LOBBY, OF YOUR PRESENCE.

I

REPEAT, PLEASE WALK CALMLY AND THE USHER WILL
DIRECT YOU TO A PLACE OF SAFETY IN THE BASEMENT.
DO NOT LEAVE THE BUILDING.

THE PERFORMANCE WILL

BE RESUMED AS SOON AS CONDITIONS PERMIT.
The Front-of-House Staff:
1. Assists the patrons to the nearest doorway toward
the air raid shelter.
2.

Upon reaching the baseraent all staff raerabers

raaintain order and calra the patrons as needed.

The Stage Manager directs members of the company and
backstage crew to the same basement location.

He keeps the

corapany in one location so that they raay organize to help
calra the patrons.
The House Manager and box office staff pass among the
patrons to locate doctors and/or nurses who may be needed if
the emergency continues.
The house staff set an example of calm control for the
patrons during the emergency.
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Eraergency Procedures for Earthquake
During an earthquake there are two iraportant things to
remember.
REMAIN CALM and PREVENT FIRES
If you are back stage during an earthquake raove away
from storage racks, stacked platforms, and the loading and
pinrail fly systera.
There is little to do during an earthquake.

Most

people try to find soraething to hold onto or try to register
in their rainds what exactly is happening.

The front-of-

house staff raakes atterapts to calra the patrons.

A suggested

stateraent that can be announced by the house staff and
ushers is:
PLEASE, REMAIN CALM.
BUILDING.

THIS IS A SAFE

DO NOT GO OUTSIDE.

By the tirae that this announceraent is corapleted most
earthquakes have subsided.

If it is a major earthquake then

add the following to the above statement:
EXTINGUISH ALL CIGARETTES AND OTHER FLAMES.
PROTECT YOUR HEADS.

REMAIN CALM, DO NOT GO

OUTSIDE OF THE BUILDING.
The ushers are the major calming force and need to be
instructed and trained in giving these statements in a calm,
soothing voice that can be heard by a crowd.
NOT be harsh or frightened sounding.

The tone can

Move patrons away from

chandeliers or other heavy hanging objects that might fall
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off the walls or ceilin

gs as soon as possible in a quiet and

orderly raanner .

In a Major Earthquake
As stated before, fire and panic are areas that can be
controlled.

Fires that result frora the earthquake can be

controlled by turning off the electrical power or gas.
All efforts raust be made to prevent fires.

In a major

earthquake the electrical power is to be turned off.

This

will alleviate electrical shock and fires caused by bare and
exposed electrical wiring.
Extinguish all flaraes and raandate a "no-smoking" policy
inside the building.

Check that all flararaable supplies are

not a fire hazard—such as gas bottles turned off and paint .
stored in the flammable cabinets is securely stored.

This

is the responsibility of the Stage Manager.
The staff maintains order and fights any fires.

If

there is a fire, follow the procedures in the fire procedure
section of this manual.
After the earthquake subsides a quick check of the
building is to to be made to ascertain if evacuation is
necessary frora the building.
If evacuation is necessary the following announceraent
is read (or played on pre-recorded sound cart):
LADIES AND GENTLEMEN:

FOR YOUR SAFETY WE ASK

THAT YOU STAND AND QUIETLY WALK TO THE NEAREST
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EXTERIOR EXIT.
THE BUILDING.
BUILDING.

THE USHERS WILL ASSIST YOU OUT OF
LOOK UP BEFORE EXITING THE

MOVE AWAY FROM THE BUILDING AND ALL

SURROUNDING STRUCTURES.

I REPEAT, KEEP CALM AND

WALK QUIETLY OUT OF THE BUILDING BY THE NEAREST
EXIT.
Ushers are positioned at all doorways to keep an eye
out for falling debris.
All raechanical devices such as the counterweight
systera, eraergency doors, elevators, and raechanical lifts
must be exarained for any problems after it is deemed safe to
re-enter the building.
The building is to be checked for water leaks.

Heavy

lighting fixtures and wall hangings are also to be checked
to see that they are still secure.

ADDENDUMS TO THE OPERATIONS MANUAL

The addendu.s include infor.ation that w i U be helpful
as a reference to .any aspects of daily operations.

There

are examples of equip.ent and systems use manuals that may
be followed asraodel=! fr^>- m „
raoaeis for those systeras and equipment that
are unique to each cultural center.
The information in addenduras 6 and 7 „as collected from
handouts given out durlng a United States Instltute for
Theatre Technology. (U.S .1.T.T.). workshop on rigging for
the theatre.
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ADDENDUM 1
THE VOLUNTEER PROGRAM

Because of budget cuts and increased production costs,
it is becoraing increasingly difficult to raaintain quality
productions in the Cultural Centers.

The volunteer is a

resource that should not be over-looked.

Volunteers can

bring raany qualities to the Cultural Center that will
further the arts.

The volunteer can show great civic pride

by working for a quality performing arts organization.

This

pride will be shown to the people of the coramunity and their
visitors.

Volunteers can bring their talents, skills, and

services to the Cultural Center to help with the daily
operations.

They may even help with special projects

including such programs as fund raising, public awareness,
audience development, and staff assistance.
The jobs that volunteers can do are raany. As a group
they raay help with a re-landscaping project or siraply help
keep the plants watered.

In the front-of-house areas they

raay sell tickets, take tickets, and help their friends to
their seats at a performance.

In the technical production

area they may help to unload a touring show's truck and help
in the setup of scenery, lighting, properties, or costumes.
They raay have special skills such as marketing techniques
that would help in the proraotion of events.
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Or, one may be
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a calligrapher that could give a special flair to
invitations or tickets.
In short, volunteers can do almost any job in the
Cultural Center.

Care must be taken to keep the importance

of their assigned tasks in perspective.

No task should be

given more importance than it deserves.

The tasks should

not be given less importance either.

The ticket taker is

just as important to the show as the person loading and
unloading the truck.

The goals and purposes of each job

should be explained.
With careful selection and training the volunteer can
become an integral part of the Cultural Center's Perforraing
Arts Division.

The Selection Process
This process begins by each Cultural Center deterraining
what specific jobs could be served by volunteers in the
local coraraunity.

These iobs should be listed first in

general job categories and then in specific job
descriptions.

The general skills and character traits

needed by persons to do each jobs could also be listed.
Advertising raethods described in the proraotion section
can be used to find volunteers.

Don't forget that word-of-

raouth advertising is one of the most effective forms of
advertising for the Arts.

The advertising should discuss
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the volunteer prograra, the types of volunteer jobs
available, and how and when to apply.
A general meeting may be used to give more detailed
descriptions of the volunteer prograra and specific jobs.
Here the volunteers can fill out a volunteer interest forra.
This form can help screen applicants for the prograra.
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VOLUNTEER INTEREST FORM

NAME

SEX

LOCAL ADDRESS

TELEPHONE #: HOME
OFFICE

PRESENT OCCUPATION

HIGHEST EDUCATION DEGREE_
MAJOR FIELD OF STUDY
WHEN ARE YOU AVAILABLE TO VOLUNTEER AT THE CULTURAL CENTER?
(ALL SEVEN DAYS)

VOLUNTEER INTEREST FORM CONTINUED

PAGE 2

DO YOU HAVE ANY SPECIAL KNOWLEDGE, EXPERTISE, OR SKILLS THAT
YOU THINK WOULD BE HELPFUL TO THE CULTURAL CENTER?

FIGURE 9. VOLUNTEER INTEREST FORM
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The interested volunteers should arrange for an
interview with raerabers of the volunteer coraraittee or with a
volunteer coordinator of the volunteer prograra.

This

coordinator may also be a volunteer.
The interview may help to screen applicants and to
discover more about the person's abilities than he chose to
put on the application form.

Many persons are hesitant to

write down their skills and interests, but they are able to
discuss them.
The following is a saraple interview form that gives
general questions.

These questions raay serve as a helpful

forra for the interviews.
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INTERVIEW FORM

NAME OF APPLICANT

DATE

NAME OF INTERVIEWER

WHAT WOULD BE THE IDEAL VOLUNTEER JOB FOR YOU?

DO YOU HAVE ANY QUESTIONS ABOUT THE CULTURAL CENTER?

WHAT THINGS HAVE YOU DONE THAT HAVE GIVEN YOU GREAT
SATISFACTION?

WHAT IS YOUR REGULAR WORKING SCHEDULE DURING THE WEEK

WHEN ARE YOU AVAILABLE FOR WORK AS A VOLUNTEER?
(see volunteer application forra)

FIGURE 10. INTERVIEW FORM
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The Training Process
Those that are still interested in the volunteer
prograra should attend general training sessions.

Here

general inforraation and skills that are needed by all
volunteers should be explained.

Topics for these raeetings

may include explanations of how job assistance is requested
by staff, how job assignments are made, and how eraergency
procedures are to be followed for all sections, in addition
to other general inforraation topics.
As sorae people learn raore about the jobs and about the
extent of the tirae coramitraent that is a part of this
program, they raay decide not to continue their involvement
in the program.

Those volunteers that are still interested

should be assigned to staff raerabers for specific job
training.

Here is when instruction of the skills needed for

specific jobs should be given.

Hopefully, hands-on

(practical experience and observation) training can be used
to help the volunteers learn both the basics and the details
of the jobs that they may be asked to do.
The volunteer coordinator of the volunteer prograra
and/or the volunteer coramittee, should develop methods for
assigning volunteers with the assistance staff members.
When the job assistance has been assigned to a volunteer,
the volunteer should be contacted, and the staff requesting
the volunteer should be notified of the assignment.
Following is a volunteers staff assistance request form.
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STAFF ASSISTANCE REQUEST FORM

DATE

D V SION

SECTION

STAFF MEMBER WHO WILL SUPERVISE VOLUNTEERS

BRIEF DESCRIPTION OF WORK TO BE DONE

IF BACKGROUND, SPECIAL SKILLS, OR PREVIOUS EXPERIENCE IS
NECESSARY, PLEASE SPECIFY

NUMBER OF VOLUNTEERS NEEDED
TIME NEEDED

DAY NEEDED

WHEN WILL THE PROJECT BEGIN?

WHAT IS THE ESTIMATED COMPLETION TIME?
COMMENTS:

FIGURE 11. STAFF ASSISTANCE REQUEST FORM

ADDENDUM 2
COMPUTERIZED TICKETING
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ADDENDUM 2
COMPUTERIZED TICKETING

There are currently raany coraputerized ticket sale
prograras on the raarket designed for the theatre.

These

prograras can be purchased for use on many types of personal
microcomputers.

Much time and energy can be saved by

letting the coraputer keep track of raundane bookkeeping,
ticket printing, and seating charts records.

Care raust be

taken, however, to have back up systeras developed to protect
records of ticket sales.

There should also be a raanual

systera developed to sell tickets by hand if there is a power
failure or the coraputer goes down for sorae reason.

A hard

copy printout should be made regularly to get an update of
seats sold in chart forra, and a listing of the nuraber of
different priced tickets sold.
The following is a brief and incoraplete listing of the
various ticket and prograra options available:

Tickets

printing, raailing lists and mail merge, patron list, patron
data and information, seating records and charts, ticket
incorae, tax record, bookkeeping, expenditures and income,
prograra scheduling, and theatre space scheduling.
Before using a computerized ticketing program it is
recommended that a single system is used by all cultural
centers to insure continuity for the patrons and uniformity
in record keeping.

A ticketing system similar to those used
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by international airlines and raany doraestic transportation
systems may be developed.

These systeras have increased

ticket sale efficiency and accuracy.

ADDENDUM 3
EQUIPMENT USE MANUALS
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ADDENDUM 3
EQUIPMENT USE MANUALS

It is recomraended that all systeras that use equipraent
have equipraent use raanuals written for reference and also
for the training of personnel unfamiliar with thera.

Many

electronic systems require that they be turned on and off in
a certain order to prevent power surge damage.

Mishandling

of equipraent can also result in injury to other equipraent
and personnel.

Included in addenduras "The Use of the

Counterweight Systera" and "Use, Care and Cleaning of Stage
Draperies" are exaraples of such raanuals.
Other suggested topics are:
-The Light Control Board
*The Sound Systera including a checklist for turning on and
off the power.
*List of Corapanies that Repair and Service Equipraent
*Use and Repairs Manual for the Projection Equipment

ADDENDUM 4
SYSTEMS MANUALS
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ADDENDUM 4
SYSTEMS MANUALS

In addition to equipraent use raanuals it is recoraraended
that other regular systeras and daily operations have a check
list to follow to serve as a daily record or as a reference
for training new or replaceraent personnel.
The following is such a cleaning systeras checklist for
the Building Operations and Maintenance section.

The Facility
The Cultural Center Staff shall raaintain the facilities
in such a manner as to present it as a "showcase" on behalf
of all the people of the comraunity.
All employees are responsible for helping to keep the
building and grounds as clean and attractive as possible.
Report anything seen that needs repair or cleaning to the
supervisor .

Building Operations and Maintenance
The Building Operations and Maintenance staff is
responsible for:
1. All set-ups, change-overs, and/or tear-downs not
having to do with staging;
2. Cleaning and maintenance of the entire building in
an emaculate, and spotless, condition;
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3. Routine daily maintenance of the building and
fixtures, examples are:

furniture repair, locks, doors,

light bulbs, towel and toilet paper racks, rainor wall or
wall paper repairs, stopped up toilets, etc.;
4. Reporting all raajor probleras to the supervisor.

This shall be accomplished by doing the following:
1. All set-ups are to be completed by the day prior to
the event whenever possible.

Set-up sheets are to be

checked by the supervisor on duty.
clarify and solve any probleras.

The supervisor will

All set-ups are to be

checked by the supervisor.
2. Under no circurastances are beer or any other
alcoholic beverage containers (bottles, cups, glasses, etc.)
to be left after an event.

They raust be reraoved immediately

following the event , regardless of the finish time, and
placed outside the building in a garbage collection area.
3. If a caterer does not clean up after an event, the
supervisor on duty should see that it is cleaned.

He should

then report the condition of the roora and the fact that the
in-house crew cleaned it to the Building Operations
Superintendent or the Cultural Center Director.

Include the

catering firm's name, time the event was over, and the time
and nuraber of employees involved in the clean-up.
4. Tables and chairs should be reraoved frora the halls
after each event.
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5. When cleaning during an event be unobtrusive and
clean quietly.

For the safety and convienence of the

audience, do the following before each intermission:
6. All cigarette urns and trash cans are to be checked
and emptied regularly during an event.
7. The lobby areas and rest rooms shall be checked and
kept clean and spotless during an event.
8. Halls, stairways, telephone areas, water fountains,
vending machine areas, elevator, etc . , should be kept clean
during events.
9. All eraergency exit stairs, eraergency halls, and
eraergency exits are to be checked and kept clear and clean.
10. All eraergency lighting and exit sign lights shall be
kept in working order.
11. An adequate araount of equipment and supplies shall
be raaintained for an efficient operation.
12. All uncarpeted floors will be seal coated, and/or
waxed, whichever is appropriate for the type of flooring, to
ease in their cleaning and maintanence.
13. No one other than authorized personnel shall operate
Cultural Center equipraent.
14. All rooras are to be cleaned imraediately after an
event whenever possible.

All areas not in use are to be

locked .
15. All rooras are to be checked, all lights turned out
and all doors locked prior to leaving the building.

The
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supervisor on duty shall check and verify that the entire
building is secure.
16. During night events all outside periraeter, parking
lot, stairway, and underneath parking lights will be on
prior to the event and turned off after the patrons have
left, yet, prior to the last supervisor leaving the
building.

This is to be accoraplished by checking the entire
building on a daily basis (check list is attached).

The

necessary cleaning or repairs shall then be scheduled for
action as soon as possible.

This shall include outside

perimeter and underneath parking areas.
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Building Operations and Maintenance Check1ist:
1. THEATRE
A. Carpet
B. Stairways (all)
C. Walls
D. Chairs
E. Aisles (upper and lower)
F. Lobby
G. Furniture
H. Box Office
I. Dressing rooms (all)
J. Windows
K. Exit sign lights
2. MEETING ROOMS
A. Carpet (halls and rooras)
B. Walls
C . Storage roora
D. Rest Rooras
E. Windows
F. Entrance doors
G. Exit sign lights
3. LOBBY AREA
A . Carpet
B. Floor
C. Trash
D. Sand urns
E. Windows (around plaza area)
F. Walls
G. Drinking fountains
H. Phone booths
I. Stairways (upper and lower)
J. Glass in entrance doors
K. Grand stairs (stairs and floor)
L. Flower beds
M. Elevator
N. All doors and door glass
0. Exit sign lights
OFFICES
A. Carpet
B. Trash
C. Walls
D. Light bulbs
E. Furniture
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F. sand urns
G. Windows
H. Exit sign lights
5. WALKWAY AND HALLS
A. Trash
B. Flower beds
C. Carpet
D. Exit sign lights
6. VIP SUITE
A. Carpet
B. Walls
C. Windows
D. Furniture
E. Doors
F. Lights
G. Trash
H. Sand urns
I. Mirrors
J. Exit sign lights
7. REST
A.
B.
C.
D.
E.
F.
G.
H.
I.
J.
K.

ROOMS
Floors
Toilets and urinals
Stall Doors and walls
Mirrors
Hand dryer
Exhaust fans
Light fixtures
Sand urns
Soap dispensers
Sink and sink area
Trash

L. Toilet paper dispensers
8. OUTSIDE PATIOS
9. ELEVATORS
10. UNDERGROUND PARKING
11. ALL ENTRANCE WAYS
12. STORE ROOMS

ADDENDUM 5
FORMS
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ADDENDUM 5
FORMS

The theatre staff is responsible for helping to present
the best quality productions possible.

Anything that can

help the staff with this responsibility is good for both the
staff and the audience.

Reraerabering what needs to be done

and ways to do those tasks can be recorded on forms.
The following are a few sample forras that raay be used
for recording inforraation such as lighting cues and presets.
These forras raay need to be adapted to the specific needs of
each facility and personnel.
There are examples of how to fill out each form that
raay serve as a guide.
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Production FAMILY FROM TAIWAN

Date

1/11/86

Crew arrival tirae 15:30

Cast arrival time

Crew departure tirae 1:30
Running tirae of:

Cast departure tirae 23:00

15:30

Act I .1:15
Interraission :15
Act II 1:05
Strike 2:37
Notes:
Per forraance
Character #1-Skipped one page of dialogue
Character #6-Forgot to bring on flowers

Scenery
Shift into Scene 2 needs to be rehearsed
Flat #4 needs repairs: 2 tears, paint touch up
Lighting
Very good show!!

Sound
Cue M slow on playback
Good show!!

Costuraes
All costumes need to be laundered

Props
Polish furniture in Act II Scene 2

Miscelaneous

FIGURE 12. STAGE MANAGER'S REPORT
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Production

FAMILY FROM TAIWAN

Cue Number

57

Page 1

of 16

Recorded Preset #

105

Speed: Count
Minute
Second approx. 10
With the following action:
Bring up lights at sarae speed BOTH dancers raise their arras
Cue taken frora: Stage Manager
Description of cue:
Red sidelights corae up to full.
Amber Center special goes down.
The rest stays the sarae.
'^

Preset in Group Master

Visual *

Aural

Sub Master

Dimmer Presets IN PERCENTS OF FULL
1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 17
70 FF 0

0

25 0

0

0

0

0 50 50 25 25 25 35 0

18 19 20 21 22 23 24 25 26 28 29 30 31 32 33 34 35
0 75 50 75 57 75 25
Cue Nuraber

0 10 45 45

0 35 25 0

35

0

Recorded Preset #

58

Speed: Count
Minute
With the following action:
Cue taken frora:

Second

Stage Manager
Visual

Aur al

Description:

Sub Master

Preset in Group Master
Diraraer Presets
1 2
3 4 5

6

8

10 11 12 13 14 15 16 17

18 19 20 21 22 23 24 25 26 28 29 30 31 32 33 34 35

FIGURE 13. LIGHTING CUES
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Production
No. Type
1 8"ERS

FAMILY FROM TAIWAN
Loc
BEAM

Page

of

Purpose Larap Color Circ . Diraraer Notes
1 COOL FEL
851
26
26

2

8"ERS

BEAM

3 COOL

FEL

851

29

29

3

6"xl6
ERS

BEAM

SPECIAL
#1

FEL

823

30

30

1

.-

--

FIGURE 14. INSTRUMENT SCHEDULE
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Production

FAMILY FROM TAIWAN

Cue Speed Tape Description
of Cue #
of Sound
0
A
2
FOG HORN
COUNT
FOG HORN
B
15
2
DOWN
COUNT

Page

1

of

Source Speakers Volurae Volurae
Preset A d j u s t
SUB 6
70% to
ALL 5
SUB 6

ALL 5

70% to

0%

to
to
to
to
to
to
to
to
to
to
to
to
to
to
to
to
to
to
to
FIGURE 15. SOUND CUES

1
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Production
Shift Act

FAMILY FROM TAIWAN
II

SANDY

of

10

Stage Manager_

Ent er Action (Move,Set,Strike)
MOVES: SL CHAIRS DSR 2M
USL
STRIKES: VASE, 3 TEA CUPS
USR

3

Scene

Cue to shift: Blackout
Curtain
other*
= GARDEN DROP COMES DOWF
Person
TONY

Page

SETS: NEW CHAIR, CURTAINS
MOVES: SR CHAIRS DSR 2M
STRIKES: SHOES, SCARF, HAT

FIGURE 16. SHIFTING CUES

To
UCR

Exit
SL

UCR
SR
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ADDENDUM 6
GENERAL THEATRE SAFETY REGULATIONS

Running, practical jokes ("horseplay"), throwing tools
or materials, jumping off props or frora one level to
another , or activities which endanger either the individual
or others should not be perraitted in the stage area.
Good housekeeping is essential.

At the end of each

work day, production, touring show, etc. the stagehouse or
other work areas should be left in a safe and clean
condition.

All tools should be returned, floors swept and

mopped, trash eraptied, and walkways and exits left clear and
unobstructed.

In short, any potential safety or fire hazard

raust be elirainated.
«

Open traps, unusable platforms or step units must be
barricaded (fenced or roped off) or covered and should be
conspicuously identified at all tiraes between performances.

Clothing and Personal Protective Equipment
A safety harness and life-line should be worn whenever
it is necessary to work off the theatre catwalk or trolleys,
as during the hanging of lighting instruments from a boom or
other external rigging of scenery.
Hard sole shoes should be worn while working on the
stage.

Steel toes are preferred.
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Goggles, face shields, "plano" (non-corrective) safety
glasses, or heat-treated Rx glasses should be worn while
using power tools or equipraent.
Loose fitting clothing or jewelry shall not be worn
while using power equipraent.

Bracelets and loose fitting

rings should be avoided while working at height where a fall
may result in catching these articles.
tied back or otherwise secured.

Long hair raust be

Long sleeve shirts should

be either buttoned at the cuffs or rolled up to the upper
arra.
Work should be arranged so that all rigging and flying
are done together.
at these tiraes.

No other work will take place on stage

The warning call of "heads" or "clear" raust

be shouted when anything is being lowered from the grid or
is falling from the rigging position.
When an arbor is being loaded or unloaded, or when a
piece is coraing in , there should be complete silence on
stage.

The only person giving directions should be the

supervisor.

Only warning calls for falling scenery should

override the silence of the crew.

Only the Technical

Director or crew head (supervisor) should call instruction
to the grid crew.

The Technical Director should inform both

the grid and stage crew before a batten or piece is pulled
in or out of the procedures to follow.
A counterweight set must be left in a balanced
position.

This means neither "batten-heavy" nor "arbor-
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heavy" beyond the control of a single operator.

If it is

impossible to balance a set, the lock should be suppleraented
by a stopper line and the condition of the set labeled
accordingly .
When hanging scenery or goods, the load should be
attached to the batten before the arbor is loaded.

When

striking scenery or goods, the arbor should be unloaded
before the load is reraoved frora the batten.

Fire Protection--Life Safety
Theatre Fires--an historical note:

The special

eraphasis placed on fire protection within the theatre steras
from two separate disasters in this country during the past
century or so.

The first of these fire tragedies involved

the Brooklyn Theatre in New York on Deceraber 5, 1876, where
295 people perished as a result of a fire and its attendant
panic.

During the final act of "The Two Orphans," a canvas

backdrop broke frora its fastenings and dangled over an oil
larap along the border of the stage.

The canvas caught fire

and spread rapidly when it was raised too fast and was
fanned by a roof ventilator.

The inadequate number of

exits, locked exits, and the panic which this caused
accounted for the tragic loss of life in this, the first of
several raajor theatre fires in Araerica.
Twenty eight years later, the worst theatre fire in the
history of the Araerican stage ravaged the Iroquois Theatre
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in Chicago.

This occurred on the night of Deceraber 30,

1903, when 602 theatre patrons perished.
The Iroquois was billed as being "Absolutely Fireproof"
and had been open only five weeks before this tragedy
occurred.

The fire started when a corabustible stage drape

carae into contact with a powerful spotlight.

The initial

progress of the fire along the drapery was viewed with
relatively little alarra by the greatly over-capacity
audience.

But this initial calraness and order was instantly

shattered however , when the drapery and props crashed to the
stage, causing flaraes to leap out into the audience frora
under the half-lowered asbestos curtain.

This circurastance

along with the siraultaneous failure of the theatre lights
threw the crowd into an uncontrolled panic which resulted in
this unprecedented loss of life.
These two fires are priraarily responsible for the
Araerican raodern-day eraphasis on "Life Safety" with the
theatre:

audience capacities, automatic fire detection,

fire-suppression systems, exit standards and illuraination,
fire-fighting equipment, etc.
All stage personnel should farailiarize theraselves with
the location and operation of fire extinguishers, fire hose
stations, fire alarras, and asbestos curtain cut lines.
Stage personnel should satisfy theraselves that all
emergency lights and fire protection equipment and
facilities are in working order and that designated
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personnel are assigned the responsibility and understand the
operation of the asbestos curtain, the sraoke vent system,
emergency communications and use of fire extinguishers and
house lines (fire hose).
All fire-fighting equipment should be maintained to be
clear and unobstructed at all times.
Smoking is permitted only in areas specifically
designated for this purpose.
Highly volatile solvents such as acetone should be
stored and dispensed only from approved-type safety cans and
accessories (bench and swab cans, dip tanks).
Flammables such as paint thinners, paint spray cans,
etc., are to be stored in special metal storage cabinets
(flammable cabinets) approved for this purpose.

All rags or

cloth materials which have becorae saturated with flammable
paints, oils, thinners or other flammable solvents must be
discarded in approved oily waste cans with automatic selfclosing lids.
No welding or acetylene cutting or brazing shall take
place within any building unless a "fire watch" equipped
with an approved type fire extinguisher is stationed in the
immediate area of welding activity.

Welding and related

flarae operations are not permitted within 35 feet of any
corabustible material.
Electric light bulbs should NOT be covered or decorated
with paper or other combustible material.

There should also
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be a cage placed around unprotected bulbs to keep from
possible scorching or burning of materials which come in
contact with the bare light bulb.

This especially

includes

all make-up mirror light bulbs and any exposed light bulb
within the dressing room areas.
Exits and access to exits are to be kept uncluttered
and unobstructed at all times!

During periods of occupancy,

no exit door shall be locked, bolted, fastened or obstructed
by any means so that the door cannot be readily opened by
any untrained person from the inside.
No exit light should be covered or its brightness or
visibility reduced during a performance or when an area is
occupied .

Grid
NOTE:

The special hazards of work on the grid--

particularly from falling objects--were underscored on
February 26, 1975, when a 10 inch long piece of shim stock
(left loose on the grid) was inadvertently kicked and
knocked through the grid opening at a university auditoriura
in Texas.

It fell 40 feet striking a raember of the Drama

faculty in the head.

This accident resulted in a compressed

compound skull fracture to the assistant professor who made
a rapid and total recovery frora surgery and who was MOST
fortunate not to have been either fatally or perraanently
i nj ure d .
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Tools brought onto the grid raust be tied or secured to
the worker.

Pockets should be eraptied before going on to

the grid.
Tool, hardware, shims, e t c , must NEVER be left loose
on the grid.

ALL should be attached with safety lines when

working on the grid.
Dead hung masking or scenery should be lowered or
raised with a batten parallel to the stage floor, never
tipped .
Ropes or electrical lines must never be dropped to the
stage floor from the grid.

They should be pulled up, coiled

and carried down.
The correct call to warn of a batten, piece, or line
coming in, under control is "heads!"
dropping objects is "Clear!"

The EMERGENCY call for

It is the responsibility of

the crew heads that all persons working on stage understand
these calls .

Ladders
Before any ladder is used, it should be inspected to
assure that it is in safe condition.

Wooden ladders should

not be painted inasmuch as paint hides splits and defects
(shellac or varnish are acceptable alternatives).
Non-skid safety feet should be installed on any
straight ladder before it is placed in service.
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The base of a straight ladder should rest on a level
surface and should be placed so that the distance always
from the wall or surface against which it leans is
approximately one quarter the length of the ladder.
Straight ladders should be tied off, blocked or
otherwise secured when in use.

A "safety" or "spotter"

should be positioned at the foot of the ladder in case of
slipping or base moveraent which would endanger the worker on
the ladder .
A step ladder should not be used as a substitute for a
straight ladder.

A step ladder should always be completely

opened and climbed only on the side with the steps.

Never

stand or work from the top of the step ladder.
Tools or other objects should be secured against
falling while work is being performed from a ladder.

Before

coraing down off of the ladder the worker should check to
make sure all hardware, tools, e t c , are not left on any
step or holding area on the ladder.
After use, ladders should be returned to proper storage
and secured in that position against falling.

Machinery and Power Tools
Understand the application, liraitations and potential
hazards of any power tool or machine which you use.
the proper power tool for the job to be done.
improvise!

Don't

Select
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Ground all power tools (unless they are double
insulated).

If the power tool is equipped with a three-

prong plug, it must be plugged into a three-hole electrical
receptacle.

If an adapter is used to accomraodate a 2-hole

receptacle, the adapter wire must be attached to a KNOWN
ground.
Remove adjusting keys and wrenches before turning on a
tool or machine.
NEVER adjust, change bits, blades, cutters, or belts
with the power tool connected to electrical service.
Keep the work area free of clutter and be alert to
potential hazards such as wet floors, flammable vapors,
inattentive persons in the area, etc.
Never over-reach and always raaintain proper footing and
a secure grip on the tool you are using.
Keep guards in place and in working order and never
reraove or circuravent a guard or protective device.
Use safety eye and/or face protection—wear

safety

glasses with side shields and irapact goggles or full face
shield.
Avoid accidental startup by raaking sure that the switch
is off before plugging in the cord or when power is
interrupted.

Never carry a power tool with your finger on

the switch.
Make sure saw blades, drill bits, router cutters, etc.
are sharp, clean, and properly maintained.
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Use only recoraraended accessories which are designed for
use with a power tool or raachine by its raanufacturer.
Never brush away chips or sawdust or attempt to clean
with your hands or with a rag while machines or tools are
operating.
Compressed air should not be used to clean or blow down
machinery or other surfaces except when the area has been
completely cleared and the operator is wearing FULL face and
eye protection.

Air used for this purpose raust never exceed

30 p.s . i . !
All saws should be adjusted before use to expose only
the minimum araount of blade necessary.

The fingers and

hands raust be kept clear of the blade at all times.
Use clamps or a vise to hold work in place and never
force a power tool.
Never surprise, touch, or talk to anyone who is
operating a power tool or machinery.
Never leave a machine running unattended.
Do not atterapt field repairs on tools or raachinery.
Return any tool for servicing that shows any defect or that
is not operating properly to the correct supervisor.
Return tools to the tool roora after completing work.

ADDENDUM 7
USE, CARE AND CLEANING OF STAGE DRAPERIES
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Properly cared for, a suite of stage draperies can last
for many years.

Misused, they can be in unsightly tatters

in a very few years.

Your drapery setting represents an

investment of many thousands of dollars and in future years
replacement costs may be even greater.

Anything you can do

to establish good housekeeping practices and extend the life
of your drapery will be time and money well spent.

Cleanliness
Dust, plain dust, is the greatest enemy (even in a
humid climate) of cotton drapery.

It will discolor the nap
<

or finish and weaken the threads of the fabric itself.

Make

it a practice to the point of being "old maidish" about it
to keep your stage scrupulously clean.
Get really good cleaning equipment; (brooms, dust and
damp mops, and possibly a vacuura unit) and secure their use
for the stage area only.

It is wise to seek the counsel of

a supplier of professional janitorial supplies.

There are

special wide-base brooms, and raops and special brooming
compounds available.
Use sweeping compound sparingly to "lay" flying dust.
Periodically damp mop the stage to reraove oily residues.

A

good door mat or section of carpeting should be placed just
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inside the outer stage doors to rainiraize tracking-in of
outside dirt.
Secure a special set of extra long corn brooras to use
only for dusting the drapery.

A floor broora should NEVER be

used on stage curtains as the oils used in "dust down
sawdust or brooraing corapounds would get on the drapery and
attract raore dust

It is recoramended that these brooms be

hung on a stage wall with a sign "for curtain use only".
Paint the broora handles red or sorae other cautionary color.
Frora tirae to tirae use a raan on a ladder to "broora" down
the house valence and front curtain starting at the top and
working down to remove dust and foreign particles.
Similarly, the various masking pieces should be swept
regularly.

Be sure that the worker has FULL protective face

and eye gear , as well as a ventilating raask for the dust.
In professional theatre , it is one of the jobs of the "prop
raan" to sweep the stage.

We recoramend this practice to you.

When not in use, make it a practice to fly your
drapery.

For some reason, people walking on a stage cannot

seem to keep their hands off the curtains.

You can save

your drapery from hand stains simply by keeping them out of
reach.

A Word About "Flaraeproofing"
By law (in U.S.A.), all stage drapery fabrics must be
treated for fire retardancy.

This does not mean fireproof,
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but rather that the treated fabric will char under
continuous flarae or heat but not flarae or sraolder by and of
itself.

Great care should be taken to insure that the

drapes do not come into direct contact with lighting
instruments or interrupt the light stream in close proximity
to an instrument.

Unsightly discoloration, charred spots or

holes could result.
Because the flaraeproofing corapound contains raetallic
salts, the fabric becoraes mildly hygroscopic.

Curtains

fabricated of flameproofed cotton have a slight tendency to
draw raoisture frora the air.

This norraally poses no problem

as air circulation protects the curtain from concentrations
of moisture.

Care should be taken, particularly during the

summer or high-huraidity months, to see that the curtains
hang freely and air is circulating.

That is, not be left

traversed open to a pack condition for a long period of
tirae .
If raoisture concentrates, or if water is spilled on the
curtains or rain water seepage accumulates, the
flaraeproofing will be leached to the surface and form
efflorescent deposits, giving the fabric a blotchy
appearance.

If efflorescence occurs, the curtain may be

cleaned in the following manner.
Obtain several vegetable sponges.
and wring out as dry as possible.

Moisten the sponges

Brush the spots lightly.

Because the deposits transfer to the sponges, they should be
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rinsed and wrung out frequently.

Brushing should be first

against the nap, then with the nap to restore texture.
Should a curtain accidentally be spotted or soiled,
clean as soon as possible.
tend to set.

If left for any tirae, soil spots

Acetone, Chlorothene, or Perchlorethylene raake

excellent solvents for cleaning cotton drapes.

Test for

color fastness on a concealed portion of the curtain before
cleaning with these raaterials. Be very careful in cleaning
water-based spots (soft drinks, coffee, etc.).
stain with a slightly darap cloth.
curtain.

Attack the

Do not saturate the

Iraraediately dry the spot area with dry cloths.

Do

not use an air dryer .

Air Flow
If your stage is forced-air ventilated or air
conditioned, see that the air discharge does not cause
continual rhythmic moveraents of the curtains.
can loosen the pile.

Such action

Some years ago, on a stage in

Richmond, Virginia, patches over a foot in diameter were
blown out of a brand new velour leg in one weekend.

Tears and Snags
The nap of velour fabrics is not tightly locked into
the mesh of the backing.

When a tear or snag occurs, the

nap will loosen and fall out at that point.

For that

reason, it is wise to repair tears imraediately.

For quick
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repairs to be made in the "heat of battle" keep a roll of
duct tape on hand.

Pull the edges of the tear together and

apply the tape to the back of the curtain.

Later effect a

perraanent repair with iron-on tape of approximate color or
sew edges of the tear using an overcast stitch with matching
thread.

At a distance, these repairs will hardly be

noticed.

Reraoval, Packing, and Storage
In a working house, it is soraetiraes necessary to remove
and store certain drapery to accomraodate the hangings of a
touring production.

In the case of velour raasking piece,

borders, legs, black-outs, etc., proceed in the following
raanner .
First, sweep the stage.

Lower the batten, being sure

that the bottom of the velour being lowered is pulled
downstage enough to insure that the face fabric does not
touch the floor.

NOTE:

In the case of heavy pieces, it may

be necessary to "Muscle" the set in.
Lock off the batten and unload the counterweight arbor.
Untie the curtain (after the unloading) and lay it on its
back, fully spread out on its back, mark the center of the
curtain with a color blaze, and secure a colored tie line in
the center groramet, and fold the curtain face-to-face, hemto-crown.

Repeat until you have the workable fold (about

three feet).

Then fold each end in to the center.

Repeat
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until you have a workable bundle.

Storage hampers are

provided and labeled for each curtain.
dry and ventilated place.

Store curtains in a

Make sure that all boxes are

marked as to their contents and location batten frora where
they carae.

A log or raaintenance schedule should be filed in

each storage box with written description of the original
location, date of moving and return location of the drapery
within the box.

This log should be signed and dated by the

supervisor after each use.
To rehang, lay the bundle under the batten center.
Fold out the bundle across the stage.

Note that the center

of the heading is marked with a color blaze and a colored
tie line.

Tie this from center to end (the knot is a siraple

bow NOT a square knot).

Load the counter-weight arbor with

weight equal to the curtain and fly out.
A notation should be raade in the raaintenance schedule
anytirae the draperies are raoved or cleaned.

If you always

follow this pattern, you will find that you will do a
minimura of handling of the curtains and the face will always
be protected .
It is helpful to keep a record of the amount of weight
required to balance each piece.

Record the weight on the

back of an index file card or on the log schedule for each
curtain, boarder and/or pair of legs.
and dated by the supervisor .

This should be signed
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Weighting With Pipes and Chains
The masking pieces are equipped with sewn in chain
pockets with chain installed for the purpose of adding
weight to the bottora of the curtain to enhance the draping
characteristics and control when flying.

In addition, each

curtain should be equipped with an independent pocket of
seamless duck to accoraraodate a weighting pipe for use when
the curtain is hung as a flat unit with not tied-in
fullness .
The weighting pipes are raade up of ten foot sections of
rigid conduit.
pipes.

Always use caps on the ends of the bottora

The pockets are raade of seamless lengths of heavy

duck but un-protected threaded ends of pipe could catch and
tear .
Use 3/4 inch pipe in the velour drops and borders and
in the muslin and plastic drops.
Use 1/2 inch pipe in the scrims.

ADDENDUM 8
ORGANIZATIONS
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Performing Arts Service Organizations
in the United States

The following list includes naraes and addresses of
Perforraing Arts service organizations in the United States
Upon request they raay offer publications and periodicals
that may be helpful to the Performing Arts Division.
American Council for the Arts
570 Seventh Avenue
New York, New York
10018
Telephone: (212) 354-6655
Association of College, University and Community
Arts Adrainistrators
6225 University Avenue
Madison, Wisconsin
53705
Telephone: (608) 233-7400
Foundation for the Extension and Developraent
of the American Professional Theatre (FEDAPT)
165 West 46th Street
Suite 310
New York, New York
10036
Telephone: (212) 869-9690
National Committe--Arts for the Handicapped
1825 Connecticut Avenue, N.W.
Suite 417
Washington, D.C.
20009
Telephone: (202) 332-6960
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National Endowraent for the Arts
1100 Pennsylvania Avenue, N.W.
Washington, D.C.
20506
Telephone: (202) 682-5786
Theatre Communications Group
355 Lexington Avenue
New York, New York
10017
Telephone:
United States Institute for Theatre Technology,
(U.S.I.T.T.)
330 West 42nd Street
New York, New York
10036
Telephone: (212) 563-5551
Volunteer Lawyers for the Arts
1560 Broadway
New York, New York
10036
Telephone: (212) 575-1150
Volunteer: The National Center for
Citizen Involveraent
1111 North 19th Street
Arlington, Virginia
20009
Telephone: (703) 276-0542
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Regional Theatre Organizations
The Performing Arts Divisions for each county are
producing more in-house productions.

The following listing

of producing regional theatre groups in the United States
raay aid in the research of new play production techniques
and processes.

Many of these theatre organizations include

new plays in their season of productions.
Actors Theatre of Louisville
316-320 West Main Street
Louisville, Kentucky
40202
Telephone: (502) 584-1265
Alley Theatre
615 Texas Avenue
Houston, Texas
77002
Telephone: (713) 228-9341
Arena Stage
6th and Maine Avenue, S.W.
Washington, D.C.
20024
Telephone: (202) 554-9066
Asolo State Theatre
Postal Drawer E
Sarasota, Florida
33578
Telephone: (813) 355-7115
The Children's Theatre Corapany
2400 Third Avenue, South
Minneapolis, Minnesota
55404
Telephone: (612) 874-0500
Circle in the Square
1633 Broadway
New York, New York
10019
Telephone: (212) 581-3270
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The Cleveland Play House
Box 1989
Cleveland, Ohio 44106
Telephone: (216) 795-7000
Dallas Theatre Center
3636 Turtle Creek Boulevard
Dallas, Texas
75217
Folger Theatre
201 East Capitol Street, S.E.
Washington, D.C.
20003
Telephone: (202) 547-3230
Goodraan Theatre
200 South Colurabus Drive
Chicago, Illinois
60603
Telephone: (312) 443-3811
The Guthrie Theatre
725 Vineland Place
Minneapolis, Minnesota
55403
Telephone: (612) 347-1100
The Hartman Theatre
Box 521
Stamford, Connecticut
06904
Telephone: (203) 324-6781
John F. Kennedy Center for the
Performing Arts
Washington, D.C.
20566
Telephone: (202) 254-7190
Lincoln Center for the Performing Arts, Inc
Lincoln Center Plaza
140 West 65th Street
New York, New York
10023
Telephone: (212) 877-1800
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Long Wharf Theatre
222 Sargent Drive
New Haven Connecticut
06511
Telephone: (203) 787-4284
Mark Taper Forum
135 North Grand Avenue
Los Angeles, California
90012
Telephone: (213) 972-7353
Milwaukee Repertory Theatre
929 North Water Street
Milwaukee, Wisconson
53202
Telephone: (414) 273-7121
Missouri Repertory Theatre
Perforraing Arts Center, # 404
4949 Cherry Street
Kansas City, Missouri
64110
Telephone: (816) 363-4300, ext.226
Oregon Shakespearean Festival
Box 158
Ashland, Oregon
97520
Telephone: (503) 482-2111
The Repertory Theatre of St. Louis
Box 28030
St. Louis, Missouri
63119
Telephone: (314) 968-7340
Seattle Repertory Theatre
155 Mercer Street
Seattle, Washington
98109
Telephone: (206) 447-2210
Yale Repertory Theatre
222 York Street
New Haven Connecticut
06520
Telephone: (203) 436-1589
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Civic Centers
For a listing of Civic Centers and Coraraunity Perforraing
Arts Organizations in raost cities in the United States refer
to:
Handel, Beatrice.

ed.

The National Directory for the

Perforraing Arts and Civic Centers.
Wiley & Sons, 1978.

John
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Changhua County

Director Lin Hai-ching
Changhua County Cultural Center
500 Chung Shan Rd.,Section 2
Changhwa, 500, Taiwan R.O.C.
(047) 250-057

Hualin County

Director Chou Long-tien
Hualin County Cultural Center
6 Wenfu Rd.
Hualien, 950, Taiwan R.O.C.
(038) 227-121

Ilan County

Director Hsu Wen-hsiung
Ilan County Cultural Center
101 Fushing Rd., Section 2
Ilan, 260, Taiwan R.O.C.
(039) 322-440

Kaohsiung County

Director Li I-chien
Kaohsiung County Cultural Center
42 Kangsan S. Rd.
Ghangshan, 820, Taiwan R.O.C.
(07) 622-9841

Kaoshiung City

Chung Chen Cultural Center
Director Li Wen-neng
67,Wu Fui Rd., Section 1
Ksohsiung, 800, Taiwan R.O.C.
(07) 201-5141

Keelung City

Director Tserng Hua-jeng
Keelung City Cultural Center
1 Yi-i Rd.
Keelung, 200, Taiwan R.O.C.
(032) 287-672
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Miaoli County

Director Ping Feng-wu
Miaoli County Cultural Center
50 Tzu Chu Rd.
Miaoli, 360, Taiwan R.O.C.
(037) 352-961

Nantou County

Director Huang Chung-hui
Nantou County Cultural Center
201 Chien Kuo Rd.
Nantou, 540, Taiwan R.O.C.
(049) 231-191

Penghu City

Director Li Hsing-yang
Penghu City Cultural Center
332 Chunghua Rd
Makung, 880, Taiwan R.O.C.
(069)272-412

Pingtung County

Director Lin Ho-min
Pingtung County Cultural Center
69 Talien Rd.
Pingtung, 900, Taiwan R.O.C.
(087) 360-331

Taichung City

Director Lien Min-pou
Taichung City Cultural Center
600 Ying Tsai Rd.
Taichung, 400, Taiwan R.O.C.
(042) 257-311
Taichung Chungshin Hall
Director Ma Kuang-hen
391-3, Ching Wu Rd.
Taichung, 400, Taiwan R O.C
(04) 226-1105

Taichung County

Director Hung Ching-Feng
Taichung County Cultural Center
782 Yuan Huan East Rd.
Fengyuan, 420, Taiwan R.O.C.
(045) 260-136
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Tainan County

Director Yea Chia-shiung
Tainan County Cultural Center
23 Chung Cheng Rd.
Hsinying, 730, Taiwan R.O.C.
(066) 324-116

Tainan City

Director Chen Yung-yuan
Tainan City Cultural Center
375 Chunghwa Rd., Section 1
Tainan, 700, Taiwan R.O.C.
(067) 269-864

Taipei City

National Theatre Hall
Director Chang Jun-chieh
47 Nanhai Rd.
Taipei, 107, Taiwan R.O.C.
(02) 311-7887
Social Education Hall
Director Yung Chen-hwa
25 Pa Teh Rd., Section 3
Taipei, 105, Taiwan R.O.C.
(02) 731-5931
Sun Yat-sen Memorial Hall
Director Tong Chi-hsiang
505, Jen-ai Rd., Section 4
Taipei, 107, Taiwan R.O.C.
(02) 702-4411

Taipei County

Director Tong Pei-Iin
Taipei County Cultural Center
62 Chuang Ching Rd.
Panchiao, 220, Taiwan R.O.C.
(02) 253-4412

Taitung County

Director Chiu Min-yen
Taitung County Cultural Center
37 Nanking Rd.
Taitung, 930, Taiwan R.O.C.
(089) 320-378
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Taoyuan County

Director Wu Cheng-mu
Taoyuan County Cultural Center
21 Hsien Hu Rd.
Taoyuan, 330, Taiwan R.O.C.
(033) 322-592

Yulin County

Director Wu Hsien-fan
Yulin County Cultural Center
100 Peikuo Rd.
Jouliu, 640, Taiwan R.O.C.
(055) 327-613

ADDENDUM 10
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